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prom'cssion. 

l r rcspec l i \ (• o í ihc pos^ii i ic a i iswcis 

Me l*^\ill('\ lias ío i i i id . I l> i ' l ic \r l l ia l l l ic 

act ions o l icci- i i l l imes - soii ie ío i i i id i i i 

t l ie verv l i in i ts o í -subordi i ia l ion. o l l iers 

ain ied O X I T I I V al I C I I I O N Í I I Ü prej i id ices and 

o l ) ¡ e ( l i \ c l \ speci l lc i i i pe i i e l i a l i i i g l l ie 

ho i i i ida i ies establi.shed 1(\ e x l r e i n e s -

l i ' ium'i ' a iiecessarx' ics i ih d ia l is relaled lo 

ihe ehange.s i i i eonlei i iporaiN \ icws ol a r l . 

lo l i le same exlei i l l l ia l eoi icepl io i is o í ihe 

orua i i isa l io i i ol exci i ls and ex l i ih i l io i i s 

cl iai ige a i id l l ie wisl i lo exeliai ine is 

e i i r i r l i pd l i \ l l ie ki iow leil j ; ! ' and 

miderslai id¡ i i<; ol somel l i inu l l ia l exisls 
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A l lbo i i f íh l i le ax io i i i l l ia l Indonesia has a 

i i i i i i u -h i ce led c i i l l i i re i iu i \ soi i i id 

co i imio i ip lace. il is p romp led b\ l l ie hiel 

d ia l ll iei'e are more iban l l i ree h imdred 

e lb i i ic f í roi ips w i l l i dÜh ' rc i i l I rad i l io i i s 

and ri\'e b m i d r c d dialecis. L ikewise, there 

are i i i a i n r(di;;i iais. i i i c lnd i i ig Is lam. 

1 l i i i d i i i s i i i . nnddh i sm and ( ' b i i s t i a i h u . 

a l lhonub Islam has becn lieen recügTiised 

as l i le p redomi i i a i i l rídií j ion c\(>r .since i ls 

in lTod iK i i o i i i l l the 12lh ee i i l i i r \ . l i i deed, 

Mnsl ims cons l i ln lc ti m a j o r i u o l ' t he 

pop i i l a l i o i i i l l ib is coi i i i l i 'N. 

I l l ib is xast m n l l i p l i c i l v o l p l h i i i c 

j i i d i ips and rebíí'ioiis was added (be 

Di i l cb preseiice ¡ii l i le l '7 l l i ce i i l i i r v . i i i 

l i le h i rm of ti "c ix i l i s i i i g power 

represei i led by the army and seieni i f ie 

cxpedi l ions. 

Ill add i l i o i i lo l i le s l r i i i i n r a l 

i r t i i i s ron iK i i io i is ¡II power nda l io i is . ibe 

iid'biciiee ol' WCslerii i i i l l i i re wcighed 

beaxi ly on ihe " i i id ige i io i is " e i i l l i i res: in 

t l l is Ciise. co lonisa l io i i l)\ l i le Nelher lands 

p iddnced iiiaiiN expressioiis oF a l i xb r i d 

( i d i n r e . O fco i i r se . in ar l also. i iew 

coi icepis and lec lnhip ics wcre adop led . 
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sucli as ()¡l |>:i¡iiliiii;. Oil piíliiliiiu" was 

¡nlioiluccd lollowiim v()\ai;('s 1)\ sdiiic 

Dulcli painters lo wliat woiild liciicdorlli 

be callcd ihe Kasi Iiulies. 

I he chaiiiíc ¡ii llic CDiinlrN s 

|)li\,s¡()iiii(iiii\ - ¡.('.. uriíaii (l('\cl()|iín('iil 

aiid dii' |ii'()iii¡ii('ii('<' iil Diilcli laiiulii's. 

rspccialK allcí' dw hciiiiuiiiiH ol llic l')|li 

cpiiliiiT. crcalcd dic i'(iiid¡li(in.s l'or a 

dciiiaiid liir picliii'cs. I lir inaikcl 

reCloctfd a dcxclopiíiíi lasti" lor 

landscapes and pdii iails . As a icsuli of 

lilis "civilisiii;;' pi-(iccss. cxlnhilidiis wci'c 

licld. and lliioiiah llicm caiiic dic giadual 

influpnce ol lúiropcan slvics aii<l \\ cslcni 

slaiidards o( hcaulN and acsdietir d ico i \ . 

Ainong tlie Jiidont'sian arlisis. llic 

bcst known in ihp spcond liallOI llic l' 'ili 

ccinnrs was líaden Salidi wlio. accoi'ding 

lo liisloiians. rnaikrd dic l)i'i;¡rinhig of 

inodcrn ail ¡n Indonesia. Tliis ailisi 

reniained conslanlK in conlacl widí 

Europe followiní; liis Ir'avels lo llie oíd 

eonlinenl and liis long slays (pailiciilaiK 

in Paris). and lie FoHowcil \\ esiern sU les 

in liis work. 

Moderii ari appi 'ais lo lia\(' 

penelraled lieUNcen l<)3()and 1 ' )4 ( l - a 

decade diiiing wliielí exliiliilioiis oí 

Knropean works were oigaiiised. Al llie 

same lime, llie lirsl ass.socialioii oC 

Indonesiaii painlers. Persagi, was 

í'onnded helwceii 1')ii7and l''-^<>. lilis 

liad ¿in inllnence in deíiiiing arl willi 

diFíeienl principies. Siiice iheii, and 

especialK allcr hidependenee (1949). 

conliniions changes look place dial inade 

¡I e.xlrcinelx coniplicaled lo acliiexc a 

SNiilliesis. riie lillies and si.xlies ferlilised 

llie seed lor new ly|)es of e.\])ress¡oii, lor 

conliniioMS débale aboul wlial shoiild 

represenl llie nalional idenlily. lor 

(|neslions aboiil w hal caine Iroin llie 

W esl. and l'or asserling a w ill lo be(-onie 

parí oí llie inlernalional arl circiiil. The 

acadeinies oí ^ ()g\akai-la (ASRI) and 

nandinig (Sj-.M lU l'A) e w n look llie 

lead in íornnilaling llie ci'ileiia. and lilis 

lasled iinlil llie second hall oí llie si.xlies. 

riie cliniale in arl circles in llie 

sexcniies ac(|iiired considerable 

(Knanhsin lollow ing llie lioldiiig ol 

conlidxcrsial e.xhibilions dial encoiir¿iged 

deeper débale. Ihe Second Biennale ol 

Painling in .lakarla (197-+). íor exaniple. 

was ihe scene oí prolesis b\ arlisis Iroin 

^og"\akarla abonl llie pri/.es awarded. 

llie laller. accoi'diiig lo llieiii. were 

orienled lowards deeoralixc sl\les. and 

placed a ceiling on e.xpressions ihal were 

neilher painling ñor sculplui'e. [ I ] 

10 ni\ wa\ ol lliinkiiii;. all diese 

.liiii Snpangkai. lilis ni'W nio\cnienl was 

iiiíiiieiiliai in slresning lile need lo 

redeíiiie arl. and re\()liilioiiised llie liasic, 

idea oí wlial consliinles il. Il defended its 

di\crsiíied nalure and al ihe sanie 

clarilied llie posilions ol conleniporars 

and Iradilional arl . [2] lis nieiniíers 

proclainied ihi' ical possib¡lil\ oí 

idi'iidiiig logiiliei- eienii-nls oí arl íroin 

dillerenl conlexis ihroiigh crealini;' new 

e.xpressions. as wcll as adopling a new 

approach lo llie débale on ciilinral 

l^adaiig Cliri.stanlo, Biiiviiiiiiin \. I ' l ' lj . 
.•\crilir (>)i caiivíis on plyw'ood, .53.5 .x HO ciii. I'lioio: íoiiik lia^iik 

occnn-ences and drixcs consliliiled a 

plallorin íor sliinnlaling new and inore 

problenializing pilases ol arl in Indonesia. 

I he use oí eleinenls oí local ciilliire. 

Iraililional inoliís and leciini({iies. (ir 

ihose iinked lo llieiii. were gradiialK 

inlroduceil. and llie condilions were 

erealed íor llie siibse(|MeiH einergence oí 

iheSK.M lil PA IJARl (Indonesian .New 

.\rl .\lo\cineiil) in .lakarla (IT.")) . W illi 

lilis inoM-nienI - logelhei- willi ihe 

possibiliiy oí renewcd and íorccdiil 

relerence in arl lo social realilies. l(] dail\ 

lile and lo liie proinolion oí social 

crilicisin - new iniMliiniis and new 

iheories oí poeiry niadi' ihi-ir- appearance. 

In llie wiirds oí criiic and euratür., 

idenlily and lile l'^asl/WVsl coníi'onlalion. 

01 coiirse ihi^ inoveinenl was iiol easily 

assiniilaled. lis exhibilions. Iield niainly 

in Bandiing and .lakarla. were nol 

nndersiood. and ñor did lile gronp 

achiexc a delerinining inlhienee. 

.Neverlheless. indonesian arlislic 

|)ro(liicüoii as oí llie bílies appeared 

renewed and more d\iiainic [.'5]. 

Phiralism in arl seíAcd lo ¡oiii logellier 

man\ liiiks dial hilherlo liail onix been 

allached al llie eiíds. 

In lilis piDcess oí assimilalion oí 

dilíerenl orieiilalions. inany yomig arlisis 

(wiiedier connecled or nol lo ihe SI'JM 

lU P.\ \iA\\[ moxcmenl) slarled lo use 

Iradilional liiemes. inolils and let'liniínies 
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based on their personal experience, 
insofar as they were related to their local 
contexts, as in the case of Nindityo 
Adipurnomo, Dadang Christanto, 
Nyoman Erawan, Herí Dono, Arahmalani 
and Marinian Sirak, among others. This 
does not mean to say that other trends, 
more directly linked to abstraction, or 
artists who remained more "purely " 
associated with symbolic art, calligraphy 
or landscapes, did not exist, but merely 
that many of them already belonged to 
the art estabhshment. However, some of 
these creativa artists showed the 
contemporary spirit by contributing 
interesting views and messages that 
enriched the diverse art scene in the 
country. Here we could mention the work 
of A.D. Pirous, who cultivated an interest 
in calligraphy and Islamic motifs. 

With regard to the presence of 
tradition in contemporary artistic 
production in Indonesia, I would like to 
point out the criterion adopted by 
different critics to the effect that 
traditionalism must not be assumed to be 
the opposite of modemism. Furthermore, 
it must be borne in mind that many 
traditions form part of current social 
behaviour, or have undergone change 
with the passage of time and the adoption 
of médiums chosen to achieve progress 
[4], but have not been rejected or cast 
aside in art. Rather, they have been 
reinstated, given a fresh approach, but 
also renewed, to the same extent that 
they have been subject to questioning in 
an attempt to strip them of convention. 

In reality, the conflict with 
modemisation has been discussed in 
terms of mimesis. It has already been 
remarked that the modemisation 
phenomenon has brought problems to 
these Asian countries that interfere with 
the proper development of their economic 
and politico-social models. These 
deformities are those that have provoked 
- to my way of thinking - well-founded 
arguments and doubts in art as well. It is 
not a matter of accepting the imposition 

of culture complacently, ñor of 
consenting uncritically to assimilation, 
just as it is not reasonable to be 
contemptuous of the identity of current 
art in general, together with its 
contributions and its vocation for change. 

Thus, among the artists who 
successfuUy combine the contributions of 
international artistic forces, local and 
traditional motifs and subjects, and the 
materials in keeping with their contexts, 
are Nindityo Adipurnomo, Dadang 
Christanto, Heri Dono and Nyoman 
Erawan. Apart from the fact that these 
artists have different strategies, they are 
distinguished as a whole by their special 
view of the world of art, as well as of the 
world of reflection that surrounds them. 

The backgroimd to Nyoman 
Erawan's art is Hindú ritual, the ritual 
cycle of life, the "philosophy" of 
cremation, and those elements and 
expressions that form part of it - earth, 
fire, water, time. More than adopting the 
ritual itself, Erawan attempts to reflect 
about the changes in life's processes, 
natural conflicts and the conflicts created 
by men. In this context, there is an 
explanation for his interest in everything 
that occurs in connection with cremation 
ceremonies, which change continually. Of 
course, as the artist himself has 
remarked, although life and the 
traditional Bali cosmogeny exert the 
greatest influence in his conceptions and 
work, his aim is to incorpórate that 
traditional world into the contemporary 
forms and ways of viewing and 
understanding life. [5] The médium 
nearly always used by Erawan is an 
installation, into which he incorporales 
materials and elements that support his 
theory that "...installation is a way of 
returning to nature...", and, "...in an 
installation people are able to touch the 
work and be part of it...''[6]. 

Also linked to material elements 
and a recognisable symbolic universe is 
the work of Dadang Christanto. His 
installations, mostly made with terracotta 

(a material used bv the inhabitants of 
Bantul), and other "poor" elements, are 
almost always related to the surroundings 
of the population in rural áreas and to 
the traditional forms of life of large social 
groups that continué to live under the 
limits imposed by survival. 

Even when he incorporales his 
cultural heritage inlo contemporary forms 
and médiums, his vital concern is 
communication that transcends art 
circuits. Henee his interest in linking to 
his workshops and performances people 
who have little or nothing to do with the 
£irt world. His work - which is more 
radical in its conceptual approaches than 
that of Nyoman Erawan - alindes to the 
expoliation to which nature and men are 
subject, to violence, repression and fear. 
His characters - nearly always mutilated 
or deformed - show the deterioration of 
their circumstances as a result of control 
and the impossibility of attaining higher 
living standards. One of his paradigmatic 
works is Violence (1996). 

Dadang's discourse, like that of 
most young Indonesian artists, is 
eminently satirical; through it he appeals 
to the spectators' ability to think. His 
installations are generally conceived 
(especially on account of the material) to 
be placed in natural surroundings, with 
which a special communion is 
established. 

Similarly to Nindityo Adipurnomo 
and Heri Dono, Christanto created works 
inspired by wayang shadows. His figures, 
made out of plywood and cut in the 
traditional form of the "wayang", are a 
parody of the current socio-political 
scene, and the criticism is directed at all 
spheres of life. Thus, Bureaucracy, 1991, 
refers to the military bureaucracy and the 
hieratic nature of power. The heads cut 
in profile appear with caricaturised and 
deformed features, in units in which the 
same model is constantly repeated, as if 
to lend support to the central message. 
Likewise, he uses Javanese phrases and 
expressions, the meanings of which 
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1 Icri \)u\w. Si'UiiiKtlítii ¡xtid mil. 1*)*'."). liislallaliori 

rlarÜN ihc f̂ isl of liih \isiiai (liscoui'se. 

The resiilliiif; íiision alscí rcscals ihc 

slnMiijlli of liniiriiagc iii liuioiKísiati 

CMIIIM'C aixl ils cnVi-livciicss in directing 

(lialouiic aiid coriijiiuriii'anon. 

N¡ii(lil\(i A(l¡|iuiiioiii(i aiid I Icri 

Dono g(i llicir iiis|i¡i'al¡(in Iroiii 

('xpi'cssions (lí ,la\aiH's(' ciillur'c. wliosc 

siil)s(aiit¡al li¡sl()i-ic prcscnrc ¡ii liidiiiicsia 

lias clraiK inaiki'd dir work oí rnaii)-

(•|-('al¡\c ai'lisl.s. i3()di s(aili-d l)y iisinu 

wayaiig shadows - a li'adilioiial arl fonii 

diat coiiihiiips visual ar(s. riiiisic and 

lilciaüiíi-. Iii ihc case oT NiiidilVd. lie 

a\ails liiiiiscir (if liis cxpciiciicc in 

ciassical dance aii<l uses s\ inholic and 

i-|H)i'cogia|ilii<' figures. Iiidced. liis 

|)('i'sonal iiUeipiíialion and crilical \ iew 

liaxc enaliled liiin In do work willi a 

ri'iiewcd coneeiiliial (orinal, lie also 

repcaledU uses llie •Sanggiii and llie 

"Koiide' - a liair- do Ixpieal of (he 

wonieii olMaxa. (lie fornis of wliicli havc 

coinplex svinbolie inoaniíigs relaled lo 

scx, religión aiifl iheir slaliis in 

tradilional socielv. Plie konde is lakeii iip 

agairi bv Adipiirnoino as a sorl ol 

inelaplior in .lavaiiese socielv: (lie arlisi 

shows (liat whereas die outside is 

beauliful and harriionious. the iiiside 

liidcs (he laboos - and nol oiily the 

valúes and ciisloins. [7] 

It is inleresling to see hovv, by 

nianipiilating Üie meaiiiiigs and 

connolations of ihe objects ihal he (ak(ís 

as a pretexl, the artisl leads us to 

recognilion of scxcral concepliial levéis 

imniersed in or siiininarised liv a svnibol. 

In this seiise it is hke witnessing the 

effectiveness of interKíxtuality. For 

Adipiirnoino. llie final goal consisls of 

opening suilable gaps in and oii w halcver 

has beeii prc^senled in terins of hariiion\ 

or distiii(;tion. l l iereiore iiis 

deconslrui-lioii is also (he bearer of a 

coriscioiis devalualion ol wlial shoiild be 

iiilerpreted as im|)<'rfe(iililc (|iialilies -

nol oiilv wilh relereiice lo objecls in 

(lieinselves. bul also lo liow llie\ opérale 

hisloricalK and socialK belween llie 

liieralic and tlie aiiibiguous. 

I previously rnenlioned llie arlisi 

Fleri Dono wlio, hke Nindilvo, uses 

\va\ang shadows ( \ \ a \ang kiiiil) in bis 

painling, except ihal in liis case llie lone 

is even more satirieal and also more 

hiimoroiis. l i is characters, laken froin llie 

Iradilional universe of wavaiig, imdergo a 

caricaliirised and e\('ii groles(|iie 

iransformalion and reíale difh'renl 

slories. Il is curioiis lo discover llial ihe 

slories somelimes come from lales ol 

folklore of lili- Ralak people (Siuiiaira), 

and even llie wriliiig is in ibis langiiage 

and iiot in Javanese. [8] I leri Dono 

prtísents his poinls of vicw oii lile, 
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Dcdc l'.ri Siipria. '/'<ni-iisciif>c o/Jakaría. I*)íl4. 
Oil oii caiivíih. 

icNilioris lii'lwccn |i('()|>lc. and l)(i\\(>(-ii 

pcoplc and llic |)()\\ci' slr-nclnics. I le 

dcnnnncch xiiilcncc. cornrol and 

(•xpolialion. as wcll as rcpri'ssion and 

su|)ciiicial¡l\ in social l)i'lia\ Í(HÍ|-. 1 lis 

inlcicsls and w idc-ianjíini; |i()\\<-is ol 

i('ri(-c1i(in lia\<' pnablcd him to use other 

a|)|iic)aclies. 'Iluis he nio\cs hclwecn 

|H'rl'onnancc and inslallalion (ir rcsnrls lo 

inIci'-disciplinaiN cxpi'cssions. 

drrnoiislialinu a coinplcx disconr'sc 

iiUcrlaccd willi cdiical and polilical 

messafics. Pilles and srcnes sliare tlie 

liniclijílit; siinulalion and snliversion are 

clenicnls ol I Icri Dono s woik. wliirli has 

in lacl hcconie a couslanl challenge. 

hi i'ealilv his woi'k is a kiiid oí' 

social (>xploration dial (loes nol reuiain 

restraiiied wilhiii llie honiids ol' local 

afíairs; his concern reaches gloiml levéis 

llial iiiteresl jjeople irrespectivelv of their 

jilace of origin. Henee he ex|)ouiids orí the 

coiisíMiiiences ol niodernisalion or 

iiidiislrialisalion or llie excessivc 

iní'luence of ihe inedia: propaganda, the 

erealion of l'alse needs, as well as the 

iiii|iossil)ility for corninon people lo allaiii 

lieller inalerial liviiig condilions. and ihe 

lack of balance helwcen ihe iiew l'orins 

and iiianners of developiiient and the 

spiriliial valúes of the dil'l'erent so('ial 

groiips, wliich are suliordinaUíd to 

sonieiiines irralional projects. 

For 1 ieri Dono ail is like an 

alleriialive lo equilibriiiiii, ihrough which 

anolher analvsis can be ol'fered; lliat of 

focusing allenlion oii ihose inalters that 

riiii lile risk ol beiiig ililiited in niega-

speeches or, oii llie eontrary, are over-

sized and have been converted into 

unchanging ' 'monuments" . Henee his 

sliiilv of Iraditional expressions llial have 

beeonie vulnerable lo exlreUKí 

inanipiiialioii: ol)livioii as a result of 

lieiiig considered oíd and disusetl. or 

conversión iiilo slereoUpes deslined for 

consninplion and allegedK harinonions 

(•(Incalioii. I leiice also his observatiüiis on 

ihe exacerbaled \ \ a \ c of developnient 

that like an "isui " ruiis llie risk of leaving 

hehiiid lile iriie concepls of balanced 

progri~- lor llie liinnan speeies. 

Ihe \\(irk ol arlisi Arahinalani is 

preciselv abonl eonlrasls and inibalaiic.es. 

It is accoinpanied \)\ his owii inanifeslos 
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üv ••(Icclaralioiih orí irían s i-íiiilli(is: llrc 

^lal i ' o í ¡irrbalarrcí ' hc lwccir Icrriirrirrc arrd 

rnascril iric c i ic rü ics . Iiclwci'ii sp i í i l a iu l 

m a l l c r . i ia l i i rc a n d c i i l l i i ic . llri-

.sii|)('i|io.sil¡()ii (il |Hi\\( 'rs. llie 

n i a i i ip i i l a l idn oT i ' i ' i inoniic. po l i l i ca l a n d 

cn l l i i r a l s l i ' i ic t i i rcs . I le a s s c n s llial llic 

coii.s('(|iipnc,(' of all lilis ¡ inl)alaiic( ' is 

rd lcr l íMl ¡II lili' ciiníiisiiiii a n d d i s o r d e r of 

s p i r i l u a l lile. Icadii i i ; lo llic 

¡iii |ic)\( 'i¡sliiiiciil IJI crcal ix i l \ . lli<" liiss oí 

í r c c d o n i . s u l l r i i i m . llii- lack of s o l i d a i i u . 

vu: [O] 

1 lis hacki i ro i i i i i l a n d l i a i n i í i g wil l i in 

(lie i-oii lc\l o í I s lam c n a h l c d liini lo 

invos l i í í a lc llic p r o h l c i n s lluil he 

f l i scovercd iii il. l i e l l icn a d d r e s s c d d ic 

siibji 'cl ol re l ig ión a i id iir ¡I 

d i scr i r i i ina l io i i a u a i n s l wi in icn . a s wcll a s 

llie d e c l a r c d o l i s c i n i u rc<;ardiiiíí s exua l 

ina t tc i ' s . ( á i l i c a n d c n i a l o r A p i ñ a n 

P o s l i v n a n d a h a s rd i i i in i ' i i l cd on lilis. 

' • . . .Ara l i ina la in iisiialK n i i i a \ c l s llic 

p o w c r o í la imiia i íc a n d siai is llial ( d i i n o l c 

i-i'prcssioii a n d dd j í ina l i s in . . . [ 1 0 ] . l i e 

<ío('s on lo s a \ llial iii liis w o i k s lie 

c o n i h i n r s llic s a c r c d a n d llii' p r o l a n c : 

B n d d l i a a n d llii' i ' ondon i . llic 

¡ i ix lapos i l ion ol I s l amic sNinliols: 

(•(ipnlalion a n d s v i n h o l s o í wliicli lie 

considi ' i ' s in iper ia l i s l s l ra leg 'v iii r e l a l i on 

lo i ' i i iliirc a p a n . l l ier 'cal leí ' rcl lccli ir! ; 

l ipón lili- s i ipi ' r r i i ioi is aiiil inar í i ' i i ia l isal ion 

- e spec ia lK llie exc lu s ión o í wdi i ien in a 

p a l r i a r c l i a l soc ie lv . 

In liis p c r r o r n i a n c c s he iiisisis on 

expoinidi i i f : on lile i iegali \-e conseíii ieiH-es 

(if w c s l r r n i s a l i o n in i i i i i n l i i e s siicli as 

I n d o n e s i a . \\liei-e c h a i i g c s lirirra will i 

l l ieiii (he e x p o l i a l i o n o í i i i a iu \ a l i i e s . a n d 

ci-acks in llie p r o e e s s e s l l i e i n scKes . In liis 

p c i í o i i n a n c e lA' Sdcrcrl Ciike-CoxiiKiIng^v 

of Miilildlinn ( l ' ) ' ) ( ) ) . pul on d in i í i i ; llie 

sixlli l l a x a n a B ienna l c . A r a l i i n a l a n i 

s n n i i n a i i s e d n ia i i \ o í d iese l l iouul i l s llial 

a l isor l i lile co i i ip lex essei iees ol iiieii s 

ac l io i i s . po l i l i cs . ideoloíiv. a n d cn l l i i r e . 

( io iu l i in in t ; eorpoi ' a l express io i i . sNiiiholie 

ol i jeels — siicli as a c o c a - e o l a h o d l e 

ei 'owrred will i a e o n d o i n . llie l i a d i l i o n a l 

d r e s s ( a l l e r e d li\ llie • i i i ipos inou o í 

e l e n i e n l s of lce l i i io log\ a i id aeee s so r i e s 

t yp i ea l o í s i i pe i í l uo i i s ( •o i i snnip l ion) . llie 

use o í h k e w i s e I r a d i l i o n a l luiisic in 

eoiili-asl willi tlie so i i nds p r o d i i e e d li\ 

• i i i rrocenl l o \ so ld ie r s wl io íire a n d 

n iove aho i i l a r o n n d liiiii. he r e p r o d u c e s 

ihe c h a o s of whic l i ¡íiohal soc ie lv in t l iese 

l i m e s s i i p p o s e d K cons i s l s . «I i ie l í he 

r e p r e s e u l s wiili llie m c a l e s l s o l c m n i u 

d ia l goes l)e\ i) i id llic c a r i c a l i n i s e d seiise 

ol a d e m e m i a l seeiie a n d l i a n s c e n d s ihe 

Araliitiaiaili. Sacrcd ( Okc-i Osinaloí^y o¡ Miili-
IIIIÍDII. I'l 't.i. lii-.lallal¡(iii-piTr(jniiaiicc. DcUiil. 

\ ( ' r \ l i inils of i i ( i i i \ . P e i h a p s llie iiiosl 

i n l e r e s i i n g p a r í of liis w d i k a n d a r l i s l i c 

d i s p l a y s is (he \ c r s a l i l i l \ a n d exp lo s ión of 

m u l l i p l e ( | nes l ious i h a l . l ike ph i loso | ) l iy . 

d o iiol a l l c m p l lo p r o \ ide fiíiile o r 

a l i s o l n l e a n s w c r s . Iiiii l a l l i e r e m p h a s i s e . 

sel l i o m i d s lo. I r a n s g r e s s a n d s i i l ) \c r l 

w hal is h a i i d e d o x c r a l r ea iK d igcs i ed . so 

iha l il n iay i i n a i i a l i K he a c c e p l e d . 

l"or lii.- p a n . a i l i s l D e d e l a i Supi-ia. 

i i i sp i red by p h o l o g r a p l i i c r e a l i sm . 

r e i r e a l e s cily lile, h m iu (erii is d i a l a r e 

a l so c r i l i ca l . i n s o l a r l l ial he e x a l l s llie 

m a r g i i i a l i s a t i o n of p e o | i l c wl io • • | i \ c ' . in 

co i i i ras i lo lile a l l e r e d iiew \ ie\\ of 

n iode ru i lx in llie c i l \ . I lis a r c h i l c c l i n a l 

s l n i c l n r e s d e s c r i b e i n i p l a n s i b l e I lopia i i 

s p a c e s . a n d iiilo l l iein he i n se r í s liis 

c h a r a c l e i s w h o w e a r I r a d i l i o n a l e l o lhe s 

a n d w lióse Faces refleci i i i i c ena i i i l \ a n d 

w a i l i n g - all ol w liicli comprise .^ a 

c o n t r a s ! t i íat is s e e n i i n g i \ i r r e c o n c i l a b l e . 

r i i e j i i x i apos i t i on of i h e p l a n e s s h o w s i h e 

d i>par i l i e s in a socielx llial is g r o w i n g 

d i s p r o p o r t i o n a l e h . P e i h a p s liis w d i k s a r e 

l o d a \ . m o r e lliaii be fore . a d o c i i m e n l a r x 

of lile iiiosl rcceiil exci i ls l ak i i ig p l a c e iu 

I n d o n e s i a , c h a r a c l e r i s e d b \ p o p u l a r 

p ro le s i a s a r e a c l i o n lo llic e c o n o m i c 

cr is is llial is w i i l e u i n g llie dií i lai ice 

b e l w e e n lile m a j o r i u d e s l i n e d lo l ia re 

s i i r \ i \ a l a n d llic w c a l l l u mi i io r i l i e s . 

f r o i n a lo i rua l s l an i lpo i i i l . Dede f,ri 

S i ip r ia is d i s l i n g u i s h e d b \ lii.s p c n c h a i i l 

for p l io lo rea l i s i i i . in w liicli air a p p a r c r r l 

r 'cmolei iess is s i igges led b \ rrreaus of liih 

s e e n o g r a p h i c deco r . I l o \ \ i ' \ c r . liis w d i k 

d e \ i - l o p s in lo a lar i i i aboi i l aii i m c i ' i l a i n 

fnl i i re d i a l w ill e m e r g e Iroiii ilie 

i u ip re s s ixc l e e lmo log i ca l p r o g r e s s a n d llie 

l e c lmo log i ca l " l e a p l o r w a r d . a l lho i ig l i 

lile false o r o m i l l c d "sli-ph in ihe l a l l e r 

l i a \ i ' in lacl a h ' e a d \ beeii r exca l ed . a s 

wcll as lile a i i ib ig i i i l \ resi i l l i i ig Iroiii 

lo re iun i n a k e s h i í l i c m e d i c s . 

D e d e l'jri S i ip r i a c i i l e r s llie l'ra\ 

belwi ' i ' i i I r a d i l i o n a l a n d l u o d e n i inaii iK 

in c o n c e p l n a l ler i i is : he uses ¡n aii 

unub l ia l \ \ a \ llie s a m e s \ i i ibol> of r h e l o r i c 

c r e a l e d \ isi ially. a \ a i l i i i g l i im^elf of llii' 

e l l e c i s ol llie w i d c p r o p a g a n d a screei i of 

d i e se l i m e s a i i id lile i inpac l of a b r i l l i an l 

aiiil a g g r e s s i \ c p a l e l l e . in recognilLon of 

lile c\ i'iils d ia l a r e moi i l i l ing 

c o n l e i n p o r a i A s o c i e U . f . x a m p k ' s iif lilis 

a r e liis w o i k s /// llic ('iiiinvlv .IUIIÍÍIC a n d 

'/'lie l/ü/:sciii(iii (1<)<)2). 

Also l i i iked lo s n b j e c l s ol llie 

e i n i r o n m e n l a n d i i rbai i i-onli 'xls is ilie 

wdi'k of l ' . . \ . I l a r s o n o - p e i i i a p s llie a r l i s i 

will i lile iiiosl ¡nc i s i \ i ' powc-r ol 

r e a s o n i í i g . whicl i lie c o m b i n e s \ \ i l l i liis 

w d i k as aii a c l i \ isl in o r g a n i s i n g d e b a l e s , 

d r a l l i n g d o c i i m e n l s . e le . in p r o l e s i 

a g a i u s l b i i r i ' a i i c i a l i c a l l i l i i d e s . 
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Harsona criticiscs ihe nature of 
industrial development in Indonesia, that 
lias led to the destniction of rural áreas 
and social impoverishment. He denounces 
censorship and the restriction of 
expression. allegedly ineant to safeguard 
security and social hamiony. Like 
Nindityo Adipurnonio, he reflects on the 
power of language in hidonesia and its 
effective iiifluence at a social level. Thus 
he exploits the possibility provided by the 
use of easily recognisable syinbols or a 
dear transgression of thein, aci'ording to 
specific speeí'hes. Henee the literal nature 
of niost of his works. 

His questions also touch on the área 
of art and its institiitions, especiallv 
related to scheines in curatorial and 
proniotional spheres, as well as the 
organisation of events that atternpt to 
show idvUic scenes devoid of problems. 
Harsono does iiot seem too concerned 
about adopting a specific language or 
médiums. Thus he uses photography, 
makes installations and puts on 
performances. The most im[)ortant thing 
is the content of his aesthetic proposals, 
although that does not prevent his works 
from enjoying a good reputation. 
According to critic Apiñan Poshyananda, 
Harsono has likewise taken as a reference 
the fornis of the wooden masks used in 
the wayang topeng, reinterpreting the 
rituals of traditional theatre, but also 
reflecting on their exploitation for the 
purpose of tourism. [11] In every case he 
analvses the socio-political situation and 
the strings that are pulled in power 
cirdes. 

ll is obvious that the end of the 
inillennium has been diagnosed in terms 
of illnesses that are almost endemic to 
mankind, such as intolerance, 
depredation and moral turpitude, as a 
result of depression and the imbalance in 
socio-econoniic structures oí most 
(•oimtries. as well as the challenge and 
excessive alteration in the essential 
principies aimed at preserving the human 
spetíies. Such is the uncerlainty 

surrounding tensions caused by the 
complex situation now prevailing in the 
world, that it is no longer hazardous to 
question these macro-problems within 
art. However, there are also many artists 
who concéntrate their powers of 
reasoning on what an apocalypse of the 
spirit can mean. Among those creative 
artists who describe existential conflicts, 
matters belonging to the prívate domain. 
or define with great clarity the spiritual 
confusión originafed bv the different 
institutions responsible for "order" are, in 
my opinión, Andar Manik, Marintan 
Sirait and Agus Suwage. 

Andar Manik is concerned with 
matters related to time, the past, the 
present, life and destruction - all seeu in 
a cvcle. He likes to build his thoughts 
around ethical principies, to stimulate 
feelings of respect, faith, communion or 
conciliation among men; he considers 
that art, and in art all those elements that 
form part of life, constitute a possible 
way to do this. So he states that art is 
able to break down the barriers between 
people and countries, as long as ..." the 
language of art has been used to 
penétrate the frontiers of politics and 
diplomacy or of official relations between 
nations." [12]. 

The basic material that he uses is 
clay, the docile properties of which 
enable him to use a process that 
transcends formal interests. Generally his 
art is oriented through installation and 
performance. The latter affords him the 
opportunity to materialise his intention of 
esfablishing a dialogue among the public, 
and getling them to participate. 

Andar Maniks work is full of 
symbols that he re-creates or subverts, 
but thev always come from the life of 
some individual and, strangely, as well, 
they are associated with the natural 
elements of pottery. But beyond the 
sytnbology of the macro-cosmos, he 
comes to individual and family 
experiences, to feelings, to the circuit of 
the individual "I"', through which the 

universe of the collective "I can be built. 
Andar Manik introduces dance and 

corporal expression into manv of his 
performances and installations. such as in 
the work exhihited at the 9th Biennial in 
Jakarta in 1993. in which artists such as 
Marintan Sirait had a [)art. She belongs to 
the theatre and dance group and usuallv 
participates in projects of collaboration of 
a multidisciplinarv nature. 

Sirait is another of the artists 
basically interested in performance. This 
enables her to establish an interesting 
relationship with a helerogeneous public. 
to which she directs her reíleclions on 
man s existential conflicts: alienation. 
loneliness. an unbalanced relationship 
with the environmenl, contradictions in 
social comnnmicalion and. in this 
context. matters linked to women's lives. 
including their aspirations and 
frustrations. But above all. she avails 
herself of certain modes of expression to 
formúlate a complex svstem of ideas 
about feminine identity within a 
patriarchal society and within the 
Indonesian contemporarv art scene. 

She touches on the spiritual crisis of 
individuáis, based on analvsis of the 
banal content of the media and the false 
expectations they arouse in people. as 
well as the distortion of events that affect 
people s integrity. In her work, her 
writing and corporal expression opérate 
as effective meaiis to achieve a more 
intímate dialogue with the observer. 

Agus Suwage also talks about 
human existence. His work is a kind of 
reminder of the ethical principies that 
were tiegraded as a result of their 
manipulation by man himself: 
manipulation of religión and knowledge, 
the bewildering application of technologv. 
and the repression of human rights and 
securitv. 

In his drawings he refers to works 
on the historv of universal art and 
incorporates images of paradigmatic 
artists who interact with characters of his 
scenes in order to relate human tragedles 



about what is supposedly unalterable. 

Using intertextuality, already so common 

in the most recent poetics, this artist 

juggles skilfully with apparently distant 

references and the restrained ambiguity 

obtained from the mixing of symbols. So 

it is not surprising to find scenes of 

paintings by Van Gogh or Fr ida Kahio or 

their self-portraits, parodying situations 

that could appear exteinporary, or 

reinterpreting passages from universal 

literatura or the Bible, etc. These 

recontextualisations are accompanied by 

visual or textual references that - placed 

precisely and contrasting with each other 

or in dialogue - suggest the essential 

message that he wishes to convey, 

notwithstanding recognition of excessive 

subjectivity and recurrent use of a 

complex code of symbols. Throughout his 

work, writing plays an i inportant role, 

and through it he juxtaposes or relates 

the significant facts. In reality Suwage 

avails himself, free of prejudice, of the 

icons and symbols of universal culture, 

which like a vast platform surrounds the 

contemporary artist. 

For him, artistic creation can be an 

alternative to " c u r e ' ; tha t is why he says 

that , "... creating a work of art is like 

medicine for the diseased soul... and ... it 

would be better, and better still, if these 

works of art had an opportunity to 

provide inspiration to the whole of 

h u m a n existence" [13] . In this sense, art 

for Suwage seems to be understood as a 

Utopia and a médium, through which can 

be expressed what at other levéis of 

h u m a n activity is liable to be restrained 

or even omitted. 

In at tempting to summarise some of 

the basic features of the art produced in 

Indonesia, it is by no means idle to 

consider again the view that the hybrid 

natura - speaking culturally - of the 

conditions "imposed" by insularity, and 

even the need and the will to open up to 

interaction, have encouraged the 

profusión of diverse exprassions and 

promoted exchanges that have given so 

niuch substance to the discussions and 

soul-searching as to whethar the ways are 

valid and the directions genuine or 

imposed. But also, and precisely because 

of the complexity of a situation exposed 

to so many convulsions in the course of 

its history, it is possible to find artistic 

forces in which we discover the interstices 

and tensions that underlie the established 

assumptions within the represantational, 

as well as conceptual and linguistic 

frameworks. 

Beyond the idealism and imported 

prescriptions, many creative artists 

a t tempt to introduce (and not a few 

succeed in doing so) imaginary elements 

that become valid sourcas for thought 

and enjoyment. A subject for meaty 

disquisitions has been the difficult 

ralationship between tradition and 

modemity , with their respective doses of 

romanticism in the search for answers, 

Solutions and formulas. However, as a 

result of development not devoid of 

controversy and mistakes, a larga par t of 

contemporary art, and specifically that of 

recent times (the eightias and nineties), 

has been able to circumvent the 

classifications invented by thaory and 

criticism. Not without reason, the artists 

mentioned in this paper have a t tempted 

to draw sustenance from what is known, 

but above all what from what in the final 

analysis serves the purposes of a dynamic 

biographical sketch for art , whose 

contributions are valid for the t ime and 

tha contexts in which it was their lot to 

play their part . 
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