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Statement | Syaura Qotrunadha

TRIPTYCH

The Tales of Land, Water, and the Echo of Human Expectations

Education is like a tree. It grows beautifully if we water it properly, in fertile soil, under the right conditions. When the water is contaminated and
the soil becomes less accessible, the tree rots before it even has the opportunity to grow.

“Triptych” is not only about how school and the system shape us today, but also about how the era of transitions affects our understanding,
function, and expectations as human beings. It is manifested in our relations with family, friends, and community— from the microscopic level to
unreachable outer space, and from land acquisitions to water pollution and the melting poles.

Post-war generations might have worked hard to rebuild industry and the quality of life, the healthcare system, the monetary system—this
system, that system, my system, your system—trying to show the world that we are the best at this and that. But they never really move forward or
genuinely learn from the past, until time just flies by and another war happens, followed by one after another.

Who is the “world"? It might not be as distant as we think. Maybe the world is our hopes, the sounds that chant in our ears right before we
fall asleep, our inner mind when experiencing joy and disappointment in our lives, the countless temporary encounters that we have had, the
inner circle of people that we put our hopes in, the rotten brain that has scrolled too much, the games we play simply to set our alter ego free, our
chaos, and our peace of mind.

We are not really living in a new era. In fact, we are repeating histories, only in different forms. As the saying goes, “The apple doesn't fall far
from the tree.” That might be true, since those of us who are living today do not seem to be progressing much beyond the level of primates, with

our greed, our addictions, and a tablespoon of “advanced” technology.
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{The Fattest Land at the Fair)

DG F e FIEFA(1080p. 128138) . VARSI L MT—h14T(3E—X), hyT 12T —MEETHRb
Single-channel video (1080p, 12’13"), soil painting archive (3 pieces), sticker cutting wall text
2020

ZA{EI$ SAM Fund for Art and Ecology & W k#B% 5 I THIfEShE L7z,
This work is commissioned by SAM Fund for Art and Ecology.
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Racial anthropology is a branch of anthropology
that was widely practiced beginning in the
mid-19th century by Europeans in colonized
countries. In this practice, humans were
measured and classified like plants, sometimes
they were even exhumed from graves and sent to
museums. Not only were these practices carried
out without the subject’s consent, they also
involved various forms of negotiation between
anthropologists and local residents.

Over time, this field of study was applied
in medical research and fashion, and came to
be regarded as a branch of systemic racism,

ultimately hindering its development in colonized

countries. However, the impact of these practices
can still be felt among local communities today,
through persistent ethnic, racial, and religious
discrimination in everyday life.

This raises questions such as, Is our pure
or original identity our true self? Or do the
things that we have long considered to be wrong
or backward actually contain lessons about who
we are?
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Single-channel video (720p, 11°507), life size paper mache sculptures (45 pieces), Java interactive wall text
2020
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The family sphere is the starting point where
humans grow, learn about themselves, and come
to know the environment in which they live. In
this period of transition, it is not uncommon

to see recurring problems such as domestic
violence, discrimination based on religion, race,
and economic status, and regrets concerning life
choices in old age.

It is undeniable that being in an in-between
position is difficult—one that can leave us feeling
directionless and lost. We who live in the 21st
century carry the memories and bodies of the
past while facing a present and future that differ
greatly from what came before.

But are the memories and bodies we carry
truly our own?




(Fluidity of the Future Machines)
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2-channel video (4K, 13'03"), graphic wall text
2021

{2 Hyundai Motor Group & W &% THIfFShE L7,
This work is commissioned by Hyundai Motor Group.
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Fluidity of the Future Machines is a two-channel
video that explores the evolution of human-
made technology and its relationship with

water distribution. Narrated by an elderly male
figure, the piece invites viewers to reconsider the
relevance of technology, materials, and everyday
tools in relation to the human body and the
surrounding natural environment. Through
rarely seen microscopic visuals, the work reveals
hidden elements that exist all around us yet
remain invisible to the naked eye.




B S S W 3

il

~ L~
SRt N 2

X

S
e

—N— TR 7 NANI—Y ‘ —\\“'F\\'IN.'QP_’\'\'N\: ‘ Q)‘”o'l'

AC I

RIICLT, BEOLGERTHZ, HAULELOREICEHENE
(The Fattest Land at the Fair) (i CRHBALLH) 1, &5
ICREBHAANIRIGEEDAD, ZDEEIEKIE. HEFEPEF
ZOHDOHBEGENICE-/2ELTH. ZOMRILBIE THAAENS
MR L NISTER T B MR B RB TH o7

AIECOvIZ- ARGV F LIS, T—hATHUR INTH—T X,
ZLTHI U REHAEDE TV, [ (I—Ov/ 0 NEEHE) 1E
MR2EBR)DRET. ((URFXTRERD)FOSBANOEEE), 5
HEDBERRELIEVWIFL—2alh 704 NBRAERE.
JPILAY1T-F X T - LItk B3 =T REROAFZN/O-X
TyTBRICERSND, 1910FK. XT-2RBZT7XENDBMHE42
BOBEOERERMUL, BETAPHFATEECARRLE
I, FEREERL SR L 0 (115
BZEEERIEL TV, ThISHERI S EIEZROMENEE S, B
FESMEVWIBNEESADDHDE o7,

ZHLEITWICH T B3I MILF ZOBEIE, BERO TR
22 712 &BEE [Racial Science and Human Diversity in
Colonial Indonesial] (f8ER#H#i1 > KX 7IC8 132 ATERIZEE AR
DEFEHE)EEBLSELL TV, NEZEMRELEY. AE
FHERELTHEINAERERICOWVWT, 205 ICHIE
L. WHEREEHEBLERTIHEON AL, ERH
BOSCAR CHEFIBICEFML CE 22 VR D F 13353

BERMRAELIE AEZE cWbUIERBESLAEAES
TEBSOEELEHVEL. #HNEEROMRELTE, BD
THRIANIOZ TV YNV AR, MEMER. ZLTH
RMRPBHONTEEEHNARE OBREERTRIEL. BRIEE
N A2 DREER)AG ABFORERMLE FRLTE/, 18

RpsCICIEEES N, N2 EIBBLEIRT 5728 DEER DORITE.

SHOFURNEREHIR X2V T REOHNFICH, LB E
ERIFLTWVS,

A7

LU RRS T OBRTIERE. FIARES 2290 FF (Y2390)0
K EETEOBEEBEDCHBAPMDASNT NS, 7
DR, T30 OBEHEHENIET L, BHLELETEA
DT K+ RET S M ARIBE L TIRIEL L. 35IBHLL,
SEBIECRHTEALDSUE, Taa%. ZLTHOHEKT
BEIRTURHLEDH ST Y RETAREEIC L, FETE

DENERRTEILIOKD/ CORBIGENLCREEEELR
BZEIChY), ZDBIET(EBTAD)FFEN HEISHE LA ED,
HEOERESSICAT35& 2t o1, EHDBABN—TEMET
B FYTAL Ty DEFRPRABELEP IR ICERSN
TVWEEFREHSH>THBEXDTIHED RoN, BEOMNMIC
FHoT. BBUEATITICLIMEEAEBNEREL. BEEN/HL
HEHBIEER, LD, N—LHEEDLKICLZEMEDHSBIRIE
DFRGUER M-IV TEEICL SRR AR, HETHEEE
LTV BBEREE RSB VBT LA o7

F—T1AM b= T, AR FH IOV TDEZETES
TV BEICESTHRE . ABOIMANOHMBEEETRIETHS
ERBFIC, MBERABEIICIELRTRES THEEWN I, 11HED
12857717 MG > 22— 3> (ALANLIC) (Astronaut,

Living Area, and Nomads’ Land Identity Card : SFERITL. EiEZRMHE.

ZLTEZTHHEVWED DA —R)TIE, FEHAM, Fifiss. /X &5
ICWREFEEEE VWS HRERP RS, KEEAT/SIIVTIRICE
V), BRYFRET- T ) AED > TWKIEFHIRASN TV S, [#]
EHEIREFELET. SV TERULTO N, oK BEB3WHEAE
BFEhTW ZO—EDTTAIE. [V BaamEELTH
RILT2HDTHo7zo LALLM FH I, RiHEREI R 2 E
ICHBVWTHENLEREELTWS—AT. HEEFRPRFEN
SHEMNRBEOMUICEVWTHERINIZEDLEELEZITWVS,
(ALANLIC) 1. (Astronauts, Living Rooms, and the Wal-

lets of People in the Middle of Nowhere) (FERTL. £iEZ2mE.

ZUTEZTHRVED A2 DMK e RRSEIERE, TV Fv
SRIVERDSHERL., BREDRERT - IlEREEZET 1T
LY —EAVTWS, BENEFITITEBVEN D, BRI
SHEBBEMEEBRALETFDN, HIVEDDNT+—V L ANERE
LTERICHMAEN TV,

OIS ERLSDREIL. ABICE-TEIKEHLRER

PEoteIN TRy VEE D RBL TV B0 ANEDFIEPIAE 27D L,

FEIZ20205F, WEHEATHAETOZRYFIRRS N, Kh)IcH+>
A FEMBRIRSN BRI, BB ERBII2HOEVESNV
EDELTO ] EVIBRIG, REUEIRON, 77/00 %
HIFETBIET, TIOUXvy TRTIRADREE (2775
DARBEVSIHRICATET IREBRI IR TBO Lo/ 25
LR E L, BHBEDSDBMOPFTCINETIZEALHEICEHEDS
NTCZhp ot T7/05—ADTIIADREBEN 15T HHP
FREVOIRRRAVEERD £/, BadT XXMM DOREICEEA
1o feBTL BB ORER R LTV,

G\

Keywords:

Presence, Paradox, Knowledge,
Education, Irrational Expectations,

opsen® c2

L
= ausl_a,‘_s,__s.!-f—'ﬁ"":-.s Inferiority Complex, Transition

\ Childish monologue by a child vaice

The Fattest L;ﬂd at the Fair

Keywords:

History, Memories, Negotiations,

Knowledge Reproduction, Racial
i Science, Land Acquisition.

Horror Bedlime Storytelling by a
maother voice

OPEN SITE 10

uture, Cycle, Technology,
enatic Adaptation, Migration,

| Creations purely based on outdated tradition J
| lack of contemporary context and depth o
- visions. Secluded ambition and desire.

SYAURA QOTRUNADHA

ALY}

{Fluidity of the Future Machines) (REDH#g 07BN ) £, ¥
EBEUHOISDOVEEICLBEEES LT, ARBEKEDEMELE
ERRERFRTIICARERV TV, (ERETE, KEBEHMEE TIRA/M
BH IR IR, 22 TIrkE AR S REHEE PRI L
BAEHEBHLOD. IEABPWAERER (TP RFL)ELTRRALTW
B, ZUTAED LT BIRAIERE L, KOMERRIED
5. ZOLREBEANEBITT S, B R REEVIIREEL
DEENRHEME. S5ICILERED VA ZHRMICEEST. Kix
ANEB. NS OTFEICESTH, HEBEZOBOEN2ED
OTEETFRELTHINT WS,

A {E L. Hyundai Motor Group (RICBBE SV —7) H Eye-
beam NYC &I TERL WS, B4RIVHT7 7 —K-7 0554
(01 FE)D—IRELTERSINAERTH B, SNETI TN Fv
CRIVERELTRBAINTE N, AEELL S BEO IO
T ERVWERE 2L —2a  ELTRATE2EEE A
TW oo REZREICEZIY—2TRINFFvoRIVERDTD
NTWRIEERAY), TOKASAETIE, BEndbzr o (HE/114R
B)DEREES AL, T MNRGHICEE L/ BEERICEST
E@RPHIRINT VD, JKEKGEDVWTRZE. XFIBKICETS
SEXELHEF (MJET) T, ChatGPT ICE- TERSNIEREE
FNTWVB,

BKICIE, BPURTVRSHEF—T7PBREINSS. ZOE
N%BFETEIIEGDTLHRE TIEL V., KIKEDI%ELD TS
T17 THBDERRIC, BT OFHIGICH D, (FrEREL)
BLIEEAD ICERUAREY, (BEIIHRE) DS ANE->»
FELEoTWB, RRED. (ERPBEINTOIRREDKREIC
E. BEXUOXIUREECEERMPAVSNTVS, TA1 Ty R
TyTrRA-ANFE) O, BREMRUBUEEMOHEAEDE
3, 23 TFT I T19 IR TAZA N —=FH XV EBT IR
HBEIE D, LL. IHULEB I ARERPBASTRERAICIE. Eah
EAEDEEINED. EVDIDHBURIEHRAEIC, AFEIERBELS
b, WEREO (LA ERITEREL->TWVSB, EVWHREHT
ABFDERNEAy -2 80> TRHDHLENE DS,

MBRY-2BT N TT1IA

RO 77H—RICHINZEY 1 7%, FEEICEEBEINS/N
FIEE, [N T T47 [(Triptych==3&@&=&1F) £ WO, &
HLREDF ) I MAEM TREN G T+ -y bOVEDELTHW
SNTE, MEBMCERMEL DERICEVT, /INRILDINE
R GEBORNPEILC, HIVIEEONIREFER T H%E%
85, AR [Triptych] TRRINT V33D DBIEIERIE. BICH
—DF=XERILITREV, BHROZEL-REN-MENE
HEEEAL. ZTNThOEROESRISEUTHEEELTVS, Oby
IV FZ1E2019F 1 520265 (2 H* 1+ T (The Fattest Land at the
Fair). (Fluidity of the Future Machines). (ALANLIC) DEF
F 77— =EEEHIEL. ERMZE DS, THIDINE. KE
NDRZILLS>TH B IONTE, 1O RRXITOREHER
HEWESERRELTELES KBICSVISEPRRICIRRESNS
ZET K, KB MEV SRR IELEGET D& EVICHETEL
BVWENS, ZNThOMEERSUHET,
BREETH 3 TOKASAMO A 4EMEH, 25077 a—
FEAREICLTWS, HAONVEDTHZ10. KIEEIZERE
BT 2450 T, RAUERICBIBRLHEIZEILE D, 2078,
BURIER DR TRRSNIREN-MEBENLIC S EZ DG THIAL
7ob), EISEU DN TRIEN TED, BRDFISDD2% 5D
% (ALANLIC) & (Fluidity of the Future Machines) I4E U%2fS
ICRRENTHY, WFhh—AOERICEHEBT TV 3/,
DOBURERPRETZEICE58N 3, (The Fattest Land at the
Fair) Tig5h 3, BAT—2DINEICEZERCZROBRIE. K

ESSAY

B7&D (ALANLIC) OEMAREIE T O P 17 22 ORI - 76
. MEREHDELTALE LN -TLB,

(Fluidity of the Future Machines) (Z&133EEMtan/-5|H
KB KEOERICE-T. INETERRED DB THEET S
&1 B, A Triptych] D3 2BD [/¥3IV |ELT, FELEE
EZDHIEAD 2E>TELBEFICI TS, by F A DOYETFHE
MERNWBEENERALL TV, RIBERELRIEEFTWLIE
ICBE5T AEIE. HEBRAEPREEOFRERHNEREFROSH
TBATE:, BRENEMEAR. R, ERICOVTOMEEICK
EHTTWS, MOEEIR. H5OIFIEHHEBEPELEN/E
AR TBLUBINSEEL (&, BLIEN, BEFLE O (fhs
NARENCHDLE TIIES, BRBROKORREVSIZELI LIS,
ZZTORMREMEDEIRMEE, (The Fattest Land at the Fair) (&
BIBEFEORER 2 SESNIZRER. ZUT(ALANLIC)
CHBFBRNFERFTACFEIELT WS, ZHLTGEAV LN 5T
B0, EROBREME ML OBEMELBERR. 51213708
WOFEELTOMRIETH S, abyILFEH ChatGPT #iERL
=DIE, ZEHEWMHEFLESANDOEIADSTIEA WV, ERANE F
ODRFALE SO AIREM IO - EH N ERM TH D, LrL—
HT R —DIEETELIIC. FIRIEAMD [OEDDEESE
ANEHIRT B | ZETHELT TEEDICHL. ERANE[ZHOE
EOEDNEPRRLTLES MAIEEH D, ZOBERILMEE X, F
PEONEZDIES—ZFE N, FEME. ZLTEEME—IKD
VT RO TEEERT

KPSFEXR

TIRIABHEDRREZ T, 1 RROTOBBRER LB
A&, 2026F 21, BEHBICHIBANERE P DHE
1EPEDH SN, STEM (R H2il- T3 83) 5B, &V bl N THAE
(NN T EERARBFELTRBIWSN ., ZhidThbhs,
HERBAHANOTENABICH/ N SNBZEEBKRLTWS, F
UE. ATHEEPBOTRIBERICOWTOHLLE AN ERS
M. ChatGPT &5 Al EFILOFB HLUERICLEL KDY
BED. TTICHFFOALHPERATE XY MRIMLAWERFIKD
ERE#RE% LE->TVWAEREM S REN,

. 7xx/+¥ X % [Racial Science and Human Diversity in Colonial Indonesial
(NUS Press. 2016)

24 F+- bV F A [Triptych] 27— kX > b https://www.syaurasyau.com/triptych
(72+ZR 2026/1/13)

#Z-V-~ > kL—[Knowing you know nothing in the age of generative (Humanities
and Social Sciences Communications 12. Article No. 409, 2025)

T Ly Y R-7+71) —Z=7#7% [Environmental impacts of artificial intelligence: Energy
use, emissions, and water consumption] (Patterns. 2025)

rOA 4L 57— b2 [Study: Artificial intelligence models might be more thirsty
than thought! https://www.sfexaminer.com/news/technology/ai-water-use-study-
plastic-bottles/article_de4ac7e4-b5ad-4ba7-8b5d-226basf8be2d.html (77 £ ZH
2026/1/13)

r

w

»

YRF—=FZATINF1 | G4DaTI-T—T1 AN BRETOT 57—, A12RXIT%
BEICTEB), NOTWIERRZE(ED2TIN-T—Y, TOVL)ET . 7—T1Xb
BAE 75y 74— L [Palapa Screening Program 5@, 74V LA-5HR-aL 771
7 [Lab Laba Laba]*>/3—, TOKASIZHWT, 47 I—4—BETOIS
L(2024) LUV P—F3—T— YT U RAN-IAL T F 22025 RBERE[ >
BT hNBM,

RESOBRET+X M
QRO—KDSZEIVEITET,
(FFAMAE:YRF—-FATINTA1)



oerosy | |DIENZET ZIY | NOILYONAA 40 YV.LIV JHL 1V STANVd IHL DNINY3I4

Panel |

The first and the most. Installed right next to the entrance and
situated around a striking crimson interior, The Fattest Land

at the Fair welcomed the exhibition visitors. This arrangement
worked as a reminder: A branch of study can be obsolete, but the
authoritarian power embedded in its formation phase persists.

In The Fattest Land at the Fair, Syaura Qotrunadha
combines archival footage, performative and sonic approach. The
voice-over “They (the European anthropologists) also made casts
of their (the Indonesian indigenous) body parts and collected
the bones of the dead people in the name of science” narrates
the close-up shot of de Zwaan’s Nias plaster casts. In the 1910s,
Dutch anthropologist JP Kleiweg de Zwaan collected facial
information of forty-two Nias men. Through extensive fieldwork
involving craniometry and anthropometry this research aimed to
categorize the local inhabitants into “races” with supposedly fixed
physical and mental attributes. This created a scientific veneer of
legitimacy for the colonial power structure.

Racial Science and Human Diversity in Colonial Indonesia,
a publication by a historian Fenneke Sysling, plays a seminal
role in Qotrunadha’s criticism against this practice. Sysling
suggests historians of anthropology have critically evaluated
anthropological plaster casts in the colonial context, both for
this unpleasant experience in the process of their making and
for their role in classifying, typecasting and controlling colonial
subjects.

After World War II, the entanglement of anthropology
with colonialism has been a major point of self-reflection
and critique within the discipline. Postcolonial and subaltern
studies, specifically, have highlighted the relationship between
knowledge, power, and the historical context of the subjects
studied, advocating for a decolonized anthropology that
engages marginalized populations on their own terms. The
legacies of these colonial surveillance methods continue to
shape contemporary digital surveillance regimes and security
practices'.

Panel Il

One of the most attention consuming controversies in Indonesian
politics is the allegation of the fake undergraduate certificate of
the former president Jokowi. The accusation intensified after the
second term of Jokowi's presidency was succeeded by Prabowo,
a former military general he endorsed. Many in the opposition of
the ruling government urged Jokowi and the Faculty of Forestry
of Universitas Gajah Mada Yogyakarta, his alma mater, to show
the physical undergraduate diploma certificate to the public.
This allegation underwent several legal episodes. The (alleged)
certificate leaked to the public just to gain amateur speculation.
On a political talkshow, digital forensic analysts and fellow alumni
debated over typography used on the certificate. Regardless of
the authenticity, this allegation eventually turned into another
media circus that overshadowed the ruling government’s
controversial policies, among others, intensifying agrarian
injustice by the expansion of palm oil industry and peatland
exploitation by pulp and paper industry.

During the artist talk session, Qotrunadha shared her
personal take on paper; she finds paper as a catalyst for human
perception towards knowledge and, at the same time, an
inevitable signifier for education. ALANLIC (Astronaut, Living
Area, and Nomads' Land Identity Card), her eleven minute
interactive video installation, captured the pulpification of papers,
be it a lesson module, a journal, a final thesis or a diploma
certificate into a mushy state and, finally, a papier-maché. No
more sheets; the pulp is pressed and molded into a completely
different shape. The performative act materialized the idea of
knowledge. However, Qotrunadha, also believes that, as much as
academic institutions possess systemic authority at the societal
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level, education is also defined outside the environment of
schools and universities.

ALANLIC is a further development of Astronauts, Living
Rooms, and the Wallets of People in the Middle of Nowhere.
Expanded from its single channel version, ALANL/C employs
a visual sensor that interlays the audience onto the screen.
Following the visual narrative of the work gives the audience a
further sensoric experience. They become another layer of the
performative element.

The expansion of the initial videowork also reflects the
fragile and challenging time for mankind: the pandemic era.
2020 is exactly the year this work is initiated. The idea of paper
as one of the longest standing signifiers of education was
challenged during the time where long-distance online learning
was chosen to cope with the restriction of physical interaction
in education institutions. Reliance on technology reveals class-
related situations within the society, digital gap, inaccessibility,
or limited infrastructure, to name a few. These distances were
amongst the rarely discussed aspects of education. Oblivion,
doubt, and other epistemological experiences resulting from
technological inaccessibility also shape our knowledge beyond
mere memorization of textual modules.

Panel IlI

Narrated by the raspy voice of an elderly male, Fluidity of

the Future Machines chronologically unfolds a complex
interconnection between mankind and water. The narrative
departs from a very striking footage: a microscopic footage of
water. The visual conveys the idea of water as a non-human
ecosystem that can transcend throughout the human’s corporeal
structure and technological civilization. The premise of the
videowork gradually shifts: from the material sense of water to
the metaphorical idea of this element. Beyond its frozen-fluid-
gaseous state, shapeshifting ability and countless versatility,
water has shaped social structure for both mankind and non-
human beings.

Fluidity of the Future Machines was commissioned by
Hyundai Motor Group in collaboration with Eyebeam NYC, as
part of the 4th VH Award programme in 2021. Even though it has
been circulated as a single channel, since inception, it was made
possible for a spatial installation with multiple projections. Unlike
its previous presentation, where the immersive ground projection
was expanded into multiple channels, during the exhibition in
Tokyo Art and Space Hongo, the videowork is expanded with
an illustrated wall text appropriating renowned Hokusai's Great
Wave off Kanagawa. Upon closer look, this wall text is heaps of
fun facts about water partially generated from ChatGPT.

Itis not hard to spot several popular signifiers incorporated
in this videowork, but to comprehend its intention is. As much
as water is the central narrative of the videowork, the subtle
visualization of Mount Fuji in Hokusai's woodblock print
motivated Qotrunadha’s appropriation. On a more trivial note, the
exhibition space floor, where this installation was projected onto,
comprises volcanic sand composite extracted from Mount Fuji.
Combining Sir David Attenborough-esque voice-over and nature
stock footage, one could easily associate National Geographic
or Discovery Channel as the signifier. However, the twist this
appropriation conveys feels rather off. The videowork concludes
the narrative with a normative-coded and anthropocentric
message: humanity has become the primary agent of planetary
change, for better or for worse.

Triptych after Trilogy

From mosaics on a church facade to panels installed on an
altar, triptych as a layout has been one of standard formats for
Christian art from the Middle Age onwards. As for narrative-
driven or sequential arts, the division of the panel structures
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the time flow, chapter, or specific context. Three videoworks
presented in “Triptych” don't merely address the same theme(s).
They share few similar visual and narrative signifiers that function
for the videoworks' respective focus. Between 2019 to 2025,
Qotrunadha developed The Fattest Land at the Fair, Fluidity of
the Future Machines and ALANLIC as a video art trilogy exploring
Indonesia’s education system and societal beliefs shaped by
colonial history, land acquisition, and visions of the future®. The
signifiers mutually shared among the videoworks, such as water,
control, or paper, are connected better and speak for each other
in this new simultaneous presentation.

The spatial character of TOKAS Hongo as the exhibition
space allows “Triptych” to utilize this approach. Entering and
leaving from the same access, exhibition goers are likely to
encounter the same works as they browse through. It allows them
to immediately verify or connect the visual and narrative signifiers
delivered in the videos. Two-thirds of the show, ALANLIC and
Fluidity of the Future Machines even share the same room.
Visitors are prone to the sonic exposure of all video works as they
pay attention to either one. The idea of surveillance and control
paved by the collection of personal data set, as narrated in The
Fattest Land at the Fair, became relevant as visitors stepped their
foot before the motion-sensitive projection of ALANLIC.

The cliche appropriations in Fluidity of the Futures
Machines develop to work differently in this arrangement. As
a final panel of “Triptych,” this installation binds Qotrunadha's
critical commentaries on the trajectory of knowledge production
and its institutionalization. More than just a life-long learning
environmentalist show, the main channel sheds light on the
narrative about a comprehensive body of knowledge, practices,
and beliefs developed by social organisms through a deep, long-
standing relationship with their environment. The production of
knowledge predates the establishment of any formal institution
or written canon. Same goes with the Hokusai's Great Wave
off Kanagawa; beyond the Japan-specific icon of water, the
woodblock and paper relationship critically echoes the link
between mold and cast in The Fattest Land at the Fair and
papier-méaché in ALANLIC. It reveals intricate interconnection
between reproduction of information and materiality, as well as
the printing method as its technological means. Qotrunadha's
choice to utilize ChatGPT is beyond whimsical exploration of

technological novelty. Generative Al is a revolutionary new
technology whose impact promises to democratise knowledge.
And yet, as Bentley argued, unlike the printing press, which
expanded knowledge through the amplification of one voice to
many, generative Al reduces many voices to one. Its disruptive
nature provides us with a timely reminder of both the power and
fallibility of knowledge: its authorship, ownership, and veracity”.

Learning from the Water

The education policy in Indonesia entered a new chapter
following Prabowo's presidency. In 2025, the efficiency of public
fund allocation for higher education brought STEM (Science,
Technology, Engineering, and Mathematics) and specifically
research on Artificial Intelligence as the new focus. Meaning
significantly less support for social science. Still in the same year,
a new analysis of artificial intelligence’s environmental footprint
suggests that training and running models such as ChatGPT may
already consume more water each year than humans drink from
bottled water worldwide".

. Fenneke Sysling, Racial Science and Human Diversity in Colonial Indonesia. NUS Press,
2016.
Syaura Qotrunadha, Artist's statement, Triptych. https://www.syaurasyau.com/triptych
(Accessed on January 16, 2026)
S.V. Bentley, Knowing you know nothing in the age of generative Al. Humanit Soc Sci
Commun 12,409, 2025.
A. De Vries-Gao, Environmental impacts of artificial intelligence: Energy use, emissions,
and water consumption. Patterns, 2025.
T. Wolverton, Study: Artificial intelligence models might be more thirsty than thought.
https://www.sfexaminer.com/news/technology/ai-water-use-study-plastic-bottles/article_
dedac7e4-b5a9-4ba7-8b5d-226babf8be2d.html (Accessed on January 16, 2026)
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Rizki Lazuardi | Rizki Lazuardi is a visual artist and film programmer.
Lives and works in Indonesia. Graduated with an MA in Visual Arts

and Film from University of Fine Arts Hamburg. Lazuardi runs an
artists’ film platform Palapa Screening Program and is a member of

film lab collective Lab Laba Laba. In TOKAS, Lazuardi participated in
International Creator Residency Program (2024) and exhibited in TOKAS
Creator-in-Residence 2025 Exhibition “Lingua Franca.”

Wall text from exhibition can be read

via QR code.
(Text written by Rizki Lazuardi)
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Related event | November 30 (Sun), 2025 | Talk | “LOCAL SIGNALS/GLOBAL WAVES: Video Technology in Indonesian Artistic Practice”

=

FRAR: oA TIT YT -HYINVTF o | 9492707 —F1Z b, LOKUS Foundation#BaIEE 1) XX —-F XTIV T | 7=F12b Fal—5—
Guests: Syalful Aulia Garibaldi ‘ Visual artist, Co-founder of LOKUS Foundation Rizki Lazuardi ‘ Artist, Curator
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This exhibition, structured around three video
works by Syaura Qotrunadha made in 2020
and 2021, seeks to articulate the current
position of Indonesia through a constellation
of fragments shaped by different eras, motifs,
methods of video production, and modes of
narration. The artist explains that the three
works refer respectively to the past, the
present, and the future, and that their stories
are voiced by three distinct figures: a mother,
a child, and an elderly person. Each narrative
unfolds in a non-linear, non-sequential way,
with episodes assembled fragmentarily.
These fragments at times overlap, at times
supplement one another, and at times
resonate, giving shape to individual scenes.
Each work is accompanied by text
that has been carefully edited and visually
composed, though legibility is not treated as a
priority. Despite the exhibition's relatively high
density of information, this deliberate opacity
is a consistent thread throughout. Each video
includes narration in Indonesian, along with
Indonesian subtitles. These subtitles reflect
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Qotrunadha's research into the history and
structure of language in Indonesia, which she
began in 2016. Loanwords drawn from various
sources appear alongside the Indonesian text
in their original scripts, including Sanskrit,
Arabic, English, and Dutch, making the
subtitles difficult to read even for viewers
fluent in Indonesian. This difficulty of reading
evokes the low literacy rate associated with
the country’s common language, as well as
the distance between record and memory,
written history and oral tradition. At the same
time, the unruly richness of these layered
languages calls to mind the diversity of
Indonesia itself.

The first work in the exhibition, The
Fattest Land at the Fair, which addresses
the past, begins with accounts of the frenzy
surrounding the identification of bodily
characteristics and the collection of human
bones during the colonial period, undertaken
in the pursuit of “pure races.” These practices
gave rise to racial anthropology, and their
effects did not end with the one-sided

exploitation of the colonized by the colonizers.
The desire to exploit was, in turn, reproduced
among the exploited. As science and
technology advanced, these impulses were
further systematized and institutionalized,
developing so as to generate new forms of
unequal wealth distribution distinct from
those of the colonial era. The work shows
how such primal desires, circulating and
accumulating across time, have expanded into
forms that defy distinctions between good
and evil and have become part of our own
everyday lives. The box-like exhibition space,
painted in reddish earth tones reminiscent
of an excavation site or a monumental tomb,
evokes a condition in which all bodies are
rendered into data and, like the human bones
once unearthed from the ground, extracted
as resources that generate wealth, continually
exploited by vast, anonymous forces of capital.
In the video work ALANLIC (Astronaut,
Living Area, and Nomads' Land Identity
Card), which addresses the present, a figure
is shown silently tearing up rejected essays
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A CirCUIating Dance Around Desire ‘ KONDO Yuki ‘ OPEN SITE 10 Jury member / Program Director, Tokyo Arts and Space

collected from recent graduates, soaking
them in water, and steadily molding them into
a substance resembling papier-méaché. A
high-pitched voice-over begins by addressing
the space industry, the advanced education
required to enter it, and the elite training
systems that sustain it, then gradually shifts
toward questions of character formation
within the family and the community. The
childlike voice maintains a consistent tone,
yet slowly begins to register something

like dissatisfaction and anger directed at
society. The text in this work is visible only
when viewers stand close to the wall and
cast shadows upon it, rendering it nearly
impossible to read. While the work conveys
a quiet irritation and a sense of separation,
the apple-shaped papier-méaché objects that
appear both on the suspended video screen
and within the exhibition space can also be
read as symbols of resistance. They suggest
an attempt to dismantle and discard data

(or knowledge) and to pursue new fruits of
wisdom through direct action.

ESSAY

In Fluidity of the Future Machines,
the work dealing with the future, a series of
episodes centered on water unfolds against
footage shot using microscopes and drones,
oscillating between the micro and the macro,
and between tradition and technology. Text
in swirling, spiral-like formations across the
walls, referencing Katsushika Hokusai's
The Great Wave off Kanagawa (1831), is
composed of questions about water and
responses generated by ChatGPT. A voice-
over telling stories of water on Earth gradually
shifts toward the circulation of fluids within the
human body. As the two narratives merge, the
work concludes with the statement: “But there
is one thing that we must face while living on
earth as humans even though everything has
changed: ego.”

Produced through open-ended
processes, these works remain unresolved
and fragmentary, both in their mode of making
and in their resulting form, leaving suspended
possibilities for futures that might unfold in
either positive or negative directions. The

exhibition title “Triptych” suggests not a linear
sequence of three narratives organized by
hierarchy or progression, but a structure in
which the three stories interrelate and come
into being simultaneously. The narratives
move from racial anthropology in the colonial
era toward visions of a technological future,
yet at every point they continue to speak

to the present moment. For this reason,

the tale of present-day Indonesia gradually
connects with our own, conveying a single,
shared contemporaneity. By casting doubt
on, and reexamining, the identity (ego) that
shapes us, the work moves back and forth—
between national or abstract desires rooted
in sweeping historical forces, and the scale
of individual lives and everyday experience—
circling continuously through the space
between them, and around us.
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A person’s life journey can be intuitively revisited through geopolitical and
spatial perspectives. “Fragments of the Home” was created to explore this
process. This project is an ongoing site-specific series that utilizes the materials
and technology available where the works were made and directly responds

to the social situations occurring in their surroundings. Rather than seeing the
term “home” as a tangible space, this work approaches the human mind and
body as a home, and considers how our home shifts from place to place.

By emphasizing the power of human senses as a universal language,
“Fragments of the Home” addresses contemporary issues around human
inter- and intra-personal relationships, the intersection between technology
and humanity, and the coexistence of nature and human-made tools.

The first project was initiated in Yogyakarta in 2022, and later expanded
to include London (2022-2024).
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PAST WORKS

History Then and Now: Who is Who? (1800s) is a series of works that
question the impact of materialism and technological advances on
embodied social hierarchies and outdated beliefs about identity. In
Indonesia, like other postcolonial areas around the world, power struggles
and the quality of human resources remain pressing issues. Since the 19th
century, we have undergone a series of rapid technological changes, yet this
instant lifestyle has resulted in endless distractions. We sometimes lose sight
of the primary focus in our life, and this way of living forces us to engage in
a constant struggle for survival.

While formal education is seen as a requirement for securing a proper
job and achieving a higher social status, the making of history and the
shaping of social structures are still too often perceived as the responsibility
of former colonizers. In reality, many of today’s social conflicts stem
from our own shallow understanding of where we came from and how
we were formed in a cross-cultural society. Furthermore, the toxicity of
social hierarchy, which is deeply rooted in feudalism, has maintained an
inferiority complex that continues to affect how we negotiate with those we
perceive as powerful.

In the past, there was a visible line between oppressors and victims,
identified simply by physical traits and their place of origin. However,
present-day conditions reveal that we have failed to foster healthy
negotiations even with those who share our traits. Both roles, oppressor
and victim, have become increasingly blurred, yet the core of the problem
remains the same: We have a persistent need to be externally validated and
seen as superior and more capable than others in order to simply survive as
a human being.

So, who is who? Don’t we constantly alternate between these roles in
the name of our survival?
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2024 Basoeki Abdullah Art Award #5, Indonesian Heritage Agency
2021 The 4th VH Award, Hyundai Motor Group
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PROFILE

https://www.syaurasyau.com/
Instagram @syaurasyau

Born in Mataram (Indonesia) in 1992. Syaura Qotrunadha is an Indonesian art-
ist whose dynamic portfolio spans diverse mediums, including photography,
textiles, installations, paper, video art, and archives. Her works merge artistic
practice with cultural engagement. With an MFA, and a background in both me-
chanical engineering and photography, she forges technical skills with creative
exploration.

Major activities

2025 “Biennale Jogja 18 KAWRUH: Tanah Lelaku” Yogyakarta [Group exhibi-
tion]

2024 “Melihat di Balik Wajah Ono Niha” Museum Pusaka Nias, Sumatera
Utara, Indonesia [Group exhibition]

2024 ‘“Indonesia Bertutur 2024, VISARALOKA" Neka Art Museum, Bali, Indone-
sia [Group exhibition]

2024 “Video Art Workshop and Artist Talk: Syaura Qotrunadha” Winchester
School of Art, Southampton University, UK [Workshop]

2023 ‘“Lokananta Remastered Vol.1” Studio Lokananta, Surakarta, Indonesia
[Group exhibition]

2023 “Circle in the Square” No Format Gallery, London [Group exhibition]

2023 ‘“Indonesian Young Artists: Redefining the Indonesian Aesthetic” Gajah
Gallery, Singapore [Group exhibition]

2022 “Ars Electronica Festival” Deep Space 8k Ars Electronica Linz, Austria
[Group exhibition]

2022 “METAMORPHOSIS METAVERSE” Elektra Virtual Museum, Montreal
[Group exhibition]

2021 Korea Research Fellow “10x10: Me Culture/We Society” Online & Offline
Screening in South Korea and SEA Countries [Group exhibition]

2019 My Story, Shared History: LIFEs 2019 dan Sejarah Kita, "Creating Packag-
es for Dialita Choir’s songs", Komunitas Salihara, Jakarta [Lecture]

Major awards

2024 Basoeki Abdullah Art Award #5, Indonesian Heritage Agency
2021 The 4th VH Award, Hyundai Motor Group
Julius Baer Next Generation Art Prize, Julius Baer Ltd.

Publication

2022 “Last Days in Yogyakarta” Artlab Editorial, August 2022
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