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“You might think a total eclipse of the sun would have no color…”  Anne Carson
writes in The Color of Eclipse. What appears as absence does not remain empty. It
inverts. Light does not disappear but reverses, producing what she describes as a
“contest with everything you have experienced of light and color hitherto.” This
moment of totality and vacancy itself begins to take on color, reconfiguring
perception itself, a double negative of light.

[1]

This exhibition does not take the eclipse as its subject. It recognizes in it a
condition. One does not simply see less, but differently, as if “waking from a dream
in the wrong direction.” What emerges in this interval might be understood as a
field of liminal matter; material that does not sediment into objecthood, nor
dissolve into pure absence, but remains in the midst of recalibrating its conditions
of appearance.

One is reminded, in parallel rather than in origin, of the dislocated voice in A Voice
and Nothing More, where sound detaches from origin and meaning arrives too
late, or not at all. Yet the voice is not only significant as a carrier of language. As
Mladen Dolar argues, it persists as an acousmatic remainder, “the flesh of the
soul,” an irreducible materiality that disrupts any clear division between interior
and exterior.  Even the sky, as in Apostrophe: Clouds, offers no stable form, where
clouds are neither object nor void, only existing in the present tense. Each
formation occupies a singular temporal interval that cannot be returned to or
crossed again. Like a phase state passing through instability, the cloud does not
persist as form but as a moment of ongoing recalibration between condensation
and dissipation.  Another example of this kind of manner of existence can be
found in Tim Ingold’s writing on atmospheres and the “weather-world”. For Ingold,
the world is composed of flows, a pure fluctuation, or “a zone of interpenetration”.
To follow this line is to depart from the object altogether, toward a correspondence
with forces already in motion.

[2]

[3]
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A consistent methodology runs across the exhibition. None of the artists begin
with a fixed intention or subject. They adopt, instead, the position of listeners.
Materials are treated as interlocutors, and the work emerges through interaction,
through responsiveness to what materials can and cannot do. Such a position
marks a divergence from the axiomatic structure of Aristotle’s hylomorphism, for
which making is the union of form and matter, with form as its organizing
principle.  In this framework, matter is presumed to be passive. Here, matter is not
treated as a passive substrate but as active and resistant. The artist does not
impose form but works within the margins that allow the work’s becoming to
articulate itself. In this sense, Present Presence acquires its doubled valence. It
does not simply describe presence as something given, but insists on its ongoing
production. Presence is not a state but an event. More precisely, it is what remains
in the act of appearing, never fully secured, always accompanied by its own
withdrawal.

[5]

This condition extends through a metaphysical inquiry, as attention to how
something comes into presence without ever fully arriving. In the 1930s,
philosopher Martin Heidegger reinterpreted the phrase Anwesen (to presence) or
die Anwesung (the act of presencing), as a perpetual state of coming into
existence.  A. Sebastianus’ practice departs from an analogous hypothesis rooted
in the Javanese understanding of Sangkan Paraning Dumadi, the origin and
destiny of being.  The question “kamu dari mana?” is not merely locational, it is
directional in a cosmological sense, a tracing of vectors across social, spiritual, and
material fields. What the artist names as dari (“from”) indicates a multiplicity of
trajectories, always in the process of unfolding. Memory, within this infrastructure,
does not exist as an image to be retrieved, but as something that must be
materially produced.

[6]
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His process moves from photograph to data, from data to thread, and from thread
to textile, not as a sequence of preservation but of transformation. Each stage
displaces the stability of the image, fragmenting it, and extending it into line.
Through spinning, these fragments are drawn into continuity. Through weaving,
they are held in relation. The cords do not resolve into a stable figure; they register
a continuous mediation between constraint and release. In Simondonian terms,
form does not precede the work but emerges as a momentary resolution within
individuation: a metastable condition in which incompatible forces are held in
temporary equilibrium without being resolved. It is this logic of individuation that
the work materialises at the level of fibre, tension, and line. What surfaces is not a
reconstruction of memory but its re-materialization as a tensile composition that
can only persist through repetition, resistance, and the continuous negotiation of
forces.[8]

The notion of the textile as a "material drive" is therefore literal. It describes a
system in which memory is encoded through physical operations rather than
stored as intact information, where threads act as the representational agency of
the labor and duration of their own making. The archive that emerges is
contingent on the conditions that sustain it, a meshwork closer to transaction
than resolution. What the work exposes is memory's mechanics: accumulation
without closure, structure continuously formed and deformed under its own
material strain. The material drive sustains memory only by continually remaking
it, binding it to duration, limit, and the inevitable strain of its own material form.

What is striking in Sebastianus’ work is the refusal of completion. The figures
appear perpetually on the verge of collapse or reconfiguration, as if arrested mid-
process. This suspended state recalls Gaston Bachelard’s writing on the poetics of
air, where lightness and elevation are associated with a form of immaterial
dreaming.  Yet Sebastianus resists any romanticization. The materials remain
stubbornly present, weighted, resistant.

[9]
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The work oscillates between heaviness and lift, between structure and dispersion.
It is here that a metaphysical dimension begins to emerge. The work does not
represent transcendence, but stages its impossibility. It holds matter at the
threshold of dissolution without allowing it to disappear.

There is a strong resonance with Maurice Merleau-Ponty’s phenomenology,
particularly his insistence that visibility is never complete, that every act of seeing
is structured by what remains unseen.  Yet more precisely, Sebastianus’ work
operates within what Merleau-Ponty describes as the chiasm, where seeing and
being seen are reversible and entangled. His installations do not present objects to
be apprehended but fold perception back onto itself, exposing its limits as a
condition of experience. Chiara Hardy's practice begins from the same premise,
that perception is structurally incomplete, but pushes it into the space between
bodies and signals, into what gets lost in transmission.

[10]

She, by contrast, operates through attenuation. Her use of light, shadow,
silhouettes, and spatial intervention produces environments in which form is
gradually eroded rather than constructed. Vision, in this context, is split between
macular fixation and peripheral drift, where what is seen never fully coincides with
what is registered. It is in this apprehension, the body of work aligns with Jonathan
Crary’s account of a modern reorientation of vision, in which the observer is
displaced from any stable position and the distinction between internal sensation
and external perception becomes irreversibly blurred.  As he writes, “a
repositioning of the observer… into an undemarcated terrain on which the
distinction between internal sensation and external signs is irrevocably blurred.”
Form becomes probabilistic, dependent on position, duration, and the limits of
sight.

[11]

Building on her earlier presentation a lure at Titik Dua, where the title folds
attraction into apparatus, allure as seduction and lure as device, the work
establishes an accretion of address without guarantee.
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She situates presence within systems of transmission, where what appears is never
secured at the point of reception. Her materials, most notably the fishing rod, or
joran pancing, are epistemic instruments. Within fishing practices, the rod
functions less as a measuring instrument than as an extension of the body,
registering minute variations in tension that remain imperceptible and unseen
below the surface. It operates through responsiveness. When Hardy bends and
suspends these rods, she does not impose form but activates this condition. The
rods occupy space actively through curvature and tension. They function within
the same lexicon as Karen Barad’s notion of intra-action, where measurement
does not presuppose a pre-existing reality but participates in its emergence.  The
fishing rod does not register a pre-existing force as an external datum, rather, force
becomes legible only through the entanglement of everything. Measurement, in
this sense, is not a detached act of detection but a material event that produces
the very conditions it appears to observe.

[12]

The rationale of allure and lures develops into an overarching inquiry into
attraction as a technical and perceptual condition rather than a representational
motif. What appears seductive is simultaneously operational, a device that
configures the terms under which attention becomes possible. Hardy’s parabola
and signal-based works protract the condition into systems of transmission.
Signals move through space as contingent events, subject to interference and
delay. They do not guarantee continuity between emission and reception; rather,
they expose the structural gap that makes communication possible in the first
place. What is sent is never identical to what is received. It is produced through
delay, displacement, and partial transmission, aligning with Jacques Derrida’s
articulation of différance,  where what appears is constituted through its own
postponement. The space she constructs is not occupied but activated, a field in
which relations precede entities.

[13]

This logic reorganises itself across material form. In the suspended sculptures,
incense coils slowly unravel over time, encircling assemblages of lead weights,
glass tubes, and fluorescent baubles. These are durational devices.

 Barad, K. (2007.) Meeting the Universe Halfway: Quantum Physics and the Entanglement of
Matter and Meaning. Durham: Duke University Press.
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of Chicago Press, pp. 1–28.
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To light the incense is to initiate a call, a signal released into space with no
mechanism of return. The smoke disperses along courses that cannot be retraced.
What was solid becomes atmospheric, losing its form not through destruction but
through a gradual surrender to the surrounding field. This is the lure at its most
speculative: cast outward, subject to delay, interference, and loss, persisting only as
trajectory. Osip Mandelstam in the Voronezh poems knew this condition from the
other direction, the word lost before it leaves:

“Я слово позабыл, что я хотел сказать.
Слепая ласточка в чертог теней вернется

На крыльях срезанных с прозрачными играть.
В беспамятстве ночная песнь поется.” [14]

“I don’t remember the word I wished to say.
The blind swallow returns to the hall of shadow,

on shorn wings, with the translucent ones to play.
The song of night is sung without memory, though.”

Language falters at the point of articulation, and the call continues without
memory or origin. Presence, then, becomes constitutive of the work itself. Georges
Didi-Huberman's reading of Freud's notion of "considerations of presentability"
(Rücksicht auf Darstellbarkeit) holds that the image is never fully present to the
gaze but emerges through the constraints of its own figurability, always already
shaped by what resists being shown, appearing only through the threat of its own
vanishing.  This logic of constitutive loss sharpens in the clay work through the
introduction of fossilized lover snails ‘Natica Conjugata’, a species defined by
fusion rather than reproduction. When two bodies meet, they do not generate
difference but collapse into one. Read through Julia Kristeva's account of
abjection, this fusion marks the point at which the boundary between self and
other, interior and exterior, becomes untenable.

[15]
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The abject is not what is expelled but what refuses the distinction that would
make expulsion possible. What appears as union becomes a limit case, where
presence intensifies precisely at the moment of its disappearance.

This places 'Navel Gazing' in proximity to the same problematic. The navel is the
site where abjection was first administered: the cord cut, the maternal body
expelled, the boundary between self and other forced into existence. Kristeva's
subject constitutes itself through this severance, but the scar remains, marking
the place where the distinction was made and recording the violence of its
making. Jean-Luc Nancy's notion of being-in-common arrives here as a
counterweight: existence is always already both absolutely imposed and exposed,
and the navel, as scar, holds both of these conditions simultaneously.   It records
a severed transmission while maintaining the condition of exposure that preceded
it. The body does not stand prior to relation. However, the body is constituted
through it. The navel unsettles the division between interior and exterior, holding
the body in a state of openness interlaced by a connection that no longer
functions yet cannot be erased. Where Kristeva locates the origin of subjectivity in
an act of expulsion, Nancy locates it in an irreducible exposure to the other. Hardy's
work holds both positions without resolving them.

[17]

This logic extends into Hardy’s mirrored wall piece, where the instability of
presence is displaced onto the act of seeing. The viewer encounters a single eye
returned through a constrained orifice. Vision is redirected back onto the self,
severed from the body that would normally stabilize it as subject. The eye sees, but
cannot situate itself. In this, one might recollect upon Georges Franju’s Les Yeux
sans visage.  Where Franju renders the face, the primary site of identity,
indeterminate through violence, Hardy achieves this through aperture and
constraint alone. The uncanny requires no narrative, only the conditions of looking.
Seeing persists without resolution into subjectivity. Presence is initiated and does
not arrive.

[18]

 Nancy, J.-L. (1991) ‘Of Being-in-Common’, in Miami Theory Collective (ed.) Community at Loose
Ends. Minneapolis: University of Minnesota Press, pp. 1–12. 
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 Eyes Without a Face (1960) Directed by Georges Franju. Place of production: Champs-Elysées
Productions (France) & Lux Film (Italy).
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There is, finally, a shift in how space is understood. The bent rods do not define
boundaries but generate fields. Space becomes elastic, shaped by tension rather
than enclosure. Light and shadow extend these conditions further, producing
secondary forms that are equally unstable. The work oscillates between material
presence and immaterial projection, between what is seen and what escapes
vision. Form is never fixed but continuously modulated, held in a state of
suspension where appearance persists only as long as it continues to defer itself.

Chintia Kirana's practice originates from a condition of structural displacement.
Born in Jakarta and raised in the American South within a Chinese-Indonesian
family moving between Buddhist and Christian traditions, her work emerges from
a layered position that resists singular identity. Belonging persists as an ongoing
negotiation, structured through gaps, partial visibility, and what remains unsaid.
Such a condition resonates with anthropological accounts of liminality as
constitutive rather than transitional, where the threshold is not crossed but
inhabited as a continuous state of in-betweenness.

Ritual inheres here as procedure. The materials suggest processes of offering,
dissolution, and return, situating the work within a more expansive cosmological
logic. Expenditure, in Bataille's sense, is not the dramatic annihilation of the
singular offering but a continuous hemorrhage, value leaking out through
repetition until what remains is pure residue, stripped of function and dense with
duration.  Yet this is not a return to symbolic meaning. The works do not
represent transcendence, they stage it as material procedure, though this does
not translate into narrative.

[19]

Rather than translating these conditions into narrative, Kirana works through
time-bearing residues: ash from joss paper burnings and cooking carbon gathered
from lived environments. These materials are symbolic substitutes and already-
transformed matter, carrying within them the imprint of use, combustion, and
duration. In alignment with material culture discourse, matter functions as a field
of inscription, where definition is produced through physical change rather than
representation.

 Bataille, G. (1984) ‘The Notion of Expenditure’. In: Stoekl, A. (ed.) La notion de dépense: Selected
Writings, 1927–1939. Translated by A. Stoekl, C.R. Lovitt and D.M. Leslie Jr. Minneapolis: University of
Minnesota Press.

[19]



Her works therefore operate through cycles of decay and reconstitution rather
than fixed states. Ash, in particular, carries a precise ontological instability. It is
simultaneously residue and potential, the remainder of ignition and the possibility
for reformation. It marks the passage from presence to absence without
completing it, producing a state of suspension in which disappearance is
continually deferred.

Within the framework of Present Presence, Kirana’s work occupies the threshold
between appearance and disengagement. If presence is understood as something
continuously produced and destabilized, her materials articulate its most
attenuated form. This aligns with temporal frameworks articulated by Barbara
Adam in Time & Society, where time can be sequential but it is also fundamentally
accumulative, folded, and continuous.  Her surfaces register this condition
structurally. Through burning, layering, embossing, and accumulation, time is
inscribed directly into the work. Heat and pressure leave irreversible marks, while
reflective elements such as gold, silver, and mirrored planes introduce unstable
optical fields. From a distance, the works appear restrained; up close, they fracture
into particulate traces and constellations. This oscillation between coherence and
breakdown recalls phenomenological accounts of perception as structurally
incomplete. It is also in dialogue with photographer Wolfgang Tillmans’s To Look
Without Fear,  where seeing is understood not as mastery of the image but as
exposure to its instability and disastrous tendencies.

[20]

[21]

This instability is both formal and historical. The New Order's systematic erasure of
Chinese-Indonesian cultural presence, as expressed in through the prohibition of
public Chinese-language expression, the enforced adoption of Indonesian names,
and the suppression of cultural institutions, produced a condition in which identity
could only be maintained through concealment, substitution, and coded
transmission. Pramoedya Ananta Toer, writing from within and against this
suppression, understood that what is withheld from official record does not
disappear but migrates into other forms of keeping.[22]

 Adam, B. (1990) Time and Social Theory. Philadelphia: Temple University Press.[20]

 Tillmans, W. (2022) To look without fear. Edited by Roxana Marcoci and Phil Taylor. New York:
Museum of Modern Art. 

[21]

 Toer, P.A. (1999) The Mute’s Soliloquy: A Memoir. Translated by W. Samuels. New York: Hyperion.[22]



In Kirana's practice, especially as expressed in ‘Notation (1998)’, this history is not
represented but materially ingrained as logic: restraint, interruption, and the
tension between exposure and protection. What is withheld is not absence but
pressure. Memory redistributes across surface and residue, persisting as a
durational trace that resists consolidation.

So if presence only ever emerges through the continual negotiation with its own
disappearance, what are we encountering when we insist something is here?
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Strata Fragmenta II
165 x 107 x 220 cm
Handwoven photograph on cotton, stainless steel
2026
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Bambi am i?
54 x 20 cm
Handwoven photograph on cotton
2026
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Would it change anything to derive from locality? Aren’t we all foreign to oneself?
60 x 38 cm (each)
Handwoven photograph on cotton
2026
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Mata Surya II
26 x 33 cm
Handwoven photograph on cotton
2026
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Di’antara tengah dan manis
58 x 37 cm
Handwoven photograph on cotton
2026
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Malam ketika ku menatap atas, menyadari ku tak hanya sendiri
75 x 73 cm
Handwoven photograph on cotton
2026
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Umah Jiwa III
77 x 60 cm
Handwoven photograph on cotton
2026
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Cahaya dalam cahaya
64 x 35 cm
Handwoven photograph on cotton
2026
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Notation (1998)
18 x 18 inch
Ash, carbon, heat drawing, 24k gold leaf, silver leaf on paper
2026
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Unfolding
Varying dimensions
Burned marks on rice paper
2024 - 2026
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Reflection/Refraction
12 x 12 inch (each)
Resin, mirror
2025 - 2026
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Notation for Presence: No 1
19 x 10.5 inch
Carbon residue , 23k, 24k gold on paper
2026

CHINTIA KIRANA

Notation for Presence: No 2
19 x 10.5 inch
Carbon residue, ash, silver on paper
2026



Notation for Presence: No 3
10 x 10 inch
Carbon residue, 24k gold on paper
2026

CHINTIA KIRANA

Notation for Presence: No 4
10 x 10 inch
Carbon residue, ash, silver on paper
2026



Palimpsests
10 x 10 inch
Ash, carbon, silver leaf,  yupo
2026

CHINTIA KIRANA

Field Notation
10 x 11 inch
Carbon residue on paper
2025

Untitled
10 x 11 inch
Carbon residue on paper
2022



Homage to Square
22 x 22 inch
Heat drawing, carbon, acrylic on canvas 
2024
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Interval
49 x 31 inch
Ash, carbon, heat drawing on canvas
2025
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Loop
Varying dimensions
Fiberglass fishing rods, lead weights, jewelry display motors,
charging rocks
2026
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Mussel Memory
44 x 25 x 40 cm 
Mussels (from under my grandmother’s house), chandelier
drops, 'helping hands', scrap wood
2026
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Lure(s)
300 x 50 x 50 cm 
Fishing hooks, lead weights, glass chandelier drops, fishing
rods, stainless steel wire, copper wire, bells, bobbers, glass
beads, tin plates, incense 
2026
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Natica conjugata (Bonded Pair)  
5 x 135 x 5 cm
Telescopium snails, polymer clay, mirrors
2026
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Navel Gazer
14 x 13 x 12 cm
Brass, calcium carbonate, iron
oxide, casein, glue, foam
2026

CHIARA HARDY

Introspector
⌀ 20 cm
Tin plate, mirror, Natica conjugata,
steel armarture
2026



Parabolic Interface II
200 x 48 x 48 cm
Parabolic sattelite dish, calcium carbonate, black tea, vinegar,
bungey cord, steel hooks 
2026
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(Ladle)
300 x 15 x 15 cm
Ladle, steel hooks, bungey cord
2026
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Alexander Sebastianus Hartanto perceives ethnographic
research as an immersive way of life. His artworks
examines the decontextualization of material cultures,
probing how they are perceived, understood, and
ritualized in practice. For Sebastianus, decolonizing the
ontologies of art involves reclaiming Sani—a lifestyle
encompassing offerings, service, and the pursuit of the
unknown. This approach leads to the recreation of
pilgrimages, sacred spaces, and woven cloths, some of
which may or may not be archived, documented, or
shared. In the realm of Sani, what remains are remnants
and traces of materials.
 
Hartanto received the prestigious 2017 William Daley
Award for Excellence in Art History and Craft. He
attained mastery in weaving through an apprenticeship
in East Java, his grandmother's hometown, serving as
the starting point for his visual and ontological
explorations.

A. SEBASTIANUS
EDUCATION
2014 Certified heritage craft Master of Batik & Dyeing, Banyuwangi, East Java

AWARDS & RECOGNITION

SOLO EXHIBITIONS
2024 Mbaka Satitik: Ritualisation of From, John Hardy Gallery, Seminyak, Bali

Titik Dari: Constellation of From, Yiri Arts, Taipei 
2023 Dari, Curated by Tan Siuli, ISA Art Gallery, Jakarta, Indonesia

In Between A. Sebastianus | Poliform Jakarta, Indonesia 
2021 Abdi Alam, Solo Show A.Sebastianus at ISA Art x Omah Budoyo, Yogyakarta, Indonesia 
2020 Interwoven: A weavers recalling of time, at Art AgendaJKT, Jakarta, Indonesia
2018 Dari (Coming froms), at DMC103, Boston, USA

SELECTED EXHIBITIONS 

2025 HYPERTEXTILE, Córtex Frontal, Portugal
Untranslatable Cartographies, ArtJakarta 2025, JIEXPO Kemayoran, Jakarta
Conjunction of Drones, ISA Art Gallery, Indonesia
On Not Knowing, ArtMoments Jakarta 2025, Agora Hall, Jakarta
Slovenia Textile Biennale, Kranj, Slovenia
Rwa Bhineda, Sun Contemporary, Bali, Indonesia
The Apartments, Art Jakarta Gardens, ISA Art Gallery Booth, Hutan Kota by Plataran
The Paper Menagerie, Omah Budoyo, Yogyakarta
Sungai Watch Charity Exhibition, Sun Contemporary, Bali
The Paper Menagerie, ISA Art Gallery, Jakarta
Gallery Collection: Where The Sidewalks End, ISA Art Gallery, Jakarta 

Bachelors of Fine Arts at Massachusetts College of Art and Design2018

Forbes 30 Under 30, Asia 20252025
Art Moments Jakarta, Artist Highlight2022
Helen Blair Sculpture Award
Departmental Honours for Bachelor of Fine Arts in Fiber Arts
Massachusetts College of Art and Design | Boston, USA
William Daley Award for Excellence in Art History and Craft

2018

Annual Barbara L. Kuhlman Scholars Award2017
Ethnic Studies and Craft Scholarship, Theresia India-Young Awards.2016
Dean Design Scholarship, Massachusetts College of Art and Design.2013



ART RESIDENCIES

2017 Haystack Mountain School of Craft, Maine, USA
2018 Monson Arts, Maine, USA

SELECTED EXHIBITIONS 

2025 Cortex Frontal, Portugal 

Cultural Context Vol.I, Boston, USA
Between You and Me, Boston, USA
Materialisms, Gallery@ArtBlock, Boston, USA

2017

Inventions of a Present, ArtMoments 2024, ISA Art Gallery, Indonesia
Whispers of Sisyphus, Art Jakarta 2024, ISA Art Gallery, Indonesia
The Missing Link, Mizuma Gallery, Singapore 
Between The Lines, Appetite, Singapore
S.E.A Focus, ISA Art Gallery, Singapore
Butterfly Eyes, Tang Contemporary Art, Bangkok 
Birama 3/4, Art Jakarta Garden, ISA Art Gallery, Jakarta

NEW/NOW : Art SG, Marina Bays Sand, Singapore
Art Jakarta Garden , Hutan Kota by Plataran, Jakarta, Indonesia

2023

Gallery Benefit | Past. Future. Present. - National Gallery Singapore with
Phillips Auction
A Tribute of Heritage, PIK Pantjoran, Jakarta, Indonesia
Setelah Yang Lirada, Artsociates, West Java, Indonesia
Common Beauty, Non-Frasa, Gallery, Bali
Beyond Painting, Mizuma Gallery, Singapore
ART Jakarta, JCC Senayang, Jakarta
Formless: On Human Artifice and Natural Order, Semarang Gallery, Central Java, Indonesia
Sustained Rest, ISA Art Gallery, Jakarta

2022

Rasa Sastra, Kalyan Gallery, Jakarta
Kala-Masa, OPPO Art jakarta 2020, Art Agenda JKT, Jakarta
Humdrum Hum, ISA Art & Design, Jakarta

2021

Rasa Sastra, Kalyan Gallery, Jakarta
Kala-Masa, OPPO Art Jakarta 2020, Art Agenda JKT, Jakarta
Humdrum Hum, ISA Art & Design, Jakarta

2020

Arisan Karya I, Museum MACAN, Jakarta
Reading Room, Silpe Gallery, Hartford Art School, USA

2019

Retooling Critique, Anti-Racist Classroom Conference, ArtCenter Gallery, Pasadena, California
“Nothingness, Carrying being in its heart” Distillery Gallery, Boston, USA

2018

ArtSubs, Surabaya, Indonesia
IOTA Triennial, Kuala Lumpur, Malaysia

2024



Chiara Hardy (b. 2000) was born in New York City, and
at two months she was brought home to Bali, where her
parents have been living for the last half century.
Growing up on the island, Chiara moved through an
environment where the line between interior and
exterior, seen and unseen, natural and constructed,
seeded a sensitivity to the permeability of boundaries
and the forms that hold structures in relation.

As a teenager she returned to New York and later
graduated from Yale University in 2024 with honors in
Art (sculpture) and Anthropology. These fields offer
reciprocal lenses, both grounded in the understanding
that reality is relational and formed through tension
between visible and invisible systems. This perspective
transfers materially into her practice, which employs
quotidian and industrial materials alongside analog and
obsolescent technologies. 

Chiara works in her studio in Bali, and her recent
installations draws on fishing materials as well as analog
and obsolescent technologies such as radio, overhead
projectors, and weather balloons, using the conceptually
frame of “casting out” as both medium and metaphor.

CHIARA HARDY
EDUCATION

EXHIBITIONS
Art Jakarta, Presentation with Nonfrasa Gallery, Jakarta
a lure, solo presentation at Titik Dua, Bali 
Chapter Jogja Art Fair, Nonfrasa Gallery in conjunction with Art Jog, Yogyakarta
Common Beauty III, Nonfrasa Gallery at Titik Dua, Bali 

2025

You Are Now the Host, Yale University Art Gallery2024

Yale College, B.A. in Fine Art & Anthropology2024
2023 Yale Norfolk School of Art

The Host Will Let You in Soon, Yale University Art Gallery
Pond Theory, Norfolk School of Art
If & When, Eyke Gallery at Yale University 

2023

AWARDS & FELLOWSHIPS
Swensen Scholarship 2023
Creative & Performing Arts Award
Creative & Performing Arts Award
Creative & Performing Arts Award
Creative & Performing Arts Award
Creative & Performing Arts Award
Richter Summer Fellowship

2024
2023
2022
2021
2020
2022

BIBLIOGRAPHY
Between the Lines of Desire, by Christina Chua
Aiming Out: Chiara Hardy’s Ephemeral Radio, Think Ruang, by Natasha Doroshenko 
Alchemies of the Mundane, Something Curated, by Kamori Osthananda

2025

https://yaledailynews.com/blog/2024/04/16/undergrad-thesis-exhibition-opens-at-the-yale-school-of-art/
https://yaledailynews.com/blog/2024/04/16/undergrad-thesis-exhibition-opens-at-the-yale-school-of-art/
https://collegearts.yale.edu/academics/prizes-and-awards/swensen-scholarship
https://collegearts.yale.edu/academics/prizes-and-awards/swensen-scholarship
https://collegearts.yale.edu/academics/prizes-and-awards/swensen-scholarship
https://docs.google.com/document/d/1SZlGpuxdEfZJetb_t7wXcEvOlSuhagYuWU5F0EI-AGM/edit?usp=sharing
https://docs.google.com/document/d/1SZlGpuxdEfZJetb_t7wXcEvOlSuhagYuWU5F0EI-AGM/edit?usp=sharing
https://thinkruang.com/journal/review/aiming-out-chiara-hardys-ephemeral-radio
https://somethingcurated.com/2025/07/09/balis-nonfrasa-gallery-finds-the-sacred-in-the-everyday


2016 Elizabeth Greenshield Foundation Grantee 

Chintia Kirana (b. Jakarta, Indonesia) is a contemporary artist
and cultural organizer working between Montgomery, Alabama
and Brooklyn, New York. Her practice explores memory, identity,
and the passage of time through painting, drawing, installation,
and socially engaged projects. Working with time-bearing
materials such as eggshells, cooking carbon, ash from
ceremonial burnings, and soil, she creates surfaces that register
transformation through processes of burning, layering, and
repetition. 

Drawing from experiences of cultural displacement and life
between traditions, Kirana uses abstraction to explore how
memory persists through material transformation. Her works
hold traces of absence, belonging, and time within quiet,
meditative structures. 

Kirana is the founder of Expose Art Magazine and co-founder of
MAP (Montgomery Arts Project), initiatives that support artists
through exhibitions, publications, and community-based
programming. Her work has been exhibited nationally and
internationally, including at the Whitney Museum of American
Art, Montgomery Museum of Fine Arts, and Zhou B Art Center.
She holds an MFA from Southern Illinois University and a BA from
Auburn University.

CHINTIA KIRANA
EDUCATION

2009 B.A. in Painting and Drawing, Auburn University of Montgomery (AUM), Montgomery, Alabama. Graduated
with Honors; Magna Cum Laude, Student Marshall

2015 M.F.A in Painting and Drawing, Southern Illinois University Carbondale (SIUC), Carbondale, Illinois

AWARDS 

2024 ArtAffect Camel Grant 
2024 Alabama Arts and Humanities Grant 
2023 Nexus Grant 
2023 Alabama State Council on the Arts Assistant Grant
2022 Verdant Fund/ Warhol Foundation Regranting Program
2022 Alabama State Council on the Arts Assistant Grant
2019-2020 Alabama State Council on the Arts Artist Fellowship 
2019 Vermont Studio Center Artist Merits Grants 

2026 TBA, Solo Exhibit, DGallerie, Jakarta, Indonesia 

EXHIBITIONS

2026 TBA, Group Exhibit, ISAArt, Jakarta, Indonesia
2026 Art Jakarta Paper, DGallerie, Jakarta, Indonesia 
2025 Eling/Awakening, Nandur Srawung, Taman Budaya Yogyakarta, Jogja, Indonesia
2025 Atlanta Art Week, White Space Gallery, Atlanta, GA 
2024 In Time, Johnson Center of the Arts (Solo), Troy, AL 
2024 Works on Paper Benefit, Kentler International Art Center, Brooklyn, NY
2023 Echoes of Time, WhiteSpace Gallery, Atlanta, GA 
2023 Frequent Goodbyes, H-Space, Washington, DC
2022 Alabama Triennial, Abroms-Engel Institute for the Visual Arts, Birmingham, AL
2022 Gravitational Pull (Solo), Lowe Mill Arts, Huntsville, AL 
2022 Kisses by A Rose, Lowe Mill Arts, Huntsville, AL
2021 Chintia Kirana, The Other Art Fair, London, UK 
2021 My Love is Your Love, Every Women Biennial, Copeland Gallery, London, UK
2021 Between Heaven and Earth (Solo), Wiregrass Museum of Art, Dothan, AL 
2021 Path of Entry, Wiregrass Museum, Dothan, AL 
2021 This is Me, Montgomery, Kress on Dexter, Montgomery, AL



2022 Alabama Arts Radio Series with Alabama State Council
2022 Alabama Triennial Catalog

2020 Distant Future, The Red Mill Gallery, Vermont Studio Center, Johnson, VT 
2020 Silver Lining (Solo), Olive DeLuce Gallery, Northwest Missouri State University, Maryville, MO
2019 Impact: Identity, Belonging, and Migration, Iowa State University, IA
2019 Transient (Solo), Crisp Museum, Southwest Missouri State University, MO
2019 Fe(Male), Expose Art, Kress on Dexter, Montgomery, AL
2019 Portraits, CICA Museum, Gyeonggi-do, South Korea
2018 Art of The South, Crosstown Arts Center, Memphis, TN
2018 B18: Wiregrass Biennial, Wiregrass Museum, Dothan, AL
2018 Susak Expo Biennial, Losinjski Muzej, Mali Losinj, Croatia
2018 Tell It To The Wind, Susak Expo, Susak, Croatia
2018 This is Where You’ll Find Me, Kress on Dexter, Montgomery, AL
2017 Uncommon Territory, Montgomery Museum of Fine Arts, Montgomery, AL
2017 Through The Cracks, Project 1612, Peoria, IL
2017 Debfair, Occupy Museum (participating artist) Whitney Biennial, Whitney Museum of American Art, NY
2017 Woven Heritage, Zayed University, Dubai
2017 Art Fair Soumi, Kaapelitehdas, Helsinki, Finland
2017 Selfie, Schelfhaudt Gallery, Arnold Bernhard Center at University of Bridgeport, CT
2017 Nasty Women, Knockdown Center, Brooklyn, NY
2016 Arte e Collezionismo, Galleria Mentana, Florence, Italy
2016 Melting Wax: Contemporary Alabama Encaustic, Alabama Artist Gallery, AL
2016 Confusion Of Romance, Tianjin Technology College, Tianjin, China

PROFESSIONAL EXPERIENCES 

2020-Present Montgomery Museum of Fine Arts Board of Trustees
2020-2025 AP College Board, Art, and Design Portfolio Reader/Content Creator/Ai Standard
2025 Future Forward: Reach, Remember, Reclaim, Panel Speaker, Montgomery, AL
2024 Visiting Artist Lecture at California State University Bakersfield, CA
2023 The Architecture of Love, Artistic Director of an International feature film.
2023 Walk With Amal: Some Broken Things Can Be Mended, Creative/Artistic Director Alabama Tour,

Montgomery, AL
2023 Visual Arts Achievement Awards, Alabama State Art Council, Montgomery, AL
2022 Road Less Traveled, Guest Curator, Montgomery Museum of Fine Arts
2022 Verdant Fund Grant Review Panel
2021-2023 Alabama State Council on the Arts Grant Review Panel
2021 Path of Entry, Guest Curator, Wiregrass Museum of Art, Dothan, AL
2021 Louisiana Tech University, Visiting Artist Lecture, LA
2020 Visiting Artist Lecture at Huntington College, Montgomery, AL
2020 Activating Your Space: Community Engagement and Public Art Panel, Southeastern Museum

Conference. Columbus, GA
2020 Visiting Artist Lecture at Trinity Western University, British Columbia
2020 New Voices, Georgia Art Museum Association, Columbus, GA
2019 Bearing Witness: Art of Alabama, Montgomery Museum of Fine Arts, AL
2019 Visiting Artist Lecture at Southeastern Missouri State
2019 Visiting Artist Lecture at Northwest Missouri State University, Maryville, MO
2019 Vermont Studio Center Artist Residency, Johnson, VT
2016-2019 Visiting Artist/ Lecturer at Auburn University Montgomery, AL
2018 Visiting Artist/Scholars Lecture Year of The Arts Celebration at Utah State University
2017 Art Fair Soumi: The Importance of Alternative Art Spaces in The Community, Helsinki, Finland
2017 Visiting Artist/ Scholars at Steneby Academy of Design and Crafts, University of Gotenburg, Sweden
2017 Visiting Artist Lecture at Atlanta Metropolitan College, Atlanta, GA

PUBLICATIONS/PRESS/REVIEW

2025 Canvas Rebel Meet Chintia. (https://canvasrebel.com/meet-chintia/)
2023 Art Connects Us: Community Hero Chintia Kirana Sees Endless Possibilities in Montgomery.

(https://www.montgomeryadvertiser.com/story/news/2023/11/15/com munity-hero-chintia-kirana-
always-has-hope-for-montgomery/71535578007/)



2021 The Elementality of Opacity: Chintia Kirana at Wiregrass Museum of Art, Burnaway
(https://burnaway.org/daily/chintia-kirana-at-wiregrass/)

2021 Wiregrass Museum Artist Interview (https://www.wiregrassmuseum.org/wma-artist-interview-with-
chintia-kirana/)

2020 Montgomery Museum of Fine Arts Artist Interview (https://mmfa.org/event/local-artists-live-chintia-
kirana/)

2019 This is Us Now (https://www.montgomeryadvertiser.com/story/news/2019/03/29/this-us-now-deve
loping-montgomerys-giant-portrait-project-and-what-says-city/3029553002/)

2018 Artists seek to create a sense of welcome and play on Buford Highway with BuHi Light, Arts Atlanta.
(https://artsatl.com/artists-to-create-sense-of-play-and-welcome-on-buford-highw ay-with-buhi-
lights/)

2018 Inflatable installations will light up Buford Highway’s Pinetree Plaza, Atlanta Magazine.
(https://www.atlantamagazine.com/news-culture-articles/inflatable-insta llations-will-light-up-buford-
highways-pinetree-plaza)

2018 Dashboard Show Focuses on Artists with Alabama Ties at Historic Dress Building in Montgomery,
Burnaway. (https://burnaway.org/dashboard-kress-building-montgomery/)

2017 Nearly 700 ‘Nasty Women’ Artists Have Teamed Up To Protest Trump, Huffington Post
(https://www.huffingtonpost.com/entry/nasty-women-art-)

2017 Boxes, Kitchen, Garages: Alternative Art Spaces, Expose Art Magazine
(http://exposeartmagazine.com/alternative-art-spaces-expose-art-house/)

2016 Interview with Alabama State Council of The Arts Visual Arts Director Elliot Knight, Alabama Arts Radio
Series (http://www.arts.state.al.us/)

2015 Across the Divide, An International Art Education and Intercultural Perspective, Beijing, Normal University
Press, China

2022 Substrate Radio Interview
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ABOUT ISA ART GALLERY

ISA Art is an art gallery and art consultancy firm based in Jakarta, Indonesia.
Deborah Iskandar, the owner and President Director, has invested her network and
experience in Southeast Asian art and has an intense passion for Indonesian
contemporary art for over two decades. 

The Gallery space at Wisma 46 focuses on curated exhibitions championing female
Southeast Asian artists. ISA Art & Design also provides art consultancy services,
assisting private viewing space at NODE, Jl. Wijaya Timur Raya No. 12. ISA is a one-
stop solution to bridging the two worlds of art and design. 

Online gallery and upcoming projects are available on www.isaartanddesign.com
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	EXHIBITION PERIOD MAY 2ND - JULY 2ND, 2026
	ISA ART GALLERY WISMA 46, CENTRAL JAKARTA
	“You might think a total eclipse of the sun would have no color…”[1] Anne Carson writes in The Color of Eclipse. What appears as absence does not remain empty. It inverts. Light does not disappear but reverses, producing what she describes as a “contest with everything you have experienced of light and color hitherto.” This moment of totality and vacancy itself begins to take on color, reconfiguring perception itself, a double negative of light.
	This exhibition does not take the eclipse as its subject. It recognizes in it a condition. One does not simply see less, but differently, as if “waking from a dream in the wrong direction.” What emerges in this interval might be understood as a field of liminal matter; material that does not sediment into objecthood, nor dissolve into pure absence, but remains in the midst of recalibrating its conditions of appearance.
	One is reminded, in parallel rather than in origin, of the dislocated voice in A Voice and Nothing More, where sound detaches from origin and meaning arrives too late, or not at all. Yet the voice is not only significant as a carrier of language. As Mladen Dolar argues, it persists as an acousmatic remainder, “the flesh of the soul,” an irreducible materiality that disrupts any clear division between interior and exterior.[2] Even the sky, as in Apostrophe: Clouds, offers no stable form, where clouds are neither object nor void, only existing in the present tense. Each formation occupies a singular temporal interval that cannot be returned to or crossed again. Like a phase state passing through instability, the cloud does not persist as form but as a moment of ongoing recalibration between condensation and dissipation.[3] Another example of this kind of manner of existence can be found in Tim Ingold’s writing on atmospheres and the “weather-world”. For Ingold, the world is composed of flows, a pure fluctuation, or “a zone of interpenetration”.[4] To follow this line is to depart from the object altogether, toward a correspondence with forces already in motion.
	A consistent methodology runs across the exhibition. None of the artists begin with a fixed intention or subject. They adopt, instead, the position of listeners. Materials are treated as interlocutors, and the work emerges through interaction, through responsiveness to what materials can and cannot do. Such a position marks a divergence from the axiomatic structure of Aristotle’s hylomorphism, for which making is the union of form and matter, with form as its organizing principle.[5] In this framework, matter is presumed to be passive. Here, matter is not treated as a passive substrate but as active and resistant. The artist does not impose form but works within the margins that allow the work’s becoming to articulate itself. In this sense, Present Presence acquires its doubled valence. It does not simply describe presence as something given, but insists on its ongoing production. Presence is not a state but an event. More precisely, it is what remains in the act of appearing, never fully secured, always accompanied by its own withdrawal.
	This condition extends through a metaphysical inquiry, as attention to how something comes into presence without ever fully arriving. In the 1930s, philosopher Martin Heidegger reinterpreted the phrase Anwesen (to presence) or die Anwesung (the act of presencing), as a perpetual state of coming into existence.[6] A. Sebastianus’ practice departs from an analogous hypothesis rooted in the Javanese understanding of Sangkan Paraning Dumadi, the origin and destiny of being.[7] The question “kamu dari mana?” is not merely locational, it is directional in a cosmological sense, a tracing of vectors across social, spiritual, and material fields. What the artist names as dari (“from”) indicates a multiplicity of trajectories, always in the process of unfolding. Memory, within this infrastructure, does not exist as an image to be retrieved, but as something that must be materially produced.
	His process moves from photograph to data, from data to thread, and from thread to textile, not as a sequence of preservation but of transformation. Each stage displaces the stability of the image, fragmenting it, and extending it into line. Through spinning, these fragments are drawn into continuity. Through weaving, they are held in relation. The cords do not resolve into a stable figure; they register a continuous mediation between constraint and release. In Simondonian terms, form does not precede the work but emerges as a momentary resolution within individuation: a metastable condition in which incompatible forces are held in temporary equilibrium without being resolved. It is this logic of individuation that the work materialises at the level of fibre, tension, and line. What surfaces is not a reconstruction of memory but its re-materialization as a tensile composition that can only persist through repetition, resistance, and the continuous negotiation of forces.[8]
	The notion of the textile as a "material drive" is therefore literal. It describes a system in which memory is encoded through physical operations rather than stored as intact information, where threads act as the representational agency of the labor and duration of their own making. The archive that emerges is contingent on the conditions that sustain it, a meshwork closer to transaction than resolution. What the work exposes is memory's mechanics: accumulation without closure, structure continuously formed and deformed under its own material strain. The material drive sustains memory only by continually remaking it, binding it to duration, limit, and the inevitable strain of its own material form.
	What is striking in Sebastianus’ work is the refusal of completion. The figures appear perpetually on the verge of collapse or reconfiguration, as if arrested mid-process. This suspended state recalls Gaston Bachelard’s writing on the poetics of air, where lightness and elevation are associated with a form of immaterial dreaming.[9] Yet Sebastianus resists any romanticization. The materials remain stubbornly present, weighted, resistant.
	The work oscillates between heaviness and lift, between structure and dispersion. It is here that a metaphysical dimension begins to emerge. The work does not represent transcendence, but stages its impossibility. It holds matter at the threshold of dissolution without allowing it to disappear.
	There is a strong resonance with Maurice Merleau-Ponty’s phenomenology, particularly his insistence that visibility is never complete, that every act of seeing is structured by what remains unseen.[10] Yet more precisely, Sebastianus’ work operates within what Merleau-Ponty describes as the chiasm, where seeing and being seen are reversible and entangled. His installations do not present objects to be apprehended but fold perception back onto itself, exposing its limits as a condition of experience. Chiara Hardy's practice begins from the same premise, that perception is structurally incomplete, but pushes it into the space between bodies and signals, into what gets lost in transmission.
	She, by contrast, operates through attenuation. Her use of light, shadow, silhouettes, and spatial intervention produces environments in which form is gradually eroded rather than constructed. Vision, in this context, is split between macular fixation and peripheral drift, where what is seen never fully coincides with what is registered. It is in this apprehension, the body of work aligns with Jonathan Crary’s account of a modern reorientation of vision, in which the observer is displaced from any stable position and the distinction between internal sensation and external perception becomes irreversibly blurred.[11] As he writes, “a repositioning of the observer… into an undemarcated terrain on which the distinction between internal sensation and external signs is irrevocably blurred.” Form becomes probabilistic, dependent on position, duration, and the limits of sight.
	Building on her earlier presentation a lure at Titik Dua, where the title folds attraction into apparatus, allure as seduction and lure as device, the work establishes an accretion of address without guarantee.
	She situates presence within systems of transmission, where what appears is never secured at the point of reception. Her materials, most notably the fishing rod, or joran pancing, are epistemic instruments. Within fishing practices, the rod functions less as a measuring instrument than as an extension of the body, registering minute variations in tension that remain imperceptible and unseen below the surface. It operates through responsiveness. When Hardy bends and suspends these rods, she does not impose form but activates this condition. The rods occupy space actively through curvature and tension. They function within the same lexicon as Karen Barad’s notion of intra-action, where measurement does not presuppose a pre-existing reality but participates in its emergence.[12] The fishing rod does not register a pre-existing force as an external datum, rather, force becomes legible only through the entanglement of everything. Measurement, in this sense, is not a detached act of detection but a material event that produces the very conditions it appears to observe.
	The rationale of allure and lures develops into an overarching inquiry into attraction as a technical and perceptual condition rather than a representational motif. What appears seductive is simultaneously operational, a device that configures the terms under which attention becomes possible. Hardy’s parabola and signal-based works protract the condition into systems of transmission. Signals move through space as contingent events, subject to interference and delay. They do not guarantee continuity between emission and reception; rather, they expose the structural gap that makes communication possible in the first place. What is sent is never identical to what is received. It is produced through delay, displacement, and partial transmission, aligning with Jacques Derrida’s articulation of différance,[13] where what appears is constituted through its own postponement. The space she constructs is not occupied but activated, a field in which relations precede entities.
	This logic reorganises itself across material form. In the suspended sculptures, incense coils slowly unravel over time, encircling assemblages of lead weights, glass tubes, and fluorescent baubles. These are durational devices.
	To light the incense is to initiate a call, a signal released into space with no mechanism of return. The smoke disperses along courses that cannot be retraced. What was solid becomes atmospheric, losing its form not through destruction but through a gradual surrender to the surrounding field. This is the lure at its most speculative: cast outward, subject to delay, interference, and loss, persisting only as trajectory. Osip Mandelstam in the Voronezh poems knew this condition from the other direction, the word lost before it leaves:
	“Я слово позабыл, что я хотел сказать. Слепая ласточка в чертог теней вернется На крыльях срезанных с прозрачными играть. В беспамятстве ночная песнь поется.” [14]
	“I don’t remember the word I wished to say. The blind swallow returns to the hall of shadow, on shorn wings, with the translucent ones to play. The song of night is sung without memory, though.”
	Language falters at the point of articulation, and the call continues without memory or origin. Presence, then, becomes constitutive of the work itself. Georges Didi-Huberman's reading of Freud's notion of "considerations of presentability" (Rücksicht auf Darstellbarkeit) holds that the image is never fully present to the gaze but emerges through the constraints of its own figurability, always already shaped by what resists being shown, appearing only through the threat of its own vanishing.[15] This logic of constitutive loss sharpens in the clay work through the introduction of fossilized lover snails ‘Natica Conjugata’, a species defined by fusion rather than reproduction. When two bodies meet, they do not generate difference but collapse into one. Read through Julia Kristeva's account of abjection, this fusion marks the point at which the boundary between self and other, interior and exterior, becomes untenable.[16]
	The abject is not what is expelled but what refuses the distinction that would make expulsion possible. What appears as union becomes a limit case, where presence intensifies precisely at the moment of its disappearance.
	This places 'Navel Gazing' in proximity to the same problematic. The navel is the site where abjection was first administered: the cord cut, the maternal body expelled, the boundary between self and other forced into existence. Kristeva's subject constitutes itself through this severance, but the scar remains, marking the place where the distinction was made and recording the violence of its making. Jean-Luc Nancy's notion of being-in-common arrives here as a counterweight: existence is always already both absolutely imposed and exposed, and the navel, as scar, holds both of these conditions simultaneously.[17]  It records a severed transmission while maintaining the condition of exposure that preceded it. The body does not stand prior to relation. However, the body is constituted through it. The navel unsettles the division between interior and exterior, holding the body in a state of openness interlaced by a connection that no longer functions yet cannot be erased. Where Kristeva locates the origin of subjectivity in an act of expulsion, Nancy locates it in an irreducible exposure to the other. Hardy's work holds both positions without resolving them.
	This logic extends into Hardy’s mirrored wall piece, where the instability of presence is displaced onto the act of seeing. The viewer encounters a single eye returned through a constrained orifice. Vision is redirected back onto the self, severed from the body that would normally stabilize it as subject. The eye sees, but cannot situate itself. In this, one might recollect upon Georges Franju’s Les Yeux sans visage.[18] Where Franju renders the face, the primary site of identity, indeterminate through violence, Hardy achieves this through aperture and constraint alone. The uncanny requires no narrative, only the conditions of looking. Seeing persists without resolution into subjectivity. Presence is initiated and does not arrive.
	There is, finally, a shift in how space is understood. The bent rods do not define boundaries but generate fields. Space becomes elastic, shaped by tension rather than enclosure. Light and shadow extend these conditions further, producing secondary forms that are equally unstable. The work oscillates between material presence and immaterial projection, between what is seen and what escapes vision. Form is never fixed but continuously modulated, held in a state of suspension where appearance persists only as long as it continues to defer itself.
	Chintia Kirana's practice originates from a condition of structural displacement. Born in Jakarta and raised in the American South within a Chinese-Indonesian family moving between Buddhist and Christian traditions, her work emerges from a layered position that resists singular identity. Belonging persists as an ongoing negotiation, structured through gaps, partial visibility, and what remains unsaid. Such a condition resonates with anthropological accounts of liminality as constitutive rather than transitional, where the threshold is not crossed but inhabited as a continuous state of in-betweenness.
	Ritual inheres here as procedure. The materials suggest processes of offering, dissolution, and return, situating the work within a more expansive cosmological logic. Expenditure, in Bataille's sense, is not the dramatic annihilation of the singular offering but a continuous hemorrhage, value leaking out through repetition until what remains is pure residue, stripped of function and dense with duration.[19] Yet this is not a return to symbolic meaning. The works do not represent transcendence, they stage it as material procedure, though this does not translate into narrative.
	Rather than translating these conditions into narrative, Kirana works through time-bearing residues: ash from joss paper burnings and cooking carbon gathered from lived environments. These materials are symbolic substitutes and already-transformed matter, carrying within them the imprint of use, combustion, and duration. In alignment with material culture discourse, matter functions as a field of inscription, where definition is produced through physical change rather than representation.
	Her works therefore operate through cycles of decay and reconstitution rather than fixed states. Ash, in particular, carries a precise ontological instability. It is simultaneously residue and potential, the remainder of ignition and the possibility for reformation. It marks the passage from presence to absence without completing it, producing a state of suspension in which disappearance is continually deferred.
	Within the framework of Present Presence, Kirana’s work occupies the threshold between appearance and disengagement. If presence is understood as something continuously produced and destabilized, her materials articulate its most attenuated form. This aligns with temporal frameworks articulated by Barbara Adam in Time & Society, where time can be sequential but it is also fundamentally accumulative, folded, and continuous.[20] Her surfaces register this condition structurally. Through burning, layering, embossing, and accumulation, time is inscribed directly into the work. Heat and pressure leave irreversible marks, while reflective elements such as gold, silver, and mirrored planes introduce unstable optical fields. From a distance, the works appear restrained; up close, they fracture into particulate traces and constellations. This oscillation between coherence and breakdown recalls phenomenological accounts of perception as structurally incomplete. It is also in dialogue with photographer Wolfgang Tillmans’s To Look Without Fear,[21] where seeing is understood not as mastery of the image but as exposure to its instability and disastrous tendencies.
	This instability is both formal and historical. The New Order's systematic erasure of Chinese-Indonesian cultural presence, as expressed in through the prohibition of public Chinese-language expression, the enforced adoption of Indonesian names, and the suppression of cultural institutions, produced a condition in which identity could only be maintained through concealment, substitution, and coded transmission. Pramoedya Ananta Toer, writing from within and against this suppression, understood that what is withheld from official record does not disappear but migrates into other forms of keeping.[22]
	In Kirana's practice, especially as expressed in ‘Notation (1998)’, this history is not represented but materially ingrained as logic: restraint, interruption, and the tension between exposure and protection. What is withheld is not absence but pressure. Memory redistributes across surface and residue, persisting as a durational trace that resists consolidation.
	So if presence only ever emerges through the continual negotiation with its own disappearance, what are we encountering when we insist something is here?
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