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“Only among the young is there a sense of hung time.”1

–Tay Kheng Soon, architect, Akitek Tenggara 

Hung Time
Essay by Euginia Tan

The current global pandemic has thrown curveballs onto 
many plans. In the time of writing this essay, commute has 
been disrupted between Singapore and Malaysia. To carry 
out his continued foray of exploring underlying emotional 
tangents of a space, the artist has had to depend on his 
network of friends and the Internet. We ponder over how 
best we can present his current body of research, given 
that it is disembodied. No matter how we try to immerse 
ourselves in the context of a space, being near and 
there as opposed to here and away still posits significant 
differences.

Perhaps this is the advantage of creating a series from 
scratch at a certain distance, equipped with the savvy 
of virtual resources and relationships. The way we study 
spaces can now be superimposed on a screen, conveyed to 
us as malleable adjustments with the correct keywords and 
clicks. We can make an image of a space available, access 
is granted at any given moment. We can pick and choose, 
and come back to our search history. We have learnt a way 
to suspend time, in a way that is more straightforward than 
mere memory.

In his solo exhibition The Periphery Of The Other, Faris 
Nakamura keeps consistent to the trajectory of questioning 
uniformity in select spaces. The focus at present is 
surveying residential estates in Kuala Lumpur, Malaysia, 
specifically those at Subang Jaya. The selected homes are 
lined in uncanny, identical fashion. It is hard to differentiate 
one exterior from the other, emphasizing the neatness 
of a row. One can almost see an ordained address being 
ironed out in accordance to the pristine curation of these 
residences.

Bearing in mind the current limitations, this essay attempts 
to consider Nakamura’s alternate viewpoints in his inquiry 
of Malaysia’s architectural landscape. It will touch on how 
we can investigate the artistic tenets of space-making via 
looking from the outside in. At the same time, it questions 
how this inversion gives rise to re-interpretation of space 
liberation.
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We shall first examine the influence of surfaces in 
Nakamura’s work. The following images are provided by the 
artist as part of his research for his current series.

Upon observation, the surfaces of certain houses comprise 
of two main textures and facades. There is a brown, brick 
layer alongside a painted, matt surface area. This double 
surface continues down a row. The surfaces are placed in 
alternates, like separated twins. It comes to mind that a 
house can in fact be made up of two halves, rather than 
one whole. While the houses might look eerily similar 
exterior-wise, the combination of the two halves and 
varying surfaces seem to acknowledge a split personality, 
or contrasting facade. As with humans, we present a certain 
front to the world we know outside us. This front begins 
gradually in time, as we make sense of social cues and 
aspects at our proximities. Whether for veneered protection 
or adherence to imposed courtesies, our surfaces are key 
to building impressions. These impressions then permit us a 
leeway to routine living.

In Mapping Asia, Asia Art Archive’s expanded publication 
on Field Notes #3, MAP Office puts together an atlas of 
Asia Art Archive’s extensive coverage and interpretation via 
their collective’s lens of art and architecture. They describe 
the persona or character of a house as an almost tragic 
figure, deigned to live in a world where oneness prevails 
over individuality. A house’s shelter comes at the cost of 
emotional upheaval. “Deprived from its life, the house is a 
source of sadness but also the occasion of reconstructed 
memories. A house is the body occupied by our physical, 
mental, emotional and spiritual selves. ‘The home is a 
suitcase’ suggests another level of abstracting the concept 
of home. Its mobility allows the garden to be located 
anywhere and everywhere, making its ubiquity possible. A 
community without land.”2

When we affix a surface onto a house, and a front onto 
ourselves, what are we encouraging in the ways we live and 
interact? In Nakamura’s current series, colours announce 
formation. The works merge halves, odds and ends into 
singular structures, just as the residential outfits portray. 

Surfaces

Photos of Residential Area in Subang Jaya SS16 & SS17
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It is a conflict and confrontation of an outer and inner 
life, cognizant of a choice to live in acceptance. Yet they 
suggest a hollowness from within, where a surface can only 
go so far. The inner reaches of a house and self has to be 
drawn out with effort, like water from a deep well. Unlike 
the water that is eventually extracted, where can we find a 
safe outlet for expression for what goes on behind closed 
doors? Without a function of containment and its kempt 
surface, is a house truly what it seems?

In our discussions regarding limitations with travel, 
Nakamura also brings up the fact that a Google search and 
quick glean is how he had to primarily form an impression 
of the space. Thus impressions of spaces matter greatly, 
even more so now. Yet he is aware of how much these 
impressions hinder other revelations and insights, which 
will be lost to him. It is also via artistic input that we are 
able to sway how an impression is passed. Hopefully, this 
gives rise to new information beyond what is known. Going 
back to Tay’s (whose quote appears at the start of the 
essay) observations on the role of architecture in crisis, he 
provides a succinct explanation of how architects respond 
to potentiality in their processes. “Architects have a great 
challenge to… visualize a new humanized spatial order. 
This is underpinned by an understanding of economics 
in rebalancing the mechanized economic order with its 
humanized counterpart.”3 As notions of land and country 
are further divided during calamity, Nakamura’s repurposing 
of first impressions and surfaces brings focus to the type of 
climate and stakes a house holds.

Detail of Green Hills (2021)



10 11

Light in Structures This exhibition is crucial to Nakamura’s practice because 
of further insight on the role of light in structures, and 
the illusion it gives to the weight of material choice. Light 
in architecture can determine types of perception. “It 
enables us to appreciate the diverse qualities of the spaces: 
size, geometric shape, texture, colour… It is perhaps the 
element with the greatest influence over the atmosphere 
of a place. The correct illumination intensifies the poetic 
and emotional impact of a project.”4 The thought of light is 
suggested or applied via entrances in Nakamura’s works. 
Cut ridges enunciate what is let in, fitted slots filter depth 
and mood. In addition, the artist sheds light on playful 
double-entendres using innuendo-laden wordplay in the 
titles of his works.

Requests were made from Nakamura to acquaintances 
in Malaysia in order to access certain photographs. 
Instructions and directions were passed on to them to take 
pictures for his reference. Passing down what is seen is 
perhaps another addition to how we create impressions, 
since circulation happens at a breakneck pace now 
compared to before. It is also this other perception of 
lighting in a sent image which fosters the artist’s blueprint. 
Does the lighting beseech a certain fixture to be included? 
Is that type of lighting the actual way the artist would 
have chosen to observe said space? From open-ended 
possibilities derived from receiving conveyed information 
virtually, Nakamura constructs with the concluding impact 
of light and the shadows it casts.

The artist’s maturing in material weight and choice is 
also influenced heavily by the boundaries light creates. 
The threshold of light is not only in its freedom to travel. 
Light can also be illuminated with barriers. In managing 
the distribution of light and weight ratios for his works, 
Nakamura explains that what appears heavier or lighter is 
often inaccurate. Actual experimentation and experience 
prove to be the most discerning of these factors. Going 
against what he believes to yield the most or least densities 
shapes clarity to the final outcome. Clarity in a structure 
and space takes roots in how we decide on place-making.
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WOHA is an architecture practice based in Singapore 
adopting a balanced and compound philosophy to 
contemporary architecture ideas and form making. On 
the topic of place-making, Wong Mun Summ and Richard 
Hassell of WOHA talk about what it takes to kick start the 
place-making journey. “Place making is a collaborative, 
two-way process. It’s been well said that, ‘it takes a place 
to create a community, and a community to create a 
space.’” From Nakamura’s wielding of light in structures, 
we can begin inquiring about levels of social ownership 
and access. When access is enabled or disabled, how and 
why does a light source permeate a structure? What does 
this also say about the nature of permission and authority? 
An unauthorized light source, in this case, serves as a 
gesture of freedom and hope. With further elaboration 
from WOHA, “As architects, we craft strong and memorable 
places through the clarity of our ideas into physical space 
and form… Yet ultimately, what endears these spaces to 
the public are the dynamic activities, or events that occur 
therein. It is about the spontaneous social bonds that are 
forged as people occupy, inhabit, and develop a sense of 
mutual care for… shared ownership of the space.”5

Detail of I’ve Seen This, All Too Often (2021)
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Proportioning surfaces and clarity is the forefront of 
Nakamura’s constructed reality. While the governance of 
art is believed to be a no-rules zone, we see the sheer 
amount of precision placed upon the artist for the sake of 
their personal liberation. Land, houses and homes- the core 
instinct of these words are constantly interrogated and 
questioned to hang time. Time is proved to be a penchant 
for everything. There is a time of recovery, an aftermath 
of trauma, dated policies and systems. There is a time 
of discovery, from secrets only two people are let in on, 
becoming silent observers to distant neighbours in the 
same estate, friends we hope to connect with in person, 
one day. A space, at any given moment of time, remains 
and transforms simultaneously.

However, we are ultimately burdened to the slow trawl 
of time in the lapses of our lifetimes. We sow what we 
can to discourses we might never be around to witness. 
It is a long-drawn road to liberation, the spaces of our 
reckoning still remain trapped to their present confines. In 
his rendition of place-making, Tay remarks that “the human 
mind can turn anything and everything into worshipful 
icons that deflect the mind from generatively refreshing 
knowledge. Memory therefore can be another opiate that 
dulls the spirit. The true meaning of the revolutionary spirit 
is the ‘re’ and the dynamics of process. This is what needs 
to be rekindled. Even ‘place’ can become, in the mind, a 
fetishism when it gets frozen as blind affiliation.”6 In both a 
pandemic and a stigmatization, Nakamura’s yearning for a 
route out captures the fine lines of the could-have-beens 
versus what has been, and what will be. The pressure 
points of his work mark a submission that comes with 
struggle, a tamed temperament underneath the sinews 
of rebellion. Can we announce when liberation comes, or 
instead, do we predict where it will arrive?

Liberation
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Detail of This Ridge Leads To Nowhere III (2021)
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I’ve Seen This, All Too Often

2021
Emulsion on treated wood, acrylic and metal pieces
110 x 120 x 18 cm
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More Than Just The Tip

2021
Emulsion on treated wood, acrylic and metal pieces
110 x 120 x 18 cm
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This Shade Remains The Same, Always

2021
Emulsion on treated wood, acrylic and metal pieces
110 x 112 x 12 cm



24 25

Deep Faith

2021
Emulsion on treated wood, acrylic and metal pieces
85 x 70 x 16 cm
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Green Hills

2021
Emulsion on treated wood, acrylic and metal pieces
85 x 70 x 20 cm
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Be My Eyes and Tell Me What You See

2021
Emulsion on treated wood, acrylic and metal pieces
60 x 80 x 10 cm
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This Ridge Leads To Nowhere I

2021
Enamel coated mild steel
70 x 85 x 15 cm
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This Ridge Leads To Nowhere II

2021
Enamel coated mild steel
70 x 60 x 10 cm
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This Ridge Leads To Nowhere III

2021
Enamel coated mild steel
80 x 40 x 20 cm
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This Ridge Leads To Nowhere IV

2021
Enamel coated mild steel
60 x 120 x 14 cm
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Detail of Be My Eyes And Tell Me What You See (2021)
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2021 The Periphery Of The Other, Richard Koh Fine Art, 
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Faris Nakamura (b.1988, Singapore) graduated with 
Bachelor in Fine Arts (First Class Honours) from 
LASALLE College of the Arts in partnership with 
Goldsmiths, College of London in 2014.

Through sculptures, installations and site-specific 
works, Faris investigates the way people navigate 
and orientate themselves as they encounter space. 
He desires to understand the attachment and 
detachments people have towards spaces, how these 
relationships develop, and their impact.

Faris was most recently announced as the winner of 
the IMPART Awards, Visual Artist Category, 2020. He 
was awarded the Young Talent Programme Winners’ 
Solo, 2017/2018, the Grand Winner at the Shitsurai 
International Art Competition, Kobe Biennale, 2015 
and was the Winston Oh Travel Award recipient, 
2013.

Faris has exhibited both locally and internationally. He 
has showcased at venues such as Gillman Barracks 
(Singapore), The Substation (Singapore), ION Art 
(Singapore), Scotts Square (Singapore),  Georgetown 
Festival (Penang, Malaysia), FASS Art Gallery (Turkey), 
Kobe Biennale (Japan), and Palazzo Ca’ Zanardi, 
(Venice).

It is also notable that Faris is a flautist and has 
performed at venues such as the Esplanade Concert 
Hall and the Victoria Concert Hall (Singapore).

Selected Group Exhibitions
2020 In Our Own Frame, RKFA SG 10th Anniversary Show, 

Richard Koh Fine Art, Gillman Barracks, Singapore

 Nothing To Hide: Private Collection of Contemporary 
Southeast Asia Art, Oxley Bizhub, Singapore

 Emerging: Collecting Singapore Contemporary - 
Selections from the DUO Collection, The Private 
Museum, Singapore

2018 The Concerned Citizens Showcase, The Substation, 
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 Departure 3, Ipreciation, Singapore

2017 AAF: Young Talent Programme, F1 pit Building, 
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 VADA: Untapped Emerging, Shophouse 5, 
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2016 EPHEMERA, The Substation, Singapore

 Contemporary Venice: Architectures of Identities, 
Palazzo Ca’ Zanardi, Venice

2015  Art Bounties, Central Public Library, Singapore 

 Art of Our City: Young Singaporean Artist, The Art 
Space@Suntec, Singapore 

 Affordable Art Fair, F1 Pit Building, Singapore 

 Art Discovered Edition 1, The Art Fellas Gallery, 
Singapore

 Shitsurai Art International Exhibition, Kobe 
Biennale 2015, Meriken Park Kobe, Japan

2014 Lasalle Show 2014, ICA Gallery, Singapore 

 Dibs Collaboration, Dibs Restaurant, Marine 
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 “sMall iDeas”, FASS Gallery, Sabanci University, 
Tuzla, Istanbul, Turkey

2013 Art of Giving Exhibition, Scotts Square, Singapore 

 Winston Oh Travel Award 2013, Praxis Space 
Gallery, Singapore 

 Lasalle Show 2013, ICA Gallery, Singapore 

 George Town Festival, Penang, Malaysia

2012 And the Story Goes, Brother Joseph McNally 
Gallery, Singapore 

 Raw & Craft, Ngee Ann Kong Si Library, Lasalle 
College of the Arts, Singapore

2011 Exhibition With Heri Dono, Critique Room, Lasalle 
College of the Arts, Singapore

 Beyond Limits, Praxis Space Gallery, Singapore
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Euginia Tan (b.1991) is a Singaporean 
writer who writes poetry, creative 
non-fiction and plays. She enjoys cross-
pollinating art into multidisciplinary 
platforms and reviving stories. Contact 
her at eugtan@hotmail.com.
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Detail of This Shade Remains The Same, Always (2021)
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