


COLLAGE

The practice of collage is an important gateway 
to Gilang Fradika’s creative process. In this 
context, collage is interpreted as a process 
of selecting objects, blending images, and 
utilising layering to build fragments and visual 
dramatics. Collage is also understood as a 
series of work to process the configuration of 
objects and symbolic forms in a surreal manner, 
and to develop them for artistic needs as well as 
symbolic representations of factual events. The 
multi-layered and overlapping objects and signs 
imply the burden of knowledge and experience 
as a model and method: to elevate aesthetic 
experiences, construct ideas, discover artistic 
tactics, and appreciate the creative process 
itself. Like a collage, the configuration of objects 
and signs in Gilang’s paintings is a strategy 
he employed for putting together a series of 
knowledge and life experiences. Although 
the visualisation of the objects appears to be 
imaginative, these works literally ‘traverse’ the 
real world. 

Conceptually, the practice of collaging is a 
de facto metaphor for postmodern ontology 
which manifests in the hybridity of visual 
arts and the practice of Remix culture that is 
dense with pluralism and multiplicity. Collage 
provides a democratic space for diverse cultural 
expressions by placing sources of knowledge in 
a balanced and equitable composition. On the 
other hand, this integral practice of hybridity has 
the ability to hide traces of the object’s origin 
through a value-free play of symbols.

Since those early beginnings, collage has been 
adapted by all kinds of artists working in two and 
three dimensions, as well as in time-based media 
such as film, video, and digital processes, with 
varying degrees of cultural critique.1 Born from 
the artistic practice of Cubism, collage became 
a method of finding a form of representation that 
allows the audience to feel a trompe l’esprit—
some kind of ontological oddity.2 Collage went on 
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to be a conceptual tool supporting the discourse 
of existentialism in the Surrealist and Pop era, 
but was increasingly political in the ‘ironic’ 
Dadaist era. Collage then became a medium for 
mainstream criticism of world wars through the 
intersection between politics, economics and 
art.3

Philosophically, collage offers the idea of 
‘borderlands epistemology’4 which emphasises 
its ability to value the distinctive understandings 
of various cultural forms, and deliberately 
forms a meeting space for various experiences, 
modes, and knowledge systems. The key to 
the politicisation of collage is this contradiction: 
combining two different objects or more to 
create new experiences and meanings. The 
meaning created in the collage varies too, 
depending on its constituting signs. Each sign 
has its own historicity, and when combined, they 
create layers of meaning within the collage. This 
totality of meanings fundamentally undermines 
the narrative structure. This is one of many 
distinctive characteristics of the postcolonial 
cultural theory paradigm. 

Likewise with the idea of   objects Gilang presented 
in his work. He combined various signs from his 
lengthy experiences and sources of knowledge 
he encountered along the way as a reference 
for his work, whether overarching narratives 
in art history or virtual information trajectories 
in everyday life. The absence of harmony in 
Gilang’s work often leads to the discovery of 
contradictions. His collage is both poetic and 
political, framed by a critical attitude about the 
brevity of time and the speed of technology, a 
post-colonial view of the world5 and how such 
a view is represented on canvas. Thus, by 
juxtaposing the signs, we can see the immensity 
of the field of interpretation, interdisciplinary 
themes, as well as the ‘intersection of multiple 
discourses’.6 Through the overlapping of the 
objects he painted, between the real and 
the imaginary, between logical and intuitive, 
Gilang’s visual practice reinforces the important 

proposition of collage as a cross-border practice 
with epistemological implications: ‘The borders 
here are not really fixed. Our minds must be as 
ready to move as capital is, to trace its paths and 
to imagine alternative destinations’. 7

LIMINALITY

Discussions regarding ‘boundaries’ is a 
contemporary issue that emerges in post-
colonial Asia. The problem of boundaries is not 
only present in the realm of geography, but also of 
identity. In catastrophism, Gilang’s works traverse 
the binary narrative of the individual struggle 
over identity and the excessive behaviour. He 
presents the canvas as an image of a “border-
crossing” meeting, where the hybrid of identity 
moves in various cultural spaces.8  These spaces 
provide opportunities for diverse individuals and 
conditions to meet, regardless of the boundaries 
of their essence. In the hands of Gilang, collage 
has become a genius medium to produce a new 
language of expression for a dynamic identity. In 
his paintings, Gilang depicts chaotic individual 
gestures, strange objects, imaginary landscapes, 
ambiguous moments, and awkward fragments 
of everyday events. Melancholic narratives 
unfold from these dramatic scenes, such as the 
question of existence, celebration of tragedy, 
precarious position and society, ambiguity of 
time and conditions, or escapism which has 
become a tradition. 

Gilang interprets the reality of life and his 
experience as an individual who consciously 
threads in the liminal space, and keeping 
himself distanced. This way, he often uncovers 
camouflaged individual subjects, or collective 
mimicry, to construct identity in cultural spaces 
that are dense with power structures. Through 
his observations, he also finds himself at the 
convergence of two seemingly contradictory 
values – tradition and modern. This intersection 
possesses a unique network of values 
and knowledge, insofar as they contribute 
significantly to the birth of collective identity and 
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wisdom. For example, in Gilang’s works that 
raise issues of collective and local beliefs, rich 
with ritual symbols and interpretation of values, 
we see that identity is not something that is 
inherent, but is in fact a series of processes that 
continue to grow and to be reflected in his works. 

Translating these ideas to canvas, Gilang 
simultaneously uses the image of symbols 
and their values, and overlaps them between 
objective facts, representations, imaginations, 
and associations that arise, to display the extent 
of fact in this liminal space. Within the liminal 
space, Gilang’s works are not limited by any 
value and essence. He conveys ideas as well as 
embeds memories, summarises and questions 
at the same time, dismisses conclusions and 
creates possibilities. His paintings encourage us 
to explore each overlapping object, symbol, and 
fragment, and discover new, layered meanings. 
In turn, Gilang’s works encourage bodily 
experience and the experience of viewing, as 
explained by Gestalt principles, that we are 
able to understand a work while simultaneously 
uncovering the elements of its constituting 
objects and constructing new meanings each 
time.
 
STAGING

For artists, point of view is crucial in understanding 
the phenomenon of massive cross-culturalism. 
Geographical setting can determine how we 
absorb our knowledge, and how emotions 
give birth to expression. Gilang deliberately 
employs local thinking for reading the global 
phenomenon and all the dualities that arise. 
Instead of guiding and judging, he decided to 
put on stage every contradiction, staging conflict 
- hacking diversity. Generally, we always strive 
to create a harmonious relationship between 
discourse and practice, idealism and market, 
individual and collective, local and global, which 
on many levels are often contradicted. The local 
gesture played by Gilang is: imagine a meeting 
between the above relations in the form of an 

equal and balanced exchange of values   through 
the acknowledgment of each other’s potential. 
He realised that the challenge for local artists 
seemed to be in the openness in accepting 
different ideas. In addition, he underlined the 
importance of learning to understand the 
situation and the position of each component in 
the art scene, along with their varying visions and 
ideologies. When differences and disagreements 
are considered as opposites, and turning away 
is a tactical option, any agreement taken is 
but a sheath to reduce conflict. At this point, 
aspiration for agreement and togetherness has 
become a utopia. Therefore, staging differences 
is an important strategy to see the reciprocal 
relationship, to see possible exchanges, and 
to unravel potential conflicts between the two 
parties. At that point, we will have to be able to 
accept criticism when dealing with conflict.

The idea of ‘staging’ is raised by Gilang in the 
visual landscape of his painting. Contradictory 
fragments along with the gesture of the 
performative subject were chosen to present the 
narrative of the work to make it more alive. Stage 
and performativity are two terms that often take 
place in our lives but we are rarely conscious 
of them, and Gilang cleverly uses them as his 
artistic choices. The visuality of the stage is 
depicted as in traditional art performances 
(shadow puppet, traditional plays, et cetera), 
and the performativity of the actors as the 
subjects in it. Such are the fragments and the 
dramatics that appear in Gilang’s works. These 
two things also coincide with his background 
of agricultural society, where identity problems 
manifest in the grey areas of attitudes and daily 
behaviour. And the philosophical values   of 
tradition often become a catharsis for exhibiting 
these ambiguities of identity. 
 
PRESENCE AND ABSENCE 

Gilang’s works are immersive. Memory and 
experience work on a less personal level, but they 
are able to capture nuances and retain certain 
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moments of specific cultural or historical events. 
These moments are remembered through a 
network of objects that is closer to a visual index 
rather than just symbols or icons in the semiotic 
tradition. Through indexicality, Gilang’s paintings 
offer the viewer a chance to examine objects that 
represent other ideas that may have otherwise 
been ignored. In his works, he concealed several 
figures or objects that significantly shape our 
interpretation of his paintings. By having them 
hidden, he implies that there are other voices, 
views, or experiences which are often overlooked. 
The incompleteness offered by collage allows 
the artist to embed autobiographical features 
into his works, encouraging the audience to be 
collaboratively involved in interpreting them. 
This tactic can be understood as a critical self-
awareness of the artist’s power over the work, 
as well as an experimental space for the viewer’s 
interpretation.

The traces identified in Gilang’s works are, to 
some extent, related to the themes of ‘loss’ and 
‘absence’. Loss is a mental experience of the 
absence of an object, whereas absence is ‘the 
state of being away, not present’ whilst presence 
is defined not only as ‘the factor state of being 
present’ but also ‘something felt or imagined to 
be present’.9 In this context, experience plays 
a significant role in defining absence. Often, it 
brings the audience in a state of perception that 
‘something’ is missing. A simple analogy that we 
can use is; if the experience requires physical 
presence, then absence is very much dependent 
on moments and memories. This shows that the 
human physical and mental experience is very 
significant. The mental experience specifically 
refers to the liminal space, where the threshold 
is the human experience itself, and nothing 
exists beyond that. Thus, as Gilang’s mode of 
operation, collage is not only interwoven with 
the composition of objects and images, but also 
a series of life experiences that can be traced 
through a series of signs in his paintings.

The physical experience of viewing the work 

along with the mental experience of dealing 
with the ‘absence’ of signs in Gilang’s paintings 
actually provide us the opportunity to enter the 
liminal space to derive a personal, poetic, and 
sentimental meaning from reality. By allowing 
each sign to find its own interpretation, Gilang’s 
work acts as a catharsis that leads us to explore 
the reality of the many crossroads in life that we 
have to choose and face.

9 The Chambers English Dictionary. 7th edn. (1990). Edinburgh: W & R 
Chambers Ltd.
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Dalam Barisan Ratib
2022
oil on canvas
200 × 300 cm
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Melawat Desember
2021
oil on canvas
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Durma
2021
oil on canvas
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acrylic and oil on canvas
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acrylic and oil on canvas
122 × 95 cm
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The Gift – Cultivate
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acrylic and oil on canvas
122 × 95 cm
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