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RECORDING MOMENTS

Long exposure—known as pajanan panjang in Indonesian—is a term borrowed from photography. It
refers to keeping the shutter open longer to capture more light. This technique is typically used
to record movement and change. Yuli uses his body and hands as recording instruments, with
the sun as the light source. The objects he captures are merely tools, as he is essentially
recording moments. We quickly agreed on this title after | asked the artist: What do you think
we should discuss regarding your working method in this exhibition?
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This exhibition marks the first time sculptor Yuli Prayitno is showcasing his paintings. He
began painting in 2021 as part of a repertoire focusing on lines, alongside his friends from the
Kantor Bersama Urusan Seni Rupa jalanpulang (hereafter KBUSR jalanpulang). According to him,
despite the final product being a painting, he does not see it as painting. Or rather, as he puts
it, “It’'s not about whether it’s painting or not.” Fully aware that his mind and body are trained
for sculpting and working with objects, Yuli this time uses flat surfaces as his medium. All of
Yuli’s works in this exhibition are paintings, from those displayed on the walls to those laid on
the floor. Soil forks, crabs, chairs, a small bonsai, and other objects in this exhibition space
serve as Yuli’s tools for working on these flat surfaces. The imprints of these objects, captured
through their shadows, are directly marked by Yuli onto the flat surfaces. Even though the
objects and canvases remain untouched, the sun, as the source of light, underscores our
transience, alongside the objects, the artist, and the universe—reminding us of the ephemeral
nature of the moments being recorded. Is he painting? Can we not refer to the act of filling a
canvas, these flat surfaces, as painting? Certainly. However, Yuli does not feel a compulsion or
interest in placing his work on flat surfaces.
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| emphasise the word “place” as it highlights Yuli’s detachment while also illustrating the type
of relationship he can or might forge with the canvas. From Yuli’s perspective, a canvas is a
space where his three-dimensional works can be “placed.” Following the logic of imagery, on the
canvas, Yuli’s three-dimensional works can appear enlarged, reduced, or viewed from a specific
angle. Still adhering to the logic of imagery, the paintings serve as representations or
reconstructions of Yuli’s sculpted objects. For Yuli, this painting represents a space where his
work can be placed. In this logic, can we then say that what we refer to as his work is the object
being depicted? If so, does this not mean that his painting is a work in its own right? What
happens to the object once it is “placed” on the flat surface? Does its status change? Is it a
former work? “An auxiliary tool,” says Yuli.

To introduce this series of paintings by Yuli, | think it’s intriguing to understand how Yuli, the
sculptor, operates on the flat surface called canvas, which leads us to label his work as
paintings. It’s essential for Yuli that what he creates does not represent something, does not
narrate something, nor attempts to become anything other than itself. A moment—or time in
general—is not something that can be recorded as it is. The recording effort is inevitably
complex because time is abstract. In this exhibition, Yuli’s paintings result from the behaviour
of recording, noting, and documenting. What is Yuli recording? A moment. A moment? Yes, a
moment. Why is a moment worth recording? This could be a philosophical question that may or
may not need unpacking right now. For Yuli, drawing shadow after shadow and including the
time and location of his drawings is a way to emphasise the transient nature of a moment.
Yuli’s lines and his paintings serve as tangible proof of the absence of permanent concepts or
the absolute impossibility of repeating a moment. They are ephemeral. They are not permanent
at all. They lack form. To capture them, Yuli utilises auxiliary tools.

The various chairs displayed in this exhibition are also part of Yuli’s personal collection. Chairs
link Yuli’s current interests with his childhood experiences. He recalls a chair he calls the
“village chair” in his grandmother’s house. In terms of design, the chair is modern and
functional. Its authenticity lies in the materials used and the maker’s inability to detach from
the wood-processing tradition inherent in their environment, which may appear ineffective or
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unnecessary from a modern product design perspective. According to Yuli, this is a
fundamental characteristic of furniture in Indonesia. This chair represents a history of design,
reflecting the skills and limitations of traditional resources that shape its form. For Yuli, this
chair, with all its imperfections, embodies a value of effort—where the intention behind his
work outweighs the precision of the final result. Bricoleur, as Enin Supriyanto noted, captures
Yuli’s practice from the late 2000s.

The objects from Yuli’s extensive artistic interests displayed in this exhibition serve as his
recording tools for moments. At the end of the exhibition space, we encounter a sheet of canvas
stretched out on the floor. On it, various objects, lamps, and drawing tools are arranged.
Through this piece, Yuli invites us to familiarize ourselves with his creative process. To
understand the auxiliary tools he employs for recording moments. He encourages us to
experience the act of moment recording. He does not hide or conceal his process; his working
method is presented to us as is. We can shift the lights and direct them at the objects Yuli has
prepared—some crabs tied with red string—at our discretion or as needed. With the available
drawing tools, we are invited to sketch the outlines of the shadows cast by the objects. As we
can see in Yuli’s paintings and other drawings on the stretched canvas on the floor, we are
encouraged to write the time coordinates and the time we spend drawing. This procedure
closely mirrors Yuli’s approach to creating the paintings displayed in this exhibition, though
not entirely identical.

In the exhibition Jangan takut jalan sendirian (Don’t be afraid to walk alone), part of the Thailand
Biennale 2023 in Chiang Rai, alongside KBUSR jalanpulang, Yuli had the opportunity to present a
situation that closely resembled his working conditions in the studio. In the exhibition space,
Yuli hung an object assembled from found items sourced from the exhibition space itself.
Beneath this object, he placed layers of paper and various drawing tools. The light source for
the drawings was the sun. The image and object fields never moved throughout the exhibition
duration. Visitors were invited to draw the shadows of the object and note their location (in
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coordinates) and the time they drew. They could also leave their signature or name if they
wished. Periodically, as the paper became filled, the various drawings by visitors were collected
and displayed in another corner of the exhibition space. Fresh sheets of paper were always
available at the front display. From the drawings of the visitors at the Thailand Biennale 2023,
we can discern that the shadows appearing on the 13th, 14th, 15th, 16th, and 17th of December
(and so on), at the exact same time (let’s say at 12:15 when the sun is directly overhead), never
look the same. In other words, a moment never occurs twice. Each moment is unique,
particular, and personal.

The various crab forms surrounding this exhibition space have been part of Yuli’s collection for
an unknown length of time. He has always had an interest in tools of the trade. As we can see in
this exhibition space, all these crabs are in prime condition. Yuli is indeed a caretaker (of
objects). He not only collects but also strives to restore these items to their original condition,
using techniques (and sometimes tools) from the same era as these objects. Seng Yu Jin once
highlighted the aspect of restoration in Yuli’s work as a form of appreciation for the objects and
their aesthetic history.?

Throughout his artistic journey, Yuli—known as a sculptor, antique collector, and
conservator—enjoys the element of surprise. When creating sculptures, objects, or installations,
he never makes sketches. He fears being haunted by the precision of sketches in his final work.
Or rather, he fears losing that sense of surprise. Depending on the sun—an endless source of life
in this universe—and shadows—an outcome of any object exposed to light—he discovers a
space of infinite unpredictability. He finds a realm where surprise can continuously emerge. |
believe this is an extraordinarily delightful discovery for any artist, regardless of their
specialisation. Yuli’'s working method can be applied across various spaces, times, and
contexts. As a friend and fellow artist, | eagerly anticipate the diverse applications of Yuli’s
methods in the future. | firmly believe that the work of recording, documenting, and note-taking
is always necessary, regardless of the field.

(Translated by chatgpt.com)
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