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Aesthetics of Silence-

Exploring Trauma and
Indonesian Paintings After 1965

ilan Dirgantoro

Istory from the perspective of those who
ced reading of Indonesian art history
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between 1970 and 1990, not only as an era of increased artistic freedom, but also as ong was not only limi
. ; ’ - - im :
in which artists were profoundly affected by these traumatic circumstances. Despite of art. This i’n ited to subject matter, b
. ; - ? ea i
donesian art following the 1965-66 anti-communist part of artists anr: :hhlgh degree of self-
e art establishmen

e

a general depoliticisation of In
killings, certain pieces by artists such as Srihadi Sudarsono (b. 1931) and A D Pirous by personal fear, avoid t. Voluntary mutism was
(b. 1932) appear to engage with and represent historical trauma. . defence mechan’ism i a(lince and possibly trauma, but soon it beclnltlally generated
and extended to the sj . ame a wides
silencing of others. e
I's.

Before examining the impact of the mass killings and the challenges in Despitetn
as @ P . “ . . (S (S Self—cenSOr .

it is necessary to position tt?xs d.ISCUS81 unwritten, this essay posits th ship that appears to have left

f 1965-66. Numerous publications by making still reflected 5 that most Indonesian artists’ narr

flmmakers and scholars on the subj The shock edthes

]

4 Nonetheless, sociologist Arie :
ri news of . y Indones ) :
the mass killings certainly affected artists 13;18 ;Xpemenced just after the
—of the five Bandun ;
g artists

most were unable t
0 remember much
of the first five
years

much of this history

reading artworks in the context of trauma,
atives and image-

in the current debate regarding the events 0
foreign and more recently Indonesian writers,

have centred on testimonies of victims and survivors.
Heryanto argues that the representation of the subject, particularly on screen, is s interviewed for thj
r this study,

fraught with ethical and moral imperatives.® He observes that the massive scale of after 1965. The curi
violence and a continuing state terror campaign against the return of communiss Gl Jaben bt zus t‘Jla :
may disclose deep-rooted fears and raw wounds in the collective social memory, can be seen as a formar;wt

making it impossible and even undesirable to discuss the event, even through thi sififers Sihadi suda:; OC

language of ‘logic and evidence’®
Visual arts have long been acknowledged as a reflection and document L persecuti .
utions during the anti-communis

yet surprisingly there is a distinct lack of
he subject, most notably the pel ’
ject, y the p non-representational art

research in Indonesian modern art historyont
right after the events of 1965-66. Some publications, issued in the mid-2000s, dominant genre and was seen : om 4

as representative of 4 erged as the
er’s ideology bec
ause

the time before the mass killings; they are generally written from the perspect i ° perccived distance:fr
m socio-political them, i
es. This stark]
y contrasted with

of the Left and demonstrate the gradual push to bring the 1965-66 events tol the period from 1962 t
Yet very few have discussed the aftermath of the mass purge with regard to tre capitalist ideolog do 1965, when abstraction was seen as I
y and not alj complicit with Western

and image-making. i IR v 1
The decade immediately after the 1965-66 events has been labelled Paintings of a style th rous a
leading Indonesian art critic and artist Jim Supangkat as one of ‘depoliticl_, their works at this t; atreac
emphasising the fact that artists avoided an involvement with socio-poli historians as erifsd njle were,
While Indonesian artists have consistently engaged with socio-political oS the testimonies of thymg ﬂ'fl
the inception of modern art there in the 1940s, it was in the years leading £ 0 establish the truthe o
communist killings of 1965-66 that they became more deeply immerse bugh this period alland s
There was considerable pressure by the New Order regime atte Bidarsono ang -~ $o shared trauma. The re
censor and control cultural production in order to silence its critics.” Atk directly— o ¢y us sug
John Clark has observed that most texts tend to focus on the radical G auma through the visual arts.
that emerged in the mid-1970s as a challenge to this period of conservatl
Furthermore, many of the Bandung-based artists discussed in this x ns Tr auma?
the New Order regime, participating in various public art projects. The .
progressed—arguably because their art suited the regime’s need foratt ti gabout traumg 5 .
! nd the crisis of

of cultural capital—such that they would themselves become part 7...’
dance of socio-political

mory are temporarily destroyed.™ In her ‘
' |

of their respective eras of production,

establishment. Supangkat noted that the avoi
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research on the Holocaust, literary critic Shoshana Felman further points out that |

Bracha Ettj 2
i i speakable, it radically ex inger.* Ettin
D o s iy s o that esthetc praceices haye e cepy 07 SIS and Polog
'P ty : g p . : y Al ?nate traumatic weigh ve the Capability of resolving tr o deas, argues
with the widely shared assumption about the failure of linguistic representation in ———— dgl t that haunts oyr culture. The framew. kalilma, by acknowledging th
_ ~Hi i -Vi odel, which a] : orx that Ettj €
post-Holocaust, as well as post-Hiroshima and post-Vietnam, eras. allows an i . inger :

202 One of Caruth’s key findings is that in order to understand the potential pre-created message, but as a screzj ::)Crzon Pl artwork not azr: I:f:Ses -
; ; , . - . are unc i erspace 1te fo
contagion of trauma’—that is, the traumatisation of those who listen—one should - Otnsmously shaped and p rojected.2 Thss upon which past ang Present ra

; . o : ' is ee ev
consider the possibility of the transmission of trauma through the act of listening Zown berspective, as well a5 historica] VEHISGan be bersonal, dray, f "
udarsono’s and p Or external rom

and hearing the testimony of survivors.'* Most importantly, this transmission of
the unrepresentable then implicates those who were not there as participants and
co-owners of the traumatic event. .
It is only in the past decade that more Indonesians have slowly begun to

question the New Order’s narrative of the 1965-66 mass killings. The year 2015 was
marked by its fiftieth-year commemoration and a number of exhibitions by Indon
visual artists, both in Indonesia and overseas, addressed this difficult theme.” Thes
exhibitions constituted important steps in exposing the truth about this dark
possibly paving the way for national healing. Nonetheless, many of the artists in
these exhibitions chose to depict graphic scenes of violence and torture as a forf
visual testimony from the standpoint of victims and survivors. These works a
perpetuate trauma, since they are unable to go beyond the contagion of traumaé
turn lead to the traumatisation of those who listen and see.
Other scholars, including Jacques Ranciére and Griselda Pollock, ha
suggested several ways to navigate the problem surrounding the unrepresent
trauma as posited by Caruth. Ranciére proposes to investigate this unreprese
through reading mimesis as a relationship between poiesis and aesthesis
words, a way of creating an economy of affect.”® He argues that ‘sublime arts
capacity to document the trace of the unthinkable.”” Here the discrepanc -“r
a traumatic event and what one’s mind can comprehend of that event, eithe
retrospect or retelling, can be bridged by a type of sublime art that transcel
representation. Pollock makes a distinction between structural and histo
by establishing the ethical possibility of aesthetics to understand traun a4
Pollock, historical trauma, which can overwhelm our capacity for underst
be traced back to extant structural trauma that is sealed within primal reg
I would put forward, therefore, that the abstract and non-figuré

produced during and in the aftermath of the mass killings may have thec
to engage with Indonesia’s historical trauma. Because of the challengé l:“?
discussing the 1965-66 mass killings—both on representational and pol
it might be more instructive to read historical trauma in Indonesian rf
a ‘matrixial borderspace’, a notion proposed by the artist, philosopherd

— ng to mas .
mmunication.? What iso ter the experience

ften for ;
. t, while each sj . gotten in the deba
fact victims of the extre . ch side claims to ‘owp trauma, they are -

the ongoing state terror campaign
t . . '
Icipate in or directly witnegs the anti-
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The Bandung Art School and
the Left-Right Cultural Debate
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ltv of Fine Arts and Design (Fakultas Seni Rupa dan Desain) talt tjhe Bt;ndun&
rfriiiis: c;ctzl 'Ic‘)echnology (Institut Teknologi Bandung, IT-B’-E:Ea:t:: tc::niisg SC; y
i 1947, N1
e Ar't - wﬁ:;s;agti:; i(t);1 f:frzirizi ;::rs from 1948 to 1958 the? SCI‘-lod
- I?d;nleysz:f?;;f; ‘I:)utclgx teachers; one name that stands out from this period is
was large
Res et (1909_19732 'ﬁne arts at the school from 1948 to 1958, and during his :
Mul?"z::lauiiﬂuenced the institution’s curriculu.rn and shaped th;lsclt)lf)ol
it t'here'g k}: In his own art practice Mulder was influenced by Pablo Pi
s phﬂocsloGp oyr es Braque (1882-1963) before he eventually developed;.i |
(1881-1973) and Ge rietric cubism characterised by a subtle use of colo'ur‘ It'ls ,
persof"f‘l O ?eo that the direction of the art school and its aesthet.lc phllos
Surp'n?l'ng’ - 1?122 by Mulder’s own background.? This included an mterest. | n.
was(;z:izltl};?r(:czples vjith formal elements such as form, shape and colour taking
mo )
precedencliol;::,ct(l)lrelt::cti‘st Trisno Sumardjo (1916-1969) sharfpgf (‘:ri];icli;;dtt;::t
s weak copies of their Du he
pain-t A OIiBa:induer;igaﬁ-r;eS;:’l i:;i?;zlreb;ttshae young republic. He further.sliat
o e as simply a laboratory of the West.? Although Sumardjo’s
the': o a’Cader;y : bate on the cultural identity of post-independence Indone |
chimed into the ifl constructing the identity of the art school as pro—Wf:;'ter ‘;, |
i S.et tk.le. toneh larger cultural and political debate in the early to mi —1. “
e 1;2:giieeMulder’s influence, the local context of modc;rn Indrcr)lrelezl
i i 2 le, narration, and to sO ‘.
deﬁnec.i produCti;):t:'Zizirt:tlirlllYr?ai:st‘ei:ie;i)rsfSudarsono and‘ Pirous s(;:at: H
e et on ticularlgf driven to create highly formalist pieces, anld[:1ls .
ot plleir ot only communicate with their audience but wou. ;
tk'lose o ri with their inner selves through an engager‘nent w: i
i Cor;n(:icarsono stated that painting exists to tell stories to the i
iiosoixsazfiiaiied that abstraction is a conversatioril th;lt C'i:rtlgl:: " |
ments by the two artists can be seen tf) aﬁirm‘F e desi
:Za;ihieve aff};ct in paintings through a 1yr1'cz’11 qual.lty. - increasm
Between 1962 and 1965, Indonesias foreign p (1901—1970‘:.
toward the Left under Indonesia’s first president, S.ukarlr.lsot 297 T
openly encouraged the PKL The change from a nationall

——
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rhetoric was supported by the growing Cold War climate in the region. At the same
time, Indonesia’s political and economic conditions were volatile, with inflation
running at 600 per cent and living conditions worsening.* As the largest non-
ruling communist party in the world before 1965, the PKI had affiliations with many
other organisations in Indonesia. For example, th

e People’s Culture Organisation
(Lembaga Kebudayaan Rakyat, hereafter cited as LEKRA), the Indonesian Women’s
Movement (Gerakan Wanita Indonesia, or Gerwani) and The People’s Youth

(Pemuda Rakyat) were some of the groups that shared aspects of the PKI’s ideology,
even though not all their members belonged to the PKI.3
The arts during this period were also sharply divided by the Left versus
Right debate. Artists, writers and other intellectuals engaged in heated discussions
on the role of the arts in Indonesian society. Those who argued for the alliance of art
and politics were often members of LEKRA, who in turn strongly criticised others
who did not participate in their ideology. Other more liberal humanist intellectuals
adopted the stance that the arts should be separate from politics. Some of the more
prominent artists who espoused this view were associated with the Bandung Art
School.* The debate reached a climax on 17 August 1963 when a group of artists,
writers and intellectuals published the Cultural Manifesto (Manifes Kebudayaan,
abbreviated as Manikebu). The signatories of the manifesto believed that as
individuals they should retain their freedom of expression, which would allow them
to contribute more meaningfully to the nation, as well as permit them to contribute
to universal liberal values.* (See also the essay by Brigitta Isabella in this volume.)
Pirous, at the time a junior staff member at the Bandung Art School, stated
at most artists and staff members of the school supported the manifesto, be it
overtly or in secret. For those artists affiliated with the school, the manifesto was a
public statement of their (a)political views. Sudarsono did not sign the manifesto
because he felt that politics could be divisive, while both Pirous and the painter Erna
Garnasih (later his wife, Erna Garnasih Pirous, b. 1941) signed the manifesto because
they held that art should not be aligned with any particular political party.36

Interviews conducted for this study with Bandung-based artists,
the Pirouses, Sunaryo (b. 1943),

between 1962 and 1963 are reme

Cultural discourse not only thre
on art-

their
that

th

including
and particularly Sudarsono, suggest that the years
mbered as ‘an extremely tense period’.*” The heated
atened the survival of the school but also impacted
making. Artists who chose not to pursue leftist politics were afraid to exhibit
works in public, and the art school was similarly hesitant to show pieces
Were not in line with public sentiment.

Curriculum, with students now receiving instruction in painting in a social realist

‘tyle; éven the library acquisition policy changed to include more materials on
BOViet aesthetjcg 38

This pressure led to a change in the
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Sudarsono explained that he had been shocked to hear the rumour ha

leftists seized power he would be targeted for assassination because of his US ed
He also recalled that he had heard that bodies would be dumped inside pre-dug
pits (‘holes’, lubang-lubang) around his neighbourhood.* Similarly, Erna Garnas
Pirous, at that time still a student at the Bandung Art School, recollected accout
lubang-lubang around her neighbourhood that reportedly were used by the co
party to bury political opponents.* Sudjoko (1928-2006), art critic and lec
at the Bandung Art School, remarked that these rumours of killings wered
circulating in 1964 at the height of the political rhetoric. He stated that the rd
were confirmed when the Indonesian military raided Cisitu, neighbourhot
many ITB academics lived, after the assassinations of the generals on 30 SEP!
In one of the raids, they allegedly discovered some documents stating that®
were planning to kill the so-called capitalist lecturers on 18-25 Novembe: :
the Bandung Art School.* Uncertainty on all sides around the potential foF
increased when many students and lecturers began to disappear. Sunaryo.
student at the Bandung Art School, remembers these and recalled thataf
who studied in the same studio did not return to school after the 30 Septe
possibly because she was a member of LEKRA.*

A D Pirous, Dua Bersaudara (Two brothers), 1966.

Oil on canvas, 95 x 124 cm.

Collection of Singapore Art Museum. Image courtesy of National Heritage Board Singapore.
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more abstract and non-figurative.* But a close examination of Pirous’s art reveals
elements of repression that are an indirect consequence of the collective trauma
of the 1965-66 events.

Despite its visual richness and seemingly apolitical subject matter, one
painting by Pirous—The Sun after September 1965 (Mentari Setelah September 1965),

1968, fig. 2)—specifically mentions the 1965-66 events. The art historian Astri Wright
and anthropologist Kenneth M George cite this as one of the first works made during

the New Order regime that referred to the 30 September 1965 events.*® Wright
interprets the hunched, abstracted figures in the painting, who seem to turn away
from the large looming disc above them, as the artist’s critique of the New Order
regime, with the sun symbolising the regime’s destructive force. By contrast, George
sees the painting as an expression of the artist’s joy and optimism in the early years
of New Order.” He further argues that no sense of a haunting by the dead appears in
the work, only a sense of relief and ‘deliverance’ for the artist and many of his peers
pressured by the political situation before the 1965-66 events.*®
I would agree with George that while this sense of haunting may not surfa
in Pirous’s paintings between 1965 and 1970, it can be read in a few of the artist’s late
works—namely, pieces from the early 1970s. Both Yuliman and George note thatis
these examples the artist returned to the past, reflecting on the concept of antiqui
Moreover, Yuliman believes that Pirous referenced his Acehnese roots through th
incorporation of Arabic-looking scripts in his 1970-85 pieces (the artist would hai
been exposed to Arabic throughout his childhood in the predominantly Muslim:
region of Aceh).” Pirous himself singles out two paintings, Epitaph II (1972) an i
wall (Dinding Kelabu, 1975) as two early paintings that combined the forms, spirit
expression and memory from his early life.”*

Epitaph IV (1972, fig. 3), in particular, offers a reading of haunting. In¥
tombstone-shaped object is set against a dark-blue background; the central par
three rows that are inscribed with what appears to be Arabic script. This scrip!
of the artist’s reimagining of the objects of his past, and therefore not actually#

The flatness of the deep-blue background contrasts sharply with the nervouse€

of the grey-yellow tombstone-like form. The artist has ‘scratched’ the bottont

this recalls his earlier interest in the technique of etching and further adds to
work’s restless energy. The artist has also included a bright-red horizontal lin€

the top that draws the eyes and is reminiscent of an open wound—a2 visceral$

of trauma. Another piece, White writing (Tulisan Putih, 1972, collection of M

of Fine Arts and Ceramics, Jakarta), also utilises traces of writing. The W
again pseudo-Arabic script, are arranged in a similar manner to Epitaph
too Pirous has ‘etched’ the surface. The rough grey surface overlays a red
background, resembling ancient paper placed on parched earth. Thej

)

Const'ruct an Indonesian identi
f}llost Intensely disturbing events i
voitl :tea produc.ed immediately aft

Iy mutism in their avoida

the i
. 1970s included a series that d
more distant past.

D Piroyg, Mentari
U

Silon canyag, 135 «
Lo H

Sollectiop, of Seram
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the images of 2 tombstone and the

:ntmgs as representations of, or
: — 0ss.
While most critics single out Pirous’s

, paintings
s Acehnese and Muslim roots, I woul e a—

d like to offer a di g

£ .
Y, yet he experienced and witnessed one of the

nl ia’s hi
ndonesia’s history. In contrast to the pieces

er the 1965-66 events, which hint at a process of

idn
ot remark on recent events, but rather those of

Setelah Seplembe/ 19 &
65 (The Sun after SEPtel”bEI 1965), 1968

bi Pirou
s. Image courtesy of National Gallery Singapore
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also be seen as 3 conduit of negative affect at a time when all forms of division were
labelled as damaging to the State’s ideology of socia] harmony and the organic unity
between state and Society,

adi Sudarsono and the Aesthetics of Silence

The affectiyve network exploring loss and absence during this period is more redolent
W the art of Srihadj Sudarsono than in that of Pirous. In an artistic career Spanning
ifferent €pochs of Indonesian history, from the revolutionary years (1946-48), to the

Pirous, Epitaph IV, 1972.

on canvas, 165 x 155 cm
(e] vas,
Collection of Serambi Pirous. I age courtesy of National Her tage Board.
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New Order (1967-88) and the Reform (Reformasi) era of 1998 onwards, Sudarsono hag '
become a respected figure in Indonesian modern art.

Born in 1931 in Surakarta, Central Java, Sudarsono trained as an artist undep

Sindudharsono Sudjojono (1913-1986), one of the founding fathers of Indonesian :
modern art. He joined the Bandung Art School in 1952 and also credits his teacher

212 there, Ries Mulder, as having influenced his art. In 1960 Sudarsono received a two-
year scholarship to study for a Master’s degree at Ohio State University. He described
his time in the United States as one full of explorations: he was introduced to various
American artists such as Roy Lichtenstein (1923-1997) and exposed to the latest A
artistic developments.** However, Sudarsono recalled during the interview that
even though he was exposed to modernism during his US studies, he was unable to
change his artistic direction, since he still felt the strong pull of the narrative. His :
final project at Ohio State University in 1962 focused on the overarching theme of
suffering of man.*

One of the paintings produced during this final project was The hungry
people (Orang-orang Lapar, 1962), in which the artist has placed three dark figures
against a rich blue and black background. The figures dominate the canvas with the
looming presence, their small heads and extended necks serving to draw attentiol
their bulky torsos. Similarly, in Three figures (1962, fig. 4) the artist has scratched
surface of the canvas, especially the heads, necks and bodies as if to imbue them¥
a skeleton-like feel. He stated that the suffering of his people was never far from!
mind, even though he was physically away from Indonesia in that period.** Suda
continued to produce works utilising this after his return from the United States
in 1962. Paintings such as Hungry menl (Manusia Lapar I, 1967) and Hungry '
(Manusia Lapar II, 1967, fig. 5) represented the artist’s lingering concern regat
social issues during this era.

Although Sudarsono was already painting ina figurative style in 1962
from five years later exhibit a different treatment of the human torso. In thesed
pieces, the forms are crowded together, the brushstrokes more expressive al
background colours brighter. In Hungry men 1, for example, the composition
fairly representational; the figures are clearly huddled together, with smallert
occupying the foreground in an intimate group, perhaps a family. The contras
the dark figures against the yellow background, combined with the compact]
emphasises the artist’s formal concern with the subject matter. However, it}
11, the figures are more abstracted and almost fill the entire canvas. Like H
1, there are also smaller figures in the foreground. Sudarsono depicts Ok
lines scratched on the upper torso, evocative of rib bones. He has also '-"
oblong shapes in the centre of the three figures, similar to the oedema-Iike
used in his 1962 works, quite possibly as 2 visceral representation of It

Cl
.
15

A small figu
B cron pattemgo nrtteha; the centre of the painting is noteworthy because of the
upper torso and the i i
L e inclusion of negati ;
—— . _ gative space abov

consur;e the ﬁp ure’ I;amted using red and dark brown, towers above Snd 'threate ,

. weu_gth i. t also echoes the oblong shapes on the figures—visible in l; -

e at are repeated several times in the composition. These sh e
as symbols of ; ) SeldbEs

- absence and as an index of witnessing the historical

a of 1965- iti

R CZ nsalii, ;ef;);;n of recognmon of the unrepresentable nature of trauma
:“holes*y IubangJUbang) arelzlp:;ted in relation to the account above about the pits .
. ‘e prevale‘nce of a feeling of emptiness/loss (kehilangan)
: g-based artists mentioned in their recollections of the period -

Cco (0] i i

tihadi
- Sudarsono, Three figures, 1962.
Canvas, 131 x 130 ¢m

.Gﬂion of Nati G
tional i 1} H oa
allery Smgapore. | nage courtesy of National eritage B d
ra.
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Srihadi Sudarsono, Manusia Lapar Il (Hungry Men I1), 1967.
Oil on canvas, 100 x 120 cm.
Private collection.
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infli he individuals combine to create a sort of c'oll.ective grouplcultu:le that
—— e‘ individual parts. In this light, the depiction of the ob or%g shapes |
. %reitef;:g‘fs;; in Sudarsono’s paintings can be understood as an index to the
and the ni
soct! dimemi(‘)n N t(liﬂaum;’s mastery of abstract form, a skill he gain.ed fror?l hlS
‘ De.sp_lte S;:;Sist asserts that storytelling ar?d rasa (ae‘sthetlc ;enmblhtt))r) :
Ot ine oo f his art practice.” While the paintings mentioned a ov‘e’can .e,.
e ?t = Cc?re . f 1tshe artist’s ongoing commitment to narrate Indo?emas S0Cio-
i ﬂ'luStratlonS . Iso partake in the act of bearing witness. Abstraction ha.s bee‘
il r:liSi,-“orpmodernisrn in Southeast Asia, representing a negotiated:
viewed ‘a - Waterfhe 1 ciltures s8 but it is also possible to speculate that, as part (.)f )
a;?thet; zzgjril Sa(l))(;:raction in’Indonesia during the 1970s and 1980s engaged withag
this nego )
affective networt thatt i.flil‘;‘iei:ﬁz:g; of Dewan Kesenian, Jakarta) showcases
B,eicilif;Zf:r:;’cmgen'; of the subject of landscape and seass:ape. Pérallel y
Sud?rsono i~ hite and deep blue complement a curved white section on th
S?Ctlons O'f mjalngte,sv'jhe contours of a bay. The intense sky is conveyed.th'rough n
rlgtl'qtt::csh lii:krll:}lfr::nzitive tonal rendition of the blue and blacﬁ: sh:des. :iria;zt (
e is divi i ions, with the earth and sea f
(Horiion’tl'cfel ’t(f)is '- t:E)l'Ze1 s;:ct\slilzifgliicsle;:rk line in between hints‘ al: t'hiepi'lf:;ab
a ¢ .
gllz f)ozder (here, the horizon). Sudarso'no hj: ta}:ledce:nl\llzsesaf;illlis ,C :nsgto -
impasto to the middle and bottom sectlo.nsScri e The,combmation o
dyna'mi:ilgl ::r;lzv;foztt)tﬁ;t:pﬁllt(iiei):l‘;a:sl; co:veys not only a sensorial experiel
ci )
;ii alst}; invites an affective response from the v1ewet;) ¢ perhaps et
While we may see a hint of a structure’or a .oa ; pbandons i
ticular landscape in the painting, Sudarsono s. Horlzon.a .
- ion to focus on the sublime. The sublime, as discussed by y
repreSem?ltlonb ; sense of the powerlessness of imagination vx‘/her.l face 3
Charjcz(lzssefrh}; iiewer is removed from the field of art, entersmi ;1:;) :;
ii;i;mhip with the materiality of the wor I Ott-levrvzcsf:éosnter aspects
can be seen as the entry point through which the vie
themes, be they past or present, A o.r unlfno‘A‘fn'the works of Sudarsor
The quality of the sublime, as visualised 1(;1 o tvoluai
and other lyrical abstract painters, may a.lso b.e rear1 :Zr e
and repression that emerged out of the sﬂencmg L‘l -
type of silence, according to Shoshana Felman, 11 rloe’S - sositl
speech, but a positive avoidance—an erasure—orl on i

'

knowledge ... Wi
of a deafness, in the refusal not merely to know but to ac
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heard or witnessed’.® This is even supported by Sudarsono’s Comment ip gp interview
in 1972 that he could not afford to speak openly about his messages because tq

convey meaning through speech was too dangerous.
treatment in Horizon can be understood as another

' As such, Sudarsong’s painterly
appealing to the senses.

way for him to narrate storjeg by

Sudarsono’s Horizon series and Pirous’s 1972 paintings can be seen to
embody the gap between the seen and the unseen during the period after the

1965-66 events. In the silence (and silencing) during the New Order regime, the
premise of social realist art to ‘make things visible’ necessitated a readjustrnent,
whereby the visible became invisible. Yet in the discussion of the field of
visibility in Indonesian modern art there is also an entire area that was at play
and unrepresented—namely, the issue of historical trauma. The lack of direct
representation of violence was, of course, driven by pragmatic concerns in order
to circumvent any trouble with the authorities. For the artists,
witness was not through brutally direct compositions illustrati
but rather through the use of colour or references to the past.

focus was on the materiality of painting as a form of diversion
and perhaps impossible task of representation.

the act of bearing
ng piles of corpses,
In other words, their
from the complex

pnclusion

To return to Bracha Ettinger’s concept of a matrix, the turn towards the aesthetic
in the period of early New Order Indonesia (1970s) can be understood as a way to
explore art’s capacity to create encounters between the artist and the viewer (the
artist and the other) by activating unconscious psychic threads. Moreover, paintings
from the period become sites for the merging together of subjectivities that share the

pain of the unknown other. For scholars such as Ettinger and Griselda Pollock this
is the ethical responsibility of aesthetics: that it ha

implicating those who were not there,
€vent through the matrixial borderspa

s the capacity to humanise us by

as participants and co-owners of the traumatic
ce.

The current discussion on trauma centring on the 1965-66 mass purges
in Indonesia has shifted beyond the individual experience, in that it is trans-
generational and also transnational. Victims,
begun to open up,

With different kin
decades of silenci
fontributed to an
POSsible tq work t

survivors and family members have
seeking avenues to speak about their experiences and meeting

ds of reception. Yet none of these processes is easy. The four

ng and repressed memory under the New Order regime have
environment in which, as Ariel Heryanto suggests, it has not been
hrough the events in order for healing to occur. In addition, the
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i eiterates the traumg
sments perpetuation of a spectre of Commu?lsThzse who want to
VEer % r
- g(; ot only for the victims and survivors but also fo
of the past, n

-66.9
challenge the state version of the events of 1965

i i i !],1

. t . . £
m emerged in the contex . wing media coverage o
the ter‘d T uncg:lerstOOd in Indonesia in the mid-2000s following
first widely

i i Maluku and
ligious violence and terrorist attacks in Java, ‘
rwalion hile it may not generally be discussed as a collective
. m the larger socio-cultural and local context

natural disasters,
Bali, respectively. However,

ted fro :
a cannot be separa ; n appropriate and
- traul?l that enables the sufferer to tell his or her story to an app
in Indonesia tha

. o

i i d a clinical setting. . -

it bleyon ibility of reading aesthetics together with a social dimer
The ethical possibi

rrent reading of
ight be one way to question and elaborate on thebCl:h Indonesi O
i i .
of trauroa e dern art history. The continuous labelling by bo
Indonesian mo

-80 offers a
: od’ the years 1970-80 0
¢ iticised period’ of art for 4
; holars of a ‘depoliticise ] cture of moderiiil
forelgn.sc t platform from which to perpetuate a binary strlther Yet. as thisest
Convem'enl pd nesia that focuses on the either/or, the self/other. Yet, a
history in Indo

)

- -
art-making as an expression of compassio

f post-traumatic stress disorder (PTSD), a condition
o .
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