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In 2013, the National Commission for Culture and the Arts (NCCA) launched 
a book that was an inventory of the Philippines’ intangible cultural heritage. 
Titled Pinagmulan, the book focused on the documentation of indigenous traditions 
and practices that allowed the readers to travel the archipelago to discover 
the nation’s unique story through its intangible heritage, also known as living 
traditions. It documented expressions of indigenous peoples’ (IP) “multifaceted 
creativity, breadth of skills, and depth of knowledge that was the foundation for 
nation building.” It cited oral traditions and expressions, performing arts, rituals 
and festive events. It presented stories of traditional crafts as well as practices 
concerning nature and the universe. 

One of the stories featured the epic tale of Lam-ang, conceived by ancient storytellers 
from the North of the country called the Ilocos region. The warrior’s weapon was 
documented in the design-compositions of the Iloco binakul, an ancient textile 
with a whirlwind design that represented the power of Lam-ang to conquer foes. 
It’s easy to imagine how the Ilocanos told the epic tale, again and again, to keep 
them occupied as they worked on their looms. 

Meanwhile, the people in Jama Mapun that live on the island of Cagayan de Sulu 
in Tawi Tawi created folk tales based on the skies above them, stories of the 
constellation which guided not just travelers but were also linked to major economic 
activities such as planting, fishing and hunting.

Buklog rites by the people of Subanon from Zambaonga del Norte and Zamboanga 
del Sur were multi-purpose and complex. They were rituals that were all at once 
thanksgiving, curing of an illness, reception for a new home, final burial, greetings 
of an honored guest, elevation of a new timuay (leader), even rites for a recently 
dead infant. During a ritual, participants moved to the same rhythm and released 
guttural syncopated sounds that told the stories of their ancestors.

Indigenous people ascribed to the belief that the world is connected and that it is 
imperative to pass down this wisdom to their progeny through stories. The endless 
creation of stories is not only an important way to educate but also to form a cohesive 
community. Creatively crafted, these stories brought people closer together, and 
connected them to the land they lived in and other living creatures on the planet. 
These rituals and efforts to create compelling narratives filled with wonderment 
have allowed IPs to create art daily, the art of the everyday. 

Compare it to the reality people live in today in which the world is more fragmented 
than ever, and how, especially in first world countries, more merit is given to 
individuality than to the community. As a result, most live a life of apathy towards 
issues that need collective action, such as inequality and injustice.

While the pandemic has exacerbated and brought forth protests against these 
issues, there is no universal outcry that has effectively expedited their resolutions. 

Furthermore, there is no shortage of distractions, specifically activities done in 
siloed, which have made it harder to develop active citizens engaged in movements 
that can help attain a better life for the majority. 

To survive, many people need to make a living as a cog in a machine built for 
consumption and within the parameters of a neoliberal structure. Many, especially 
those living in cities and urban landscapes, have accepted a system where work is 
so efficient that tasks are broken down for maximum efficiency. Unlike traditional 
cultures that have their collective memory with the community, most people today 
glimpse other lives through transactional interaction or social media channels 
with curated content. As such, people live in echo chambers that strengthen biases 
and prejudices instead of dispelling them. These have contributed to how people 
have been desensitized to issues that affect all of humanity.

But this is not an essay of doom; quite the contrary, it is optimism in the power 
of art to help its audience feel again, for people to focus on creating societies 
with a mindset that each human is responsible and has the power to transition 
to a world that is livable for all. 

And this is why the Philippine Pavilion participation at the Venice Art Biennale, 
a collaborative undertaking of the NCCA with the Department of Foreign 
Affairs and the Office of Deputy Speaker and Congresswoman Loren Legarda, 
is an important endeavor. The Philippines’ upcoming exhibition at the  
59th Venice Art Biennale is titled Andi taku e sana, Amung taku di sana // 
All of us present, This is our gathering, a collaborative project between the 
artist Gerardo Tan, the musicologist Felicidad A. Prudente, and master weaver 
Sammy N. Buhle, and curated by Yael Buencamino Borromeo and Arvin Flores. 
The Philippine Pavilion’s exhibition involves an interdisciplinary approach to 
transmitting culture with sound and textile, weaving the customary and the 
contemporary across the archipelago. It presents a highly mediated process of 
generating sound, performance, image, and object.

Among the many ways we can look at the exhibition, we can see in it a 
possible roadmap. A guide that aids us in how to value indigenous traditions 
in order to pivot to a new way of world making and doing. Art can help us 
innovate and evolve, taking up contemporary forms in order to be continuously 
relevant to today’s generation. The Philippines conveys this idea to the 
international stage, and once again, the nation is given an opportunity to take 
part in the global discourse. Through the works of Filipino contemporary and 
indigenous artists, curators and thinkers, we hope to inspire ways of doing 
and being so as to try to address the globe’s most pressing problems and to 
once again be able to see the value of community and to work with others.
Art does not only summon in us history, culture, or identity but also compels us 
to remember our humanity and our never-ending potential to do good. 

 Art in the Stories
of Everyday
MERGING INDIGENOUS
CREATIVITY AND THE CONTEMPORARY

Arsenio “Nick” J. Lizaso chairman, national commission

for culture and the arts (ncca)
commissioner, philippine pavilion
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One of the national highlights in 2015 was when the Philippines retraced its steps to 
the Venice Biennale. Our resumed participation signaled not only our deep commitment 
to Filipino culture, artistry, and excellence, but also to promoting greater understanding 
and stronger ties with other nations and peoples through art and culture.

Last year, amid the raging pandemic, our country was bestowed the Special Mention 
as National Participation at the 17th International Architecture Exhibition for 
Structures of Mutual Support by Framework Collaborative. The exhibition was a 
proud reflection of Bayanihan, a Filipino sense of collective altruism that effortlessly 
transforms into community action. 

This year, we look forward to participating in the 59th Venice Art Biennale through 
the exhibition, Andi taku e sana, Amung taku di sana  / / All of us present, This is our 
gathering. The Philippine Pavilion exhibition curated by Yael Buencamino Borromeo 
and Arvin Flores will feature the collaborative work of the artist, Gerardo Tan, the 
musicologist, Felicidad A. Prudente, and the accomplished weaver, Sammy N. Buhle. 

The exhibition will present an aggregation and interplay of different mediums, such 
as music, painting, weaving, and moving images, and of traditional and contemporary 
art. It is a sublime contemplation and representation of how art or culture may be 
perceived—either harmonious or discordant. 

Art and culture are two distinct forces in dynamic interaction and a never-ending 
dance. Culture internalizes and interrelates, while art expresses and reiterates. 
Art expression is subsumed by culture, while culture is encapsulated by art. It is 
a relationship that has no beginning and no end.

Art can be original and familiar, transcendent and transformative; What is ephemeral, 
it can crystallize eternally. As for culture, what is essential can be reinterpreted  
in many ways without losing its essence. It is owned and shared at the same time. 
In this way, culture instantly connects without need for contrived formalities. 

Through these two elements, we are able to bridge the deepest connections with our 
fellow human beings, with nature and our surroundings, and with the world of ideas. 
Through culture and art, linguistic barriers that lead to silence can also build the loudest 
connections. This is the power of culture, made even more persuasive through art. 

This is precisely what the Philippine exhibition proposes—art as a shared language to enable 
us to appreciate our similarities and differences, and foster meaningful connections.

One can find familiarity even in the most insulated cultures, for it is our common 
humanity that embeds in social, cultural, and artistic expressions and interactions. 
Through art and culture, we are confronted with our sameness, no matter our desire 

for distinction. We are compelled to see that we are one species living in one planet; 
born into similar structures of family and community. We perceive our physical 
environment with similar visual ability; hum the same sound we hear from nature. 
We are stimulated by the same sensual triggers; and feel the same emotions. 

We translate and reinterpret these universal elements into music, dance, visual arts, 
architecture and construction, recreation of nature, and inventions. And when we view 
and bask in these arts, we may feel joy, sadness, nostalgia, intoxication, and the like. 
This is because we are drinking another’s cup, as much as our own—sometimes a drop, 
a splash, and others inundate us so deeply like a well that never dries. In whatever 
way, art transforms us, which could also empower us to transform our realities.

With diplomacy, we can navigate these plain view connections, harness their 
great value, and truly enhance cultural understanding. The Philippines’ Cultural 
Diplomacy Program has embraced this direction, and it is evident in our projects 
and activities, be it the establishment of Sentro Rizal, promotion of Filipino 
cuisine, exhibition of Philippine artworks, staging of performances by Filipino 
artists, or introduction of Philippine films and television shows abroad. It enables 
the appreciation of others to evolve into deeper an awareness and understanding. 

So while in Venice, we can say to the spectators as well as to ourselves—“Look at 
this artwork, look deeper and beyond, see it moving, coming to life, until it blurs 
and you see your own reflection, your own truth.” That is cultural diplomacy that 
matters—making the connection straight from and to the heart. 

Diplomacy Through 
Intercultural Exchanges

Teodoro L. Locsin, Jr. secretary, department 
of foreign affairs (dfa)
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Filipinos all over the archipelago thrive when they belong to a community. In fact, 
hardly any culture in the Philippines practices individualism. Instead, communal 
goals shape community behavior and way of living. 

In an essay, noted historian Greg Bankoff wrote, “There is a real need to believe 
in something like bayanihan in an archipelago as dangerous as the Philippines 
and where the state, despite its best intentions, is seldom capable of ensuring the 
safety and security of its citizens.”

Bankoff further explained how “everyday hardships posed by living in the islands 
suggest an intriguing relationship between risk, on the one hand, and the 
number and vigor of civic engagement and self-help on the other.” He said that 
its “geographical regions in the country most exposed to personal misfortune and 
community danger are precisely those areas where such associations and networks 
seem to proliferate most readily.” The essay is featured in the 2021 Philippine 
Pavilion catalogue for the exhibition, Structures of Mutual Support. 

It is best to read Bankoff’s piece to set the context of the origins of our nation’s 
mutual support practice and to be aware that it is not just limited to the idea of 
depending on each other in order to survive natural or human disasters. Traditional 
Filipino communities also provide the foundation to create a sustainable future 
for thriving societies. The best case for these is the indigenous practices of the 
110 ethnolinguistic groups in the Philippines.

A common practice among these indigenous communities is forest conservation. 
I supported the publication of the coffee table book, Guardians of the Forest, 
Stewards of the Land, that discussed how these indigenous peoples (IPs) were 
models of sustainability. It specifically featured the Cordillera Region, which 
is home to several indigenous forest conservation systems, like the muyung in 
Ifugao, batangan in Mountain Province, imong in Kalinga, chontog in Benguet, 
and lapat in Abra and Apayao. 

These forest management systems are made distinct by the traditions of each 
indigenous community which exemplify the values that these culture-bearers 
keep. The book emphasized that the “success of the conservation systems is 
dependent on community cooperation in the enforcement of customary laws 
that govern the indigenous practices.” Further, the close affinity of the members 
of the community “emphasizes the individual’s responsibility to be part of the 
sustainable management of resources.” 

IP communities are said to “understand that the land and resources are merely 
put under their care so that they will pass them on to succeeding generations”. 
Thus, while indigenous people have a sense of “owning” land and forest lots, 

 
Strengthening
Communities for
a Sustainable Future

Loren Legarda deputy speaker

and congresswoman 
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such “ownership” is mostly about stewardship. They have always played an 
essential role in conserving and preserving the country’s protected areas. Known 
as indigenous communities conserved areas (ICCAs), these are areas within 
ancestral domains, including lakes, coastal seas, forests, and watersheds imbued 
with deep spiritual and cultural values for our indigenous peoples. An example 
of an ICCA is the ancestral domain of the Tagbanuas in the island of Coron in 
northeastern Palawan, where only traditional fishing methods are allowed within 
its ancestral waters, given the sacred nature of the place among the Tagbanuas. 

I cite these examples because it is crucial for governments worldwide to give 
importance to the role of IPs in the conservation of protected areas. More importantly, 
I wanted to emphasize the value of communities as role models of systems that have 
proven to create equitable societies. For traditional communities in the Philippines, 
it is not only about using resources for our benefit at present; it is also thinking 
of our progeny that depends on current generations to inherit a livable world. 

Globalization, capitalism, and technological advancements have altered how people 
view communities and their relevance in modern societies. The scaffolding of the 
global world order is built on structures of individualism, homogeneity, and material 
consumption. Regulatory powers have diminished the power of the community to 
build common markets while ignoring local knowledge and needs.

As a lawmaker, I believe in the urgency of finding creative ways to empower traditional 
communities, especially the grassroots. Let us take the Philippine indigenous textiles, 
which is the prime example of a community-based industry. It takes several people, 
numerous hands from a community, to create fabric. It starts with the farmer who 
plants and harvests the materials, the thread maker, the weaver—textile making is a 
laborious process that provides a livelihood for several families in a community. It is 
also sustainable as a livelihood that can be passed on from one generation to the next. 

As such, there is a need for unified efforts to pursue traditional weaving practices to 
ensure the sustainability of the local textile industry. Agencies within the government 
and private sector must come together to assist in producing raw materials, 
conducting training and workshops, and providing equipment and materials, as 
well as for product development and promotion programs, and marketing.

The process of creating textile, with members who have their own ways of working, 
reveals how communities are built upon their own expression, by sharing and 
collaboration, to define their culture, to bond its identity. Culture is a community’s 
essence, while art is its expression. Communities are not just born out of nowhere. 
They grow and develop and are never fixed. In their openness to diversity and 
multiplicity, communities are also always at risk. Hence the need for their protection 
through policies, and stewardship to ensure order and persistence. 



I find inspiration in the Philippine Pavilion exhibition for the 59th Venice Biennale, 
Andi taku e sana, Amung taku di sana  //  All of us present, This is our gathering, 
which proposes a way to strengthen communities through culture and the arts. The 
exhibition is a collaborative project between the artist Gerardo Tan, the musicologist 
Felicidad A. Prudente, and the master weaver Sammy N. Buhle, and curated by 
Yael Buencamino Borromeo and Arvin Flores. 

The exhibition initiates a conversation on transmitting culture that involves an 
interdisciplinary approach, which connects the traditional with the contemporary. 
By exploring sound material and field recordings of indigenous weaving practices 
across the Philippines, the exhibit aims to represent the translation of cultural 
data into visual communication, collectively promoting Philippine traditions and 
ensuring their endurance through inter-cultural exchange.

Among the many urgent issues it wants to take up, the Philippine Pavilion exhibition 
hopes to start a discussion on the formation of communities through experimentation 
and exchange. The exhibition title, Andi taku e sana, Amung taku di sana  /  /  All of us 
present, This is our gathering, comes from the opening lines of a sogna, a Cordillera 
chant which precedes a large gathering to bring about peaceful communication 
through a dialogue of differences and agreements, expressed in melodic verse. The 
curators and artists of the exhibition believe that in a time of crisis such as we have 
today, it is worth noting and commemorating absence through continuity, as we bring 
about a gathering to convey the sentiment that nothing truly ends alone by itself.

And thus, through this exhibition of the Philippines in this important world stage, we 
share with the world how we can keep the essence of communities alive. Looking back 
at the ancient wisdom of indigenous communities, we realize how much they valued 
nature and culture. Let us trust the wisdom of our ancient communities and see 
how we can share their fundamental concepts to create a sustainable future for all. 

pages 14–15
installation view 
Andi taku e sana, Amung taku di sana / 
All of us present, This is our gathering 
San Ignacio Church, Intramuros, Manila
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1 Noting the exponential explosion of 
information permeating all aspects of 
social life, which shifts the narrative of 
exclusive objects into interchangeable 
signs, translating value and redirecting 
access across multiple networks of 
distribution, that are creative, open, 
rhizomatic, and presented not as mere 
static displays but rather interactive, 
searchable, algorithmic even. Joselit 
explains, “…formats are nodal connections 
and differential fields; they channel an 
unpredictable array of ephemeral currents 
and charges. They are configurations 
of force rather than discrete objects. 
In short, formats establish a pattern of 
links and connections. I use the terms 
link and connection advisedly because 
it is through such modes of association, 
native to the World Wide Web, that 
composition occurs under conditions of 
image population explosion. As I have 
argued, what now matters most is not 
the production of new content but its 
retrieval in intelligible patterns through 
acts of reframing, capturing, reiterating, 
and documenting. What counts, in other 
words, is how widely and easily images 
connect: not only to messages, but to 
other social currencies like capital, real 
estate, politics, and so on. In economies of 
image overproduction connectivity is key. 
This is the Epistemology of Search.” (David 
Joselit, After Art, Princeton University 
Press, 2013, 55–56.)

2 Considering the substantial  influence 
a reactive organized learning body 
can do, an intuitive organization or 
creative agency which processes 
all data available to transform and 
perhaps control its conditions for 
survival, would be attributed as a 
progressive system, something which 
Lyotard reasons: “Any material system 
is technological  if  it filters  information 
useful to its survival if it memorizes and 
processes that information and makes 
inferences based on the regulating 
effect of behavior, that is, if it intervenes 
on and impacts its environment so as 
to assure its perpetuation at least.” 
(Jean Francois Lyotard, The Inhuman, 
Stanford University Press, Stanford, 
California, 1988, 12.)

Arvin Flores

Information, Translation, and Art

All of Us Present, This is Our Gathering:
Representation and Assembly

 Our current circumstance seeks a certain 
distance without losing touch. Whether for reasons 
meant to safeguard personal welfare through the 
decrease of physical interaction, or for the sake of 
convenience via a mere click of a button, going virtual 
supplants the need to be actually present. The speed 
and the scope of technology is sublime, connecting all 
with the universal value of information, transmitting 
data across diverse channels, and effectively 
abolishing the boundaries of matter, space, and time. 
The reach of technology not only covers everyday life 
but marks its presence as well within the measured 
pace of cultural production, as artistic movements 
follow technological advancements and intellectual 
breakthroughs, prompting stylistic classifications, 
such as post-internet or post-media, not disregarding 
also the recent emergence of non-fungible tokens as 
newfangled forms of collectible art. This mode shifts 
the steadiness of traditional art to all the charms of 
portability and entertainment provided by new 
media. As we witnessed art today further migrating 
into online platforms in response to the pervasive 
pandemic around the globe, it is evident that we 
adjust in order to continue and to communicate.
 Knowing that communication does come in visual and linguistic varieties, the 
compression and transmission of knowledge into electronic bytes of data further builds 
universal learning and access, which similarly, its distribution across other kinds of formats 
and channels whether digital or analog sets the progression for the translation of signs into 
varieties of cultural meanings and awareness.1 Accordingly, the singularity of a work of 
art is transmitted through this vast interactive network, a point to point transmission from 
studios to institutions, or put in another way, as an electronic file sent through cyberspace 
from computer to computer, creating a semiotic chain of multiple readings and functions. 
The translation of everyday experience, of behavioral profiles and customary events into 
compressed data flowing through networks of cultural, financial, and social junctures in the 
form of statistical analytics and symbolic denotations, as applied knowledge or aesthetic sign, 
tenders a critical attention to the process of making cultural connections that intend diplomatic 
universality. Reflecting on how culture survives in a new environment, and in the process of 
its transformation can challenge reception through a diversity of representations, that will 
instigate engagement and collaboration by posing critical connections, would be the essence  
of an art that thrives on complexity and diversity.2

  “Andi taku e sana, Amung taku di sana,” 
which translated means “All of us present, This 
is our gathering,” is the title of the exhibition for 
the Philippine Pavilion participating in the 59th 
International Art Exhibition - La Biennale di 
Venezia in 2022. The words are derived from a 
sogna, a chant in the Madukayan dialect from the 
Cordillera region of the Philippines.3 The sogna is a 
song of introduction during gatherings to celebrate 
certain occasions and most often for the opportunity 

to express strong opinions on an issue pertaining the 
community, a native symposium not far from a Socratic 
dialogue achieving universal ends. The interweaving of 
this discourse aims to generate a rhetorical exchange to 
reveal the hidden and unacknowledged points of view, 
and from which a concordant rapport is made with 
distinguishing statements that enable a well-defined 
representation of what the community may desire. 
Thus presence is established through a process, the 
process of communication that forms the community, 
which is another way of saying the weaving of identity. 
 “Andi taku e sana, Amung taku di sana  //
All of us present, This is our gathering” explores the 
diverse aspects of representation operating on the 
metaphoricity of weaving, the interlacing of things 
that produce patterns of categorical signification.4 
Language as a distinct form of signifying presence is 
explored in the transmutation of several integral units 
of communication that symbolize its original context. 
Thoughts on the virtual condition become critical 
themes regarding the transmission of information, 
the reconstitution of authentic primary sources into 
more abstract albeit universal ends. Furthermore, in 
the mixing and connecting of mutable multiplicities 
involving geography, culture, materials, and 
techniques, to name but a few, the idea of the assemblage 
becomes the ideal form for this experimental process.5 
 The presence in absence that representations 
are, as signs that points to the other, appears in a 
variety of mediums and in many distinctive formats 
that define themselves. There is the medium of the 
voice in the format of a song that opens up a dialogue 
and brings you into its rhythmic circle, which is the 
project of “Speaking in Tongue”. There is also the 
idea of painting here, the documentation of incidence 
through a determined matrix of modulated pigment, 
the embodied marks of the maker performed by 
the layering of codes and signs in mind, to convey 
a meaning, to exhibit a presence. Another, non-
vocal, but still involving sound that resonates with 
traditional techniques, a craft that merges patterns 
of communal practice, is explored in “Renderings”. 
Each channel involves a collaboration between 
producer and receiver, an interactive creative process 
that breeds improvisation and transformation, 
forming a language, thus participatory in this sense. 
 The project is thus generated in this manner 
from the collaboration between the conceptual artist 
Gerardo Tan, the musicologist Felicidad A. Prudente, 
and the master weaver Sammy N. Buhle. 

The Sublime Setting: 
Presence in Absence

3 Felistina B. Pangsiw , “The Sogna and Ullalim Songs of the Madukayan Kalinga of Northern Philippines: 
Communication and Vocality”, unpublished master’s thesis, 2018, Philippine Women’s University.

4 Looking into dialectical concepts and multiplicities that examine parallel processes and formation,  
Deleuze and Guattari introduce two kinds of spaces: smooth space and striated space, or nomad space  
and sedentary space, which are analogous movements in translation: “And no sooner have we done that than 
we must remind ourselves that the two spaces in fact exist only in mixture: smooth space is constantly being  
translated, transversed into a striated space; striated space is constantly being reversed, returned to a smooth 
space.” Hence, the practice of weaving, having vertical and horizontal elements that engage, with different  
functions of fixity and mobility, and delimited at least on one edge—the back and forth motion indicating  
a closed circuit—the weaving of fabrics turns into a technological model. (Gilles Deleuze and Felix Guattari,  
A Thousand Plateaus: Capitalism and Schizophrenia, University of Minnesota Press, 1987, 474–477.) 

5  Deleuze and Guattari explains the nature of an assemblage, while using the book as an example, “…as in all 
things, there are lines of articulation or segmentarity, strata and territories; but also lines of flight, movements 

of deterritorialization and destratification. Comparative rates of 
flow on these lines produce phenomena of relative slowness 
and viscosity, or, on the contrary, of acceleration and rupture. All 
this, lines, and measurable speeds, constitutes an assemblage.” 
An assemblage therefore is a “connection of pure intensities to 
pass or circulate.” It is a convergence of multiplicities, that is “…
in connection with other assemblages and in relation to other 
bodies without organs.” Rather than being fixed on finding what 
an assemblage means as a signifier or a signified, and leaving 
a mere name as a trace of the intensity: ”We will ask what it 
functions with, in connection with what other things it does or 
does not transmit intensities, in which other multiplicities its 
own are inserted and metamorphosed, and with what bodies 
without organs it makes its own converge.” (Ibid.,  3–4)

pages 19–22
installation view 
Andi taku e sana, Amung taku di sana / 
All of us present, This is our gathering 
San Ignacio Church,  Intramuros,  Manila

18 23





Visualizing Sound: 
Transcription and Design

8  Felicidad A. Prudente, “Cordillera Weaving 
Sounds” In Anthropological Analysis , 
Mathematical Symmetry and Technical 
Characterization of Cordillera Textiles: 
Research Report  by Analyn Salvador-
Amores (Project Leader), Baguio City: 
University of the Philippines Baguio, 2019.

9 Ibid.

Speaking in Tongue: Painting Language
 Painting by hand involves a showing of skill 
as one attempts to depict reality, if not what is being 
imagined or conceptualized. It is a consequence 
of labor, with results to be expected. To remove 
the presence of the hand removes the body, a 
disintegration of the self. Take for example the idea 
of photorealism where the appearance of the hand 
is masked by the aesthetic of the machine, a sign of 
seamless perfection, inhuman. Painting without the 
hand but instead with the tongue, speaks of something 
else, language, but outside of representation, towards 
that grey area of abstraction, into a codification of the 
world around us and its meaning as seen differently. 
The work of “Speaking in Tongue” involves the 
translation of an oral tradition into a graphic score 
which the artist paints by using his tongue. There are 
several levels of transcriptions here that are involved 
in the abstraction of the customary. 
 The voice becomes a certain fragment of a larger body that acts as its 
representative.6 Not only that but the dialect spoken is also a branch from a much larger 
linguistic group of the Cordillera region, which is among the many spoken languages 
practiced in the Philippines, a nation of multitudinous islands. Hence, the sogna, the 
Madukayan dialect, the Cordillera region in the Philippines, is a cipher of identity that 
represents the diversified unity of this nation. A code of communication that consolidates 
a complex community. Thus the words being sung in the sogna is translated into a series 
of codified marks to depict every pitch, break, rhythm, and other dynamics involved. The 
inscribed graphic score by Felicidad A. Prudente is followed by the artist Gerardo Tan 
painting an abstract language.
 “Speaking in Tongue” is presented with a 
two-channel video projection inside a constructed 
tunnel. One video features the Madukayan performer 
doing the chant, as Tan simultaneously paints with his 
tongue following Prudente’s notation of the chant. The 
simple gesture of conveying something by painting, 
which is a mode of representation in itself, is made 
not through what is natural by way of the hand, but 
expressed in terms of using the tongue instead, an 
uncommon way of depicting things. It becomes a form 
of active translation against the norm, a conceptual 
interpretation and performative endurance, while the 
flickering image of the video inside the tunnel mimics 
the virtual presence of the squid immersed in a cloud 
of ink. Tan states that he liked the idea of using the 
squid ink similar to how the squid uses it to make 
itself disappear behind a cloud of ink as a defense 
mechanism against predators.7 The tongue appears 
and disappears, swimming like the squid. And with 
this process becoming a metaphor of representation, 
through its absence and presence, as if weaving, that 
leaves a simulacral trace.

 A sound surrounding an existing area by and 
large defines the space it belongs to, a sound mark that 
renders the character of a place recurring in address. 
For this instance, the distinct sound of clattering 
generated by the looms from a community of weaving 
houses in the Cordillera region designates a site-
specific indigenous identity in relation to local cultural 
production. A sound distinguished only by the use of 
two kinds of looms, the backstrap loom and the pedal 
loom. 8  The production of these native sounds are largely 
dependent on these two apparatuses. A pedal loom 
would naturally make a more pronounced and heavier 
sound due to the power of the equipment. On the other 
hand, a backstrap loom creates a limited set of audio 
dynamics that even inaudible sounds and silence become 
significant events throughout the weaving process.9

6 Barthes noting the brushing between song 
and language: “The ‘grain’ of the voice is 
not-or not only-its timbre; the signifying it 
affords cannot be better defined than by 
the friction between music and something 
else which is the language (and not the 
message at all). The song must speak, or 
better still, must write, for what is produced 
on the level of geno-song is ultimately 
writing.” (Roland Barthes, The Grain of 
the Voice, The Responsibility of Forms, 
University of California Press, Berkeley 
and Los Angeles, California, 1991, 273–274.)

7 As told by Gerardo Tan to the author.

page 25

Speaking in Tongue
2021

video stills
Video duration 
2 minutes 28 seconds
Dimensions variable
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There is a meaningful

interval amid the clacking

of sound generated by

the loom, like interstitial

space made between

each breath, a pattern

which emits the rhythm

of the weaving gesture, 

marking time, locating space.
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pages 26–27

The weaving process is a 
choreography of the feet and 
hands. The feet move the 
treadles up and down at a steady 
pace to create a shed of warp 
threads through which the weft 
threads are inserted. The hands 
toss the shuttle with weft thread 
across the loom from left to right 
and back, rhythmically pressing 
down on the beater between 
each slide of the shuttle.
Rendering 7 (Abra – Ifugao)

pages 28–29

Rendering 8 
(Maguindanao – Ifugao)
Transcriptions for Rendering 8
(Maguindanao – Ifugao) 





 The intersection of material with technique 
is a dialog between the mechanical routines of the loom 
alongside the organic expression of the individual 
weaver, perfunctorily enabling the exploratory 
directions of weaving, the weft threading across the 
upright clasp of the warp, by means of such tools 
as the shuttle, beater, and heddle that catalyze the 
distinguishing aural events transmitted throughout 
the process of creating the cloth. In effect, the shuttle 
makes a soft shuffling sound as it goes up and under the 
warp threads; while a denser fuller sound is produced 
once the beater securely tightens the threads in place, 
and the heddle bar gives a loud percussive sound 
once it is turned to move up the loom while weaving. 
 There is a meaningful interval amid the clacking of sound generated by the 
loom, like interstitial space made between each breath, a pattern which emits the 
rhythm of the weaving gesture, marking time, locating space. The weavers would 
develop individualized techniques corresponding to their indigenous application of the 
loom that would establish a characteristic style, generating tacit embodied knowledge 
of the traditional practice into a mode of cultural language with room for interpretation 
and improvisation that is shared amongst the community and handed down from 
generation to generation. This inscribes organically the sound mark of the indigenous 
area, which in this case are the various weaving houses that distinguish each region, 
particularly the weaving collectives from Iloilo, Kalinga, South Cotabato, Davao del 
Sur, Abra, Maguindanao, Antique, and Ilocos Sur. 
 The significant tracks of sound comprising dynamics of volume, pitch, timbre, 
duration, tempo, and the textures involved, vary naturally as it follows the weaving 
process. These weaving gestures that generate the sound of the loom in progress are 
the catalysts for the succeeding series of inscriptions. To illustrate, a lengthy sound 
is inscribed as a dark horizontal bar following the weaving gesture; or another, 
a scratchy gray mark, depicts a shuffling sound made by the shuttle going through 
the warp and woof threads. Such gestural information gathered from the weaving 
tradition is transmitted into musical notations to become pictorial language, where 
the act of weaving, the source of its sounds, are consequently documented on video.
 

 Following the relay of information from sound to its inscription and redesign, 
the master weaver Sammy N. Buhle builds the pattern into the textiles, carefully 
reimagining the resonances generated by the indigenous looms that inspired the musical 
notation or graphic score. Crafting the textile material into actuality is a challenge for 
any weaver, mostly relying upon memory and intuition to make complex calculations 
in creating the pattern from one gesture after another, an adept performance of 
tacit embodied knowledge exploring traditional 
practice.10 On certain instances, as in the case of the 
dream weaving practice of the T’boli, the weaver 
“dreams” the design to be made on the textile. 11 
Hence, diverging from the standards of traditional 
design, putting in mind the demand and compromise 
commonly transacted within the daily commerce of 
textile production, the weaver finds himself in this 
instance going against the grain of custom while 
creatively translating and transforming essentially 
new codes of authentic indigenous information. In this 
improvisatory relay, where cognizance of creative 
intent is realized, aside from working through the 
various material challenges and innovation exchanged 
along the transformative process while following one 
mode after another, the collaborative language begins 
to form from source to product as new signs are being 
generated. The designs made by the artist thereby 
follows the notations of the musicologist which 
provide a level of cognitive ambiguation, a challenge 
to creativity, across the chain of information—the 
aural network produced between the weaver and 
the loom, prompting invention from the perplexity 
of building symbolic meaning, where inscriptions 
take the shape of pure essential forms, applied with 
a variety of marks and textures that would represent 
the idiosyncratic sounds coming from a weaving 
loom: its hisses and scratches, loud and dull thumps, 
beats and rests, as well as productive silences.  

1 0   Ly o t a r d  s p e a k i n g  o n  c r e a t i v e  
processing: “What’s true is that this 
human being is omnivorous when 
dealing with information because it has 
a regulating system (codes and rules of 
processing) that’s more differentiated and 
a storage capacity for its memory that’s 
greater than those of other living things. 
Most of all: it’s equipped with a symbolic 
system that’s arbitrary (in semantics and 
syntax), letting it be less dependent on 
an immediate environment, and also 
‘recursive’ (Hofstadter), allowing it to take 
into account (above and beyond raw data) 
the way it has of processing data. That is, 
itself. Hence, of processing as information 
its own rules in turn and of inferring other 
ways of processing information. A human, 
in short, is a living organization that is not 
only complex but, so to speak, replex. It can 
grasp itself as a medium (as in medicine) 
or as an organ (as in goal-directed activity) 
or as an object (as in thought—I mean 
aesthetic as well as speculative thought). It 
can even abstract itself from itself and take 
into account only its rules of processing, as 
in logic and mathematics. The opposite limit 
of this symbolic recursiveness resides in 
the necessity by which it is bound (whatever 
its meta-level of operation) at the same time 
to maintain regulations that guarantee its 
survival in any environment whatsoever.” 
(Jean Francois Lyotard, The Inhuman, 
Stanford University Press, 12-13.)
11 As told by Sammy N. Buhle in the group 
conversation.

Rendering: Weaving Code
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page 31, top to bottom

Detail weaving process
Rendering 7 (Abra – Ifugao)

Initial study of sound transcription 
Rendering 1 (Iloilo – Ifugao)

pages 32–33, top to bottom

Studies and Detail of  
Rendering 1 (Iloilo – Ifugao)

Rendering 1 (Iloilo – Ifugao)
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13   Benjamin connects translation with 
transformation: “For just as the tenor and the 
significance of the great works of literature 
undergo a complete transformation over 
the centuries, the mother tongue of the 
translator is transformed as well. While a 
poet’s words endure in his own language, 
even the greatest translation is destined 
to become part of the growth of its own 
language and eventually to be absorbed by 
its renewal. Translation is so far removed 
from being the sterile equation of two dead 
languages that of all literary forms it is the one 
charged with the special mission of watching 
over the maturing process of the original 
language and the birth pangs of its own.” 
(Walter Benjamin, The Task of the Translator, 
Illuminations, Schocken Books, NY, 1969, 73.)

14 Eco stating the free dialogue of: “A work of 
art, therefore is a complete and closed form in 
its uniqueness as a balanced organic whole, 
while at the same time constituting an open 
product on account of its susceptibility to 
countless different  interpretations which do 
not  impinge on its unadulterable specificity. 
Hence, every reception of a work of art is both 
an interpretation and a performance of it, 
because in every reception the work takes on 
a fresh perspective for itself.” (Umberto Eco, 
The Open System, Harvard University Press, 
Cambridge, Massachusetts, 1989, 37.)

Communication and Transformation: 
A Durational Process 

The corresponding graphic scores are arranged 
according to their distinct sonic pattern following 
basic elements of sound, rhythm, texture, form, and 
dynamics, which create a complex narrative of process. 
Color in certain instances appear with cultural context, 
imbued with representational effects such as those 
being inspired by a weaver’s skin color and tattoos, seen 
in the Kalinga and Ifugao textiles, or the multicolored 
facets in the Metro Manila textile appropriated from 
the colorful clothing combinations of the musical 
performers.12 A complex narrative between code and 
culture is thus produced.

 

Time is the transformative element in connecting 
the traditional with contemporary practices; finding that 
sustainable indigenous cultural material is constantly 
being applied and made meaningful up to now. Within 
the routine of the everyday, the contemporary thereby 
becomes an amalgamation of traditional practices 
developed with the newer modes of production, essentially 
becoming the seed that transmits progress. 13 A common 
expression can turn into a cultural meme that is then 
transmitted into many different directions. Cultural 
development certainly evolves across time and place that 
is rendered through a networked process. An individual 
has autonomy over one’s own procedures, medium 
specific to be exact, and a self-awareness that turns 
into skill or craft once developed. To correspond with 
another discipline altogether creates a hybrid product 
that extends into discursive practice, an interdisciplinary 
approach with universal outreach. Culture, henceforth, 
is formed through communication where creativity is 
the catalyst for such imaginative connections, pushing 
communities to further grow upon this relation. 
Nevertheless, communication is a process, language being 
an open system  14 of interpretation and interaction for the 
dissemination of information. But like any creative work 
the challenge for every innovation is finding its identity 
and efficiency removed from indifference and abstraction 
that could make the work susceptible to commercial 
pressure. Such ambiguity can also yield cathartic change 
which opens the work to further elaboration and creativity. 
 The exhibit, “Andi taku e sana, Amung taku 
di sana / / All of us present, This is our gathering”, thus 
recognizes the trajectory of contemporary art globally, 
from concept to form, and as information, presenting a 
heterogeneous process that questions simultaneously 
the existence of a dominant center, along with its 
static monolithic products, and where supposedly the 
margins are but filled with artistic derivatives, of how 
by means of exploring strategies of autonomy and 
universality gleaned from modernism’s lessons, as well 
as citing irony in the subversion of standards by way 
of postmodernist appropriation and other relational 
process, in the end to maximize the transformative 
qualities of art, in order to communicate present 
indigenous experiences, practices, knowledge systems, 
and promote the persistence of traditional disciplines 
for their continued relevance across the world stage.

12 As told by Gerardo Tan to the author.

page 35
Rendering 3 
(Metro Manila – Ifugao) 

pages 36–37, clockwise 

Zigzag lines in the sound 
transcription of Rendering 3 
represent the ambient sounds 
in the weaving house
Sound transcription of 
Rendering 12 
(Metro Manila – Ifugao)

Study for Rendering 3
(Metro Manila – Ifugao)

Sound Transcription of   
Rendering 3 
(Metro Manila – Ifugao)

Iterations of Renderings. 
Christine de Vera, Ma. Lourdes 
Matute, Teresa Montes, Paolo 
Daniel Pardo playing bamboo 
instruments from the score of 
Rendering 3 (Metro Manila –  
Ifugao). This performance 
became the sound source  
for Rendering 12. 
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These weaving gestures that 

generate the sound of the loom in 

progress are the catalysts for the 

succeeding series of inscriptions. 

To illustrate, a lengthy sound is 

inscribed as a dark horizontal bar 

following the weaving gesture; 

or another, a scratchy gray mark, 

depicts a shuffling sound made 

by the shuttle going through the 

warp and woof threads. 
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pages 38

Rendering 3 
(Metro Manila – Ifugao)

pages 39–40
Rendering 12
(Metro Manila – Ifugao)
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The corresponding graphic 

scores are arranged according 

to their distinct sonic pattern 

following basic elements of 

sound, rhythm, texture, form, 

and dynamics, which create  

a complex narrative of process. 
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pages 42–43
Sound transcriptions  
for Renderings
by Felicidad A. Prudente

installation view 
Andi taku e sana, Amung taku  
di sana  /   All of us present,  
This is our gathering 
San Ignacio Church,
Intramuros,  Manila

Rendering 7
(Abra – Ifugao)
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pages 44–45, left to right

Rendering 9 
(Antique – Ifugao)
Rendering 2 
(Kalinga – Ifugao) 
Rendering 4 
(South Cotabato – Ifugao)
Rendering 5
(Davao del Sur – Ifugao) 
Rendering 6 
(Davao del Sur  – Ifugao) 
Rendering 7 
(Abra – Ifugao)

pages 46–47, left to right

Rendering 10 
(Ilocos Sur – Ifugao)
Rendering 11
(Abra – Ifugao)
Rendering 1
(Iloilo – Ifugao)
Rendering 8
(Maguindanao – Ifugao)



pages 48–49
installation views
Andi taku e sana, Amung taku di sana / 
All of us present, This is our gathering 
San Ignacio Church,  Intramuros,  Manila 

48 49

Rendering 3 (Metro Manila – Ifugao)
on video
Sammy N. Buhle weaving
Rendering 3 (Metro Manila – Ifugao)
on video
Musicians playing  
Rendering 1 (Iloilo – Ifugao)
The sounds of the performance were 
transcribed to develop Rendering 3 
(Metro Manila – Ifugao). The colors of 
woven work were based on the colors 
of the musicians’ clothes.



WHAT FOLLOWS IS THE COMPOSITE 
OF SEVERAL CONVERSATIONS BETWEEN

ARTISTS

CURATORS

AF What was the inspiration for using sound as a basis for this project?

GT I was in Miag-ao with a friend. He introduced me to another 
friend who has a restaurant there. That friend brought me on a tour 
of what Miag-ao has—a pottery place and a weaving house. We went 
to both. Even before I entered the weaving house, I was mesmerized 
by the sound. It just comes, you don’t know when it will strike. That’s 
when it really started.

YBB And how did it develop from there? Did you immediately know that you wanted to render 
the sound visually?

GT It was upon leaving the weaving house that I started thinking 
and asking myself “What if they were weaving the sound that their 
looms were creating? Like the aural looping back continuously 
into visual form until a pattern is registered?” It also dawned on me 
that with the long tradition of weaving in the Philippine archipelago, 
the patterns will then embody the subjectivity of the makers—me, the 
musicologist and the weaver in particular. Moreover, since the pattern 
can be read and performed, reiterations of the process and its varying 
forms will be endless, like how culture evolves.

YBB  Fe, as an ethnomusicologist, part of your practice is taking sounds and rendering them 
readable to other musicologists and musicians, and so you were in familiar territory here. 
Was the work you did for Jose Maceda (National Artist // Composer // Ethnomusicologist) 
similar to what you and Gerry did?

FAP It was not something I used to do. It’s new, it was entirely new. 
With Maceda, my task was to transcribe mostly local chants into 
western notation because that’s how you communicate with scholars. 
We use western music staff notation that everybody in the music 
community can read.

YBB  So, for this project, Fe, you had to develop a new system of notation? You developed the 
symbols to correspond to the various sounds produced by the looms. Did you and Gerry have 
a conversation about what he wanted the symbols to look like?

GT No, I just showed Fe some drawings of the compositions of avant-
garde musicians, symbols which I’m pretty sure she knew about. I just 
left it at that.

FAP There are many composers in the 20th century that use non-western notation, for 
example John Cage and Luciano Berio.

YBB It was a creative process for you as well. 
FAP Yes, you put in creativity also when you translate. When you notate sounds coming 
from the loom for the loom to weave, you have to consider the constraints of the loom and 
that’s where creativity comes in.
 The elements that I was working on were rhythm, duration, sound quality and 
volume: loud, soft, scratchy, jingling, etc. Those were the limited parameters I used as 
the weaving sounds were non-pitched. I also had to consider how the notations were going 
to be rendered. Could the notations be woven on a loom?
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or similar to subconscious programming, and performing as if in a virtual state where 
you are already aware even before knowing it. This recalls what Yael mentioned before 
of traditional practice, such as weaving, which exhibits tacit embodied knowledge. That 
the weavers, they do actual mathematical concepts in their heads while they are going 
through the process and everything is just automatic and intuitive.
 The improvisation of Sammy throughout the process, in the dyeing, in 
the weaving, I realize that this is how culture is really preserved. When we think of 
traditional art, we tend to think of it as something fixed, something that is just passed 
down through the generations and repeated, as a formula. But traditional art is actually 
more like language—it has to evolve. As you use it, you add to it, you assert the soul, you 
assert your humanity and identity. That’s how art becomes unique. It can’t be formulated.
 Especially when Sammy was saying that he doesn’t memorize (the formulaic 
steps) but rather he absorbs it. He processes everything at once and then it comes 
out like jazz—if you know the structure then you can play it, and be creative with it. 
That’s what this project is. Translating culture into a unique type of language which is 
reflective of the contemporary.

GT The video piece, “Speaking in Tongue”, actually refers to 
translation on several levels. Its the translation of the Madukayan 
chant to notations which are then painted on to a glass surface with 
the tongue. The medium of squid ink is important to note because the 
squid ink calls to mind the idea of revelation and concealment. When 
the squid spews this black ink, it conceals itself, at the same time it 
reveals something—that black cloud. 

That’s pretty much what happens in translation, as you use a 
word to signify something, you can’t really communicate everything. 
It’s an approximation of meaning.

AF In essence it’s developing a certain language—it’s evolving, creating your own 
symbols—it’s not static. It is also based on something else, experience, dreaming. In the 
end it is a visual language. 

GT In relation to this, when Tony Godfrey was interviewing me, I told 
him that in the past I had a dream about one work, the Sugimoto 
series. He was surprised because he said he saw me as a very 
rational artist. But a great deal in my practice is about intuition. 
It doesn’t happen overnight or in one year, it comes from a long 
practice—decades. You develop a sixth sense and that’s what makes 
art-making interesting. Being too rational is kind of cut and dry to 
me. Intuition keeps the work alive, the culture alive. It is constantly 
evolving, never inert or still. It continues to evolve even if you have 
a pattern. The idea, as precise as it is, is all about approximations, 
translation, improvisations. 

AF Like other conceptual artists, Gerry has an idea and he creates a “formula”. But 
unlike those, his conceptual formula needs not be followed exactly. Those that participate 
in the creation of the work are true collaborators because Gerry gives them the space to 
improvise. In those gaps in between processes is where creativity lies. 

GT Arvin, I think there is something sculptural here as well. Time 
forms the work. It is part of the medium. 

AF I think this parallels what Andrei Tarkovsky had said also about “sculpting in time”, 
which for him is the cinema. This project then is also very cinematic, immersive or 
interactive in the sense that the project does not end with its presentation but in how it is 
received by the audience. It is the whole experience—visual, aural, intellectual. 

GT Regarding Tarkovsky’s saying that the time element in a work 
is cinematic, I’m reminded of Tony Conrad’s work, “Yellow Movie”, 
where he paints screens with cheap white paint that turns yellow 
in time. To him they are movies because changes happen within a 
certain duration that are seen by an audience. He exhibits them as 
paintings in galleries.

AF I like how imperfect everything is also in relation to the project. There’s a point 
of chaos in creativity. It’s not a straight translation from one medium to another; its 
improvisation. There are a lot of gaps for the brain to function and to invite people to 
engage and that’s where the participatory aspect is. It becomes communication when, 
like reading, you see the words, and you process them, then interpret to explain. You have 
a conversation, then you have a community. In that sense creative life becomes fuller.  
I like how things are part of that magical chaos that is happening in the project.

GT Magical chaos. . . it’s an interesting term because I liken magic to 
intuitive thinking. An idea comes to you from nowhere or from a maze 
of thoughts. You see or hear something and that triggers it.

 I remember when we were doing Miag-ao, that’s the first one. It was a very simple 
pattern: loud—soft—and then shuttle. So, I suggested that the loud one would be a solid 
color, the soft one would be a lighter color—short jagged lines, and then the directional 
movement of the shuttle with jingling sounds. Sammy enhanced the Miag-ao textile by 
adding those very light grey and white lines we call “dirt” to represent the ambient sounds 
in the weaving house.
 That’s how we figured out the Miag-ao pattern. We also had to develop 
additional symbols for the other textiles, like the T’boli weaving sound that had the jingling 
of bells represented by a series of concentric circles. The notational symbols added up 
as we went along.

GT Then we conferred with Sammy to determine if it would be doable 
on a loom. If not, we asked Sammy what he would suggest.

AF From sound to notation, Fe explained that there was a creative process involved 
in developing the notation. There was also a creative process from the black and white 
transcriptions of Fe to the colored designs of Gerry. Sammy, could you describe the creative 
process of developing the textiles from Gerry’s designs. Was it difficult to translate the 
designs to textile? 

SNB Actually, at first, I thought, “How am I going to do this?” These 
aren’t the traditional designs that we usually do. The pattern in 
the first part is different from the pattern in the next. I have to do 
three or four patterns in each design. “Kailangan wild talaga yung 
pag-iisip mo. Kung isang direksyon lang yung gagawin mo, hindi mo 
makukuha.” (You have to think outside the box. If you only think in one 
direction, you won’t be able to figure it out.)

YBB Did you use the patterns Gerry gave you to create the weaves or did you have to 
translate it into your own notations or weaver’s code // instructions?

SNB I based it on his patterns.

YBB So you didn’t have to write down how you were going to implement his design; for 
example, this portion is x number of threads.

SNB No. In my work, I don’t usually write down the steps of what  
I am going to do.

FAP I’ve seen other weavers using written notes that they follow: how many threads per 
element of design. You don’t have these notes? 

SNB I do the counting in my mind. If you write it down, you can’t 
improve while you work. When you have it in your mind, it’s easy to 
change techniques but when you write it down, it becomes a fixed 
pattern, something you feel compelled to follow throughout. But if you 
keep an open mind and are not focused on just following a pattern, 
you are able to see how you can change your strategy and technique 
to make things better. It’s easier to adapt. You are more agile. 

FAP  So what he’s saying is that if it’s in writing it becomes permanent, but if it’s in the mind 
there’s a flow of ideas. It’s the same in music once you notate something, it becomes fixed.

YBB I find this very interesting because weaving in the west has 
been compared to coding and computers and results in fixed 
outcomes. That’s how the first computer processes came about; but 
with Sammy’s process, although there is some computational aspect 
to it, it’s quite improvisational.

FAP  Many things are lost when you codify; for example, you cannot write the timbre precisely.

YBB You can only approximate it.

AF Sammy, I’m interested in the idea of dreaming when one applies it to the weaving 
process, which in turn makes it a non-western practice. 

SNB Actually, I only had the experience of dreaming with one textile. 
The fourth one that we did. I had a hard time thinking about that one. 
I dreamt about it and I really thought I had finished it but when I woke 
up, I hadn’t done it yet.

FAP That’s the T’boli textile. 

GT The T’boli weavers, from Lake Sebu are called Dream Weavers.
AF Sammy previously mentioned that while weaving he was already thinking or anticipating 
the next move, allowing intuition to take the lead. That in dreaming it would be the same as 
if you were letting the subconscious take over and work things out, to problem solve before 
things even happen in real life, like developing certain techniques that are auto-suggested 



IT’S BECOME ALMOST a cliché, this notion 
of the Indigenous textile as both a cultural artifact 
and a symbol of a forgotten heritage. The romantic 
notion of both textile and weaver as sources of our 
national pride and identity has been stressed enough, 
indeed, and has served well the cause of anchoring our 
rudderless generation’s search for Identity.

It is both a burden and responsibility unfairly 
saddled on so many of our indigenous cultural artifacts. 
The Ifugao Bulul, once medium for the spirit guardians 
of the rice cycle, has gone the way of the Polynesian 
Tiki. Reborn as a motif used in the production of both 
kitsch products (keychains, paperweights, trophies) 
as well as contemporary art (witness Ronald Ventura’s 
pricey plastic appropriations). The anting-anting 
medallions, once secret sources of pagbabalik loob 
(a return to one’s truer and better, God-like self) have 
become talismans guaranteeing physical invincibility, 
financial gain and sexual prowess. The Kalinga Batok 
once signified the rank of a feared and respected 
warrior who earned his tattoos through complex and 
ritualized head-taking expeditions. Today, the motifs are 
available for any tattoo artist to copy, for any enthusiast 
to have inked on their person.

In our eagerness as both consumers and 
citizens, we re-claim these culturally bound objects as 
symbols of an immense and entire sense of Nationhood.

Indigenous textiles are the most attractive, accessible and easily appropriated 
of cultural materials. They lend themselves well to imaging (and re-imagining) both 
the Nativist // Populist persona as well as the stylish, socially conscious Fashionista. 
The silhouettes may change, as will the functionality of the textile (bags! wrap skirts! 
throw pillows! And yes, face masks!). But the over-all purpose of “wearing a touch of 
Filipino culture”, of “instilling pride in sariling atin”, in “keeping the weavers alive by 
supporting their craft” has been fulfilled by our consumption and patronage. We feel 
good about ourselves. We’ve learned a little more about traditional cultures. We’ve 
done our share in supporting Filipino arts and craft. We may have even begun to tackle 
the difficult process of de-colonization.

When we see the textiles and objects designated as 
“Museum quality” behind glass vitrines, or in glossy, academic 
publications, we will rightfully beam with pride and recognition. 
As cold and immutable objets d’art, these have now made that 
grand leap from humble “Filipiniana Craft” to rarefied, world-
class Arts Premieres. We are proud and, indeed, rightfully so.

I am all for the experience of recognition, of an 
appreciation of these materials as bearers of a national pride 
we long for so earnestly. It seems the natural path for us is to 
first discover the potent power of indigenous art as a source 
of our identity. Hopefully, our initial fascination will lead 
to deeper discourse. Maybe, we move on to the discovery of 
the regional epics. Then, hopefully, to the decalogues and 
writings of our revolutionary heroes. The latter which offer 
a deeper exploration of the ideas of nationhood and identity 
that indigenous objects were, frankly, never meant to embody. 

In seeing these as just objets d’art, we miss out on the elements that moved the 
weavers and carvers to create. To fully appreciate the significance of our indigenous 
textiles is to place them squarely in the center of an animist world whose mysteries we 
will never fully know. 
 MAGIC, MYSTERY AND RITUAL informed all traditional arts, enabling artisans 
to move effortlessly between the spirit and the natural world. Essential to their creative 
processes was an intimate knowledge of forest, field and climes, the very factors that 
had shaped their mythologies and symbols. The motifs that strike us as “pretty” and “so 
contemporary” are their memories of epic heroes, bloody battles and savage monsters. 
Each epic reveals a distinct code of personhood, a set of ideals that defined a people’s 
standards of physical beauty, of bravery, character, social responsibility and leadership. 
 This complete integration of the environment, belief systems, knowledge, skill 
and technology was essential to the process of weaving. Textiles were never just only 
fabrics to wear or use. They were social signifiers, shrouds for the dead, designators of 
sacred spaces, mediums through which spirits could enter and exit when attending rituals 
and healing ceremonies. They were attendant to births and to initiations, weddings and 
peace pacts, burials and rites of rank ascensions. Highly valued not just for their beauty, 
but for the meanings they embodied, and for the skill of the weavers who would add their 
own “trademark” flourishes to their pieces. 
 No other technique best exemplifies the mysterious 
and complex universe inhabited by the traditional weaver 
than ikat. An ancient technique of resist dyeing practiced  
by the peoples of the Cordillera as well as upland Mindanao, 
ikat demands of its master weavers, a knowledge of 
both botany and agriculture in the planting, harvesting 
and preparation of the abaca fibers. Then, a precise 
mathematical skill in the tying and the dyeing of the bundled 
strands, and in the preparation of warp and weft on a 
backstrap loom. The very act of weaving requires immense 
physical discipline, concentration and stillness. The fact 
that indigenous weavers were traditionally female likens the 
act of weaving to the process of giving birth. So intense was 
the entire process that deities and spirits were invoked to 
guide the weavers and watch over loom and threads. 
 To understand how master weavers were so highly 
valued as community members, one need only survey 
the biographies of indigenous artisans who have been 
awarded the Gawad sa Manlilikha ng Bayan (GAMABA). 
The GAMABA is a national order of distinction given 
by the Philippine government to outstanding traditional 
craftsmen and artisans. So far, since the awards were 
conceived in 1992, sixteen artisans from various peoples 
of the Philippines have been given the distinction, after a 
meticulous screening process to ascertain the integrity of 
each body of work. It is no surprise that a majority of these 
awardees are women weavers.
 The most notable, T’boli Lang Dulay, the Bagobo 
Salinta Monon (both awarded in 1998) and the Blaan Fu Yabing Masalon Dulo (awarded 
in 2016) are now deceased, but they continue to be revered as matriarchs, clan leaders, 
teachers, culture bearers, entrepreneurs and healers. The multiple roles these women 
played show that they were not just skilled weavers, but integral members of a community, 
their roles going far beyond that of “Artist // Artisan”. Bai Yabing especially was renowned 
as a healer and a shaman capable of officiating community rituals. 
 The same goes for all GAMABA winners, no matter their particular skill. They 
contributed to the community not just as weavers, or chanters or musicians or carvers, but 
as farmers, clan leaders, teachers and repositories of traditional technology and knowledge 
systems. The GAMABA distinction added the role of culture bearer and ambassador to 
their already multi-faceted personas.
 Felipe de Leon, in his monograph “Celebrating The Creative Living Presence: 
A Culture of Healing” writes:

Floy Quintos

Weaving Narratives of Wholeness 
and Integration
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“A universal spirit-inspired way of life will always integrate 
the creative, especially the artistic element in the activities 
and function of everyday life. This is particularly true in 
our folk, traditional or communal cultures. Traditional 
art  flourishes  best  among  rural  and  urban  populations 
whose education is more or less synonymous with the life 
process in the community, rather than in the artificially 
structured, essentially theoretical and mental-learning 
that occurs in a formal set-up such as a school. It is an art 
acquired in concrete life situations, an art integrated—
in myriad ways—with everyday concerns, interests, 
functions and activities.”



Sammy’s weaving skill 

would have gone against the 

prescribed masculine roles of 

farmer / warrior / hunter. But his 

contribution to the installation 

as weaver and interpreter of 

sound is itself, an example of 

the magical transformations of 

tradition this exhibit aims for. 
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Sammy N. Buhle weaving
Rendering 4
(South Cotabato – Ifugao)
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 It is this interconnected universe that remains 
invisible when we view objects and textiles simply as 
artifacts. Yet even as we try to expand our understanding 
of that “creative spirit-inspired life process”, the world of 
the indigenous continues to undergo tremendous change 
brought about by decades of exploitation, marginalization, 
militarization, poverty, and religious fundamentalism. 
 Climate change and the pandemic are only 
two of the latest factors that have forever altered the 
indigenous way of life that once produced a magical 
and mysterious art. Survival is now the key question 
that many indigenous peoples face, as they struggle for 
their rights, their ancestral lands, and the continuance 
of their already negotiated existence. 
 Our concern is far less earth-shaking. It is 
simply bridging the gap between the vanishing world of 
the ancestors and our own appropriating, well-meaning, 
earnestly searching present. Do we continue to do it 
through the accepted “cut and paste” of traditional 
motifs and symbols? Or through the appropriation 
(however fair and respectful we try to be) of “Tribal //  
Neo-ethnic” music, textile, visual motifs, all of which 
have been made acceptably, comfortably contemporary 
but which have been robbed of their magic and meaning?
 IN MANY WAYS, “Andi taku e sana, Amung taku di sana / / All of us present, 
This is our gathering” reiterates the importance of inter-connectedness and integration, 
placing these squarely at the center of the collaborative process. In doing so, the artists and 
curators honor the spirit of traditional artisans, while creating new and personal rituals of 
transformation, just as magical and mysterious as those of the vanished world of the ancestors. 
 In the first part, chant is the material that becomes the springboard for a 
“discourse on translatability”. The sogna of the Kalinga-speaking peoples of Madukayan 
undergoes a “transliteration” through musical notation and the act of spontaneous painting. 
The focus is on the mouths of both chanter and painter, and how the chanted word “wills” 
the creation of a visible, if abstract, image. The very title of the exercise, “Speaking  
in Tongue”, hints (however irreverently) at a religious or deeply spiritual experience 
yielding spontaneous, spirit-filled communication. 
 “Renderings” is far more complex, as it seeks to incorporate the sounds 
of a weaver’s environment into dynamic tapestries of color and pattern. Those who 
have sat in the presence of weavers (whether they are seated at back-strap or pedal 
looms) know that while the weavers may be silent and focused, the very air is alive 
with sound of shuttles and heddles moving back and forth, to and fro. Other ambient 
sounds include the gentle tinkling of brass bells, the sliding of cowrie shells that 
polish the abaca textile, the clacking of loom pedals, the hiss of the spinning wheel.
 Collected from weaving communities from 
north to south, these sounds have been translated 
electronically into visible patterns and then rendered 
on the pedal loom by Sammy N. Buhle, a male Ifugao 
weaver, and on the backstrap loom, by his mother, ikat 
master weaver, Angelina Buhle. In traditional Ifugao 
society, Sammy’s weaving skill would have gone against 
the prescribed masculine roles of farmer // warrior // hunter. 
But his contribution to the installation as weaver and 
interpreter of sound is itself, an example of the magical 
transformations of tradition this exhibit aims for. 
 In these two installations, the search is not so 
much for meaning, as it is for the dark and mysterious 
power, the once and future magic of the animist 
ancestors. The shamans and epic heroes used the 
magical act of Transformation to beguile and conquer. 
So do the artists participating in this ritual, although 
with a different end in sight. 

The act of beginning at the source to birth new forms. 

The audacity of transforming sound and spoken word. 

The departing from and returning to the sources of tradition. 

The flights of interpretation and re-imagining fueled by technology and electronic media. 

These collaborations are rituals, celebrating a new way of honoring the Indigenous. 

page 59

Rendering 2 (Kalinga - Ifugao)

pages 60–61, clockwise
installation views
Andi taku e sana, Amung taku di sana / 
All of us present, This is our gathering 
San Ignacio Church, Intramuros,  Manila

Angelina Niploy Buhle weaving  
on a backstrap loom

Sound transcriptions for Renderings  
by Felicidad A. Prudente
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The act of beginning at the source 
to birth new forms. 

The audacity of transforming sound 
and spoken word. 

The departing from and returning 
to the sources of tradition. 

The flights of interpretation and
re-imagining fueled by technology 
and electronic media. 

These collaborations are rituals, 
celebrating a new way of honoring
the Indigenous.



I refuse to believe in a god who does not know how to dance.
i.

ii.

Lourd De Veyra

iii.
Listen to the loom. 

   the weaver’s enemy may even be the most dreaded of all: 

   forgetfulness.  

Listen to the loom. 

Each pattern an act of protest not only against 
the chaos of daily living but a rebuke of time. 

Sometimes the loom is no longer a tool for creation 
but an instrument of torture—a finished weave  
a testament to the slow, methodical punishment 
of her own body. it begins with the backstrap, 
fashioned out of either wood bark or animal hide, 
and for hours the weaver must sit for hours 
with legs half-outstretched as if in a mockery of 
rowing. The stiffening descends from her neck 
all the way down to the bottom of the spine like 
notes from deformed metal gongs. 

iv.
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Always remember: the rhythm washes away the tedium. 
this is true for all kinds of labor on this earth. 
She remembers grandmother counsel she complained 
about the soreness a day with the loom leaves on her back. 
For in the beginning there was rhythm, and things repeating 
can be heard all over nature. You will find things repeating 
themselves. The lines on the wings of a moth, the leaves 
of fern, the stalks of a rice, the steady gait of forest animals,
the rain that drapes these mountains after the summer. 

And you, too, as one who lives in a village among the clouds, 
shall find the wisdom in echoes. the tribe lives on because 
of the things we repeat. 

She says that the birds and other animals live 
forever when they are woven into the cloth, a fusion 
of fabric and phantasm, and that the mountains 
and the stars and a lightning bolt become more 
majestic as habiliments.

That was the secret to pass away the time, 
something she has been taught as soon as she 
was old enough to whine about such labor,  
at a tender age when she began to wonder why 
anyone should be subjected to such fate, though 
the tribe may teach that it is both honor and duty as 
vital as cutting enemy heads and healing the sick.



Everything in weaving is a metaphor for life, grandmother 
likes to say: for patience, the discipline, the exactitude, the 
constant struggle to keep the threads straight and in place  
as even a small, wayward knot upsets the pattern. 

There are times when she wanted to scream against her 
grandmother, to question why elders think everything is an 
allegory for something, even the afternoon mist. But the 
grandmother would calmly answer:

The secret is in the pace, as with 
rituals that demand control of 
movements: the tossing of the 
ball of twine to the other side, 
the constant pulling, pushing, 
and slinging. In fact, the rhythm 
begins even in the fortifying of the 
string by boiling it in starch, then 
the rinsing, then the drying under 
the sun until it begins to resemble 
an old woman’s hair. Then there is 
the thread that is wrapped around 
a small stone until it becomes a 
perfectly angry red sphere. 

vi.

v.

Listen

See with
your eyes. 
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She knows in her veins that the next ones in their 
tribe might refuse to suffer the craft. 

She knows that this, too, like their language, their 
stories, will soon vanish. 

Soon their music will be replaced by strange ones 
floating from black little boxes. 



Listen with the ligature of every 
ligament, and the universe will 
reveal its music, though briefly.  
So that she may realize that she 
and the thread are one, that the 
strings become fabric in the music 
of her musculature.

But one does not simply dance  
with the loom.

But the mountains show no symmetry 
and if the gods denied us angles then  
we shall draw our own, 

Only mortal hands can weave new ones 
with only short, straight lines, 
That kind that wounds skin, cuts flesh, 
and draws blood,
As sharp as triangles and rectangles 
embroidered on their elders’ skins

viii.

The dancer must become the dance. 

Somewhere across the plains, 
 the sound was moving, 
  over the famished river, 

  in patterns resembling a chorus of birds, 

 as red as the blood that spills from a human head.
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We cannot have waves but we
have mountains. 
Grandmother points to the peaks 
in the distance what undulate to forever, 
to that sphere where seam becomes sound 
becoming arpeggios ascending with 
regularity as if without error and motive only 
a hypnotic determination, and the more she 
works the more her mind retreats into a space 
of contemplation haunted by a thousand 
questions only answerable by only the dead. 
or how a single color refuses randomness but 
takes on a passage, just as mortal as its 
longing to depict—with the nobility of failure 
that is all too human—sky

vii.



she who weaves a line sends a prayer to the heavens, 

as all gestures must ultimately move skyward 

as if smoke from an extinguished candle

Two parallel lines of black and orange 
transmogrify into waves, 
not as a child would draw them using 
broken crayons.

at night invisible figures move through 
the unpaved streets and it was said that 
if one listened really closely you can hear 
nothing absolutely nothing

x.

ix.

xi.

page 62, top to bottom
detail
Rendering 4  
(South Cotabato – Ifugao)
Weaver from Indag-an 
Multipurpose Cooperative 
Miag-ao, Iloilo

page 65, clockwise
detail
Rendering 4 
(South Cotabato – Ifugao)
Sammy N. Buhle weaving
Rendering 7 (Abra – Ifugao)

Edna Dumingay weaving 
on a pedal loom
Manabo, Abra

pages 66–67

Weaving process detail
detail
Rendering 1 (Iloilo – Ifugao)

pages 68–69

Nening Tuan weaving 
on a backstrap loom

detail 
Rendering 8  
(Maguindanao – Ifugao)
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1 All quotes from an extended interview with 
the author. October-November 2021.

Tony Godfrey

 Gerardo Tan—“Gerry” to his friends—grew 
up in Mindanao, the southernmost major island of the 
Philippines. In 1977, aged 17, he moved to Manila to 
attend the University of the Philippines (UP). Such 
a move was perhaps equivalent to moving from rural 
Sicily to Rome or Milan, or from upstate Kentucky to 
New York City. In Mindanao there was little knowledge 
of or access to contemporary art, but as a student in UP 
he was to work with people, especially his mentor, the 
artist Roberto Chabet, who knew what was happening 
internationally, especially in the USA. Tan may have 
been on the periphery of the international art world, but 
it was a very well-informed part of that periphery. At this 
time a number of Filipino artists, Chabet amongst them, 
were focused on conceptually based performances and 
installation. This was the path he followed: “I started out 
as a realist painter, painting landscapes, portraits and still 
lives in my early years as a student. In my third year in 
UP and during my formative years as a professional artist, 
I became experimental, pouring acrylic and house paints 
on cement paper bags or canvas, and using unorthodox 
materials like beeswax, used motor oil, dust and in one 
group exhibition, live chickens. Looking back, I never 
imagined becoming the kind of artist that I am now.  
I guess I just followed my instincts and worked on it.”1  

 This was a challenging period for artists. 
Following the announcement of martial law by Ferdinand Marcos and his assault on freedom 
of speech and civil liberties, many artists turned to the overtly political art of social realism. 
However, if instead Tan became an experimental artist with a particular passion for materials, 
he was, as we shall see, never to be a mere formalist. Always he was engaged with the world 
around him. An understanding of Duchamp and Western conceptual and experimental work 
of the Sixties had provided him with a toolbox to examine his own particular environment.
 In his studio teaching, Chabet had put an emphasis on collage making rather than 
drawing. “The exercise grew on me,” Tan tells us, “and I must say it was a good exercise in 
organizing spaces on a blank canvas or paper and composing elements in as many variations 
we can—kind of exhausting possibilities within the limitations of the materials that we had 
in front of us.” He has continued to make collages. As he says, “they come in handy because 
they keep me productive when I have to stop to think things over,” but more crucially they 
epitomise how he works: taking things from the world, re-arranging them, adjusting them, 
transforming them, making new meanings from them.
 Manila by then was growing into one of the 
largest metropolises in the world—one characterised by 
over-crowding, noise, pollution and savage juxtapositions 
of wealth and poverty. Also, it gave him a plethora of objects 
and images to work with. Fifty years of American rule 
had imbued the nation with a passion for consumer objects 
and their display. As one Filipino remarked, “However 
ambivalent we were about the Americans we absolutely 
loved their goodies.” The most popular public places in 
Manila are the malls—temples for the display of consumer 
objects. (It is no coincidence that three of the world’s ten 
biggest malls are in Philippines.) Appropriately his work, 
Apparition, was first shown in Finale gallery, then, like 
other galleries, sited in Megamall, the largest of the malls. 
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 If the Philippines is the most westernised of 
Asian countries it is also the most Catholic—fervently so. 
“If you look around Metro Manila or towns, or villages,” 
Tan tells us, “You will notice these faux rock canopies 
called ‘grottos’ positioned in prominent spots. Some are 
built in spots where the Virgin Mary was supposed to have 
appeared to send a message to a medium, so the miracle 
was immortalized with a grotto in the same spot where 
the apparition happened.” In Apparition, a video showed 
a Virgin Mary candle burning down, but was reversed in 
time so that like a miracle it seemed to, over the course 
of two hours, slowly, but miraculously appear and grow.
 Similarly, two years earlier in a work, 
Phosphorescent Gospel, he had filled a cabinet with 
luminous statuettes of the Madonna. Visitors to the 
exhibition could buy one and take it home. They cost 
70 pesos each (then equivalent to about 2.5 US dollars). 
“I sold quite a number at the opening night. I imagined 
these statuaries glowing in many houses around Manila.”
 Collaborating in such a way or engaging 
with the audience was always an aspect of his work. 
Above all he sought to provoke, gently, and ask 
questions: in the same show as Apparition he had “also 
installed a surveillance camera inside the gallery that 
tracked the viewer inside the exhibition space and 
showed the image of the viewer on a TV monitor in 
the gallery, turning the viewer into a subject as well. 
These works were partly inspired by Ad Reinhardt’s 
cartoon drawing of a painting with a hand poking  
at the viewer and asking the viewer”. . . and you, what do 
you represent?” The work also referred to surveillance, 
another ever-present aspect of mall life, as of urban 
life generally. This, too, fascinated and perturbed him. 
 T h e  c o n c e r n  w i t h  c o l l a b o r a t i o n  a n d 
participation was shown in a work such as Code where 
he documented and displayed a variety of hand-held 
objects he collected from friends and people that he 
knew in Metro Manila. When the installation was later 
shown in Melbourne, he also supplied a box where 
OFWs (Overseas Filipino Workers) residing there could 
place their own objects for inclusion in the exhibition. 
The urge to document everything, like a person 
enumerating all their possessions, or a scientist 
writing down each stage of an experiment, was 
another procedure he adopted from Conceptual art.
 To stigmatise painting as earlier conceptual 
artists did, as a tainted and obsolete practice (“coloured mud on woven fabric”), 
was not however something he found necessary. Asked why he had not, like them, 
rejected painting, his reply was “Considering my personal context in the Philippines, 
I understand things differently, especially on seeing so many artists here still painting 
in various ways and subject matter. Aside from taking active pleasure in it, I like the 
tactility and malleability of the medium because paint can be applied in thin layers or 
impasto, as well as create various depths or textures through deliberate and chance 
procedures.” To paint or make collage has always been part of his practice. Like many 
artists in Southeast Asia, he will use whatever medium seems appropriate or appealing.

The painting, Sunday 
at the Beach, continues his concern 
with surveillance and its uses. 
The green blurriness is typical of 
images of unwanted refugees or 
immigrants caught by the security 
cameras of border pol ice in 
Europe or the USA. But the image 
is ambiguous. What is actually 
happening? Does it remind us of 
something else? Indeed, as Tan 
tells us, “I also relate Sunday at 
the Beach to Georges Seurat’s  
A Sunday Afternoon on the Island 
of La Grande Jatte. Only in my 
painting, the beach is a night 
scene, with the promenaders 



pages 70–71, clockwise

Gerardo Tan
This is not MoSpace, 2014
oil on canvas, digital projector, DVD 
183  x 274 cm

Gerardo Tan
Apparition, 1998–99
single screen video

Gerardo Tan
Phosphorescent Gospel, 1996
luminous statuettes and rosaries,  
mirrors, blacklights, wooden cabinet
152.4 x 121.92 x 10.16 cm

Gerardo Tan
Code, 1998–99 
found objects, size variable, 
as installed at Melbourne International

Gerardo Tan
Sunday at the Beach
(from Green Surveillance series), 2017 
Oil on canvas, 114  x 137 cm

page 73, top to bottom

Rendering 1
(Iloilo – Ifugao), 2017 
Ikat cloth, 929.64 x 88.9 cm
2 TV monitors, MP4 video 

Rendering 3
(Metro Manila – Ifugao), 2018
Ikat cloth, 502.92 x 350.52 cm 
2 TV monitors MP4 video as 
shown at Vargas Museum 2019

Rendering 2 
(Kalinga – Ifugao), 2018
Ikat cloth, 538.48 x 45.72 cm 
2 TV monitors, MP4 video 

Rendering 4
(South Cotabato – Ifugao), 2018
Ikat cloth, 749.3 x 114.3 cm 
2 TV monitors, MP4 video
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in Seurat’s painting replaced by 
restless people on the run from the 
police.” If in his work he looks at 
objects and how they are used and 
what they can mean, in his image 
based works he examines how 
we can read or should read them.

This is not MoSpace  
was shown there in 2014, one of 
a number of works with similar 
titles that played a complex game 
of appearance and real it y, 
authenticity and reproduction. 
In most of these works Tan was 
involved in remaking works by 
other artists, Gregor Schneider, 
Hiroshi Sugimoto, etc. As he 
said, “I find delight in process 
and play, usually with images that are mined from the art world. This is apparent especially 
in my collages and collaged-based paintings. Working with process and play is my way of 
dialoguing with the art world or with certain works by other artists. I take pleasure in it.” In 
this case he “remade” a gallery wall with a realistic oil painting of the large wall in the gallery; 
over it was projected a video of the self-same wall. But getting the two to match was not so 
easy as the camera went slowly forward until it reached the wall, then went back, much like 
the viewer does when he examines a painting or interesting work of art. His intention was 
“to get the viewer immersed in both the real and the representation of the space or image.”
 MoSpace was a place that Tan has found especially congenial. In the Nineties 
and early part of this century when there were few adventurous commercial galleries 
in Manila, alternative artist-run spaces were crucial as a venue for experimental art 
and as a place where artists could meet and even work together. These were very much 
places for a community to gather. Indeed, MoSpace which opened in 2007 originated 
from discussions between him and the artists Mawen Ong and Carina Evangelista. 
They talked about the lack of spaces that presented avant-garde art that supported 
artists and their community. As Ong was involved in setting up a design shop, she 
was able to include a gallery on the top floor. Since then, Tan has both shown in the 
gallery and curated several exhibitions there. Such involvement in the art community, 
in curating or earlier in his life, in teaching, should all be seen as part of his practice.
 Asked whether his work was 
distinguished both by a seriousness of 
intention and by a playfulness in his 
use of methods and materials, and that 
throughout his work was there—at the risk 
of sounding sentimental—a celebration of 
life, both in things and their perception, 
and also in the sheer pleasure of making 
them, he replied, “Knowledge to me is 
empirical and based on how we experience 
reality, whether real or virtual. Hence, you 
can also say that my oeuvre manifests the 
celebration of life, for better or worse, or 
simply life moving in time. I consider my 
works as like recordings of how I see and 
understand the world. The sentimental 
character of this aspect is apparent in Code 
but more than the sentimental character 
of the work, I also like to show that, as 
though it were a two-way street, a thing 
that we make for a certain purpose in life, 
be it a spoon or a computer, also directs our 
lifestyle and ultimately the person that we 
are.” For all the critique of consumerism 
and representation that underlies his 
work, it always remains good humoured. 
He has never fallen out of love with life. 
 His  re c e nt  works  produced 
in collaboration with weavers from 
indigenous communities are both a new 
development  and st i l l  very much in 
character. As he admitted, the aesthetics 
of the display of these works laid out on 
the floor when first shown at the Vargas 
Museum in 2019 owed much to the art of 

the Sixties, for example, “Andre’s early square metal 
plates that turned sculptures ‘in-the-round’ into sites to 
be walked on and experienced directly. It was the effect 
that I wanted to achieve in my work. Other images came 
into mind while doing the work, for example Nam Jun 
Paik’s TV Buddha and Nauman’s running neon piece 
War / / Raw. Placing the two textiles perpendicular 
to each into a cruciform refers to the warp and weft 
of the weaving process and the grid of modern art. 
My visual vocabulary is definitely influenced by the 
works of the artists I’ve mentioned. However, I also 
cannot deny the influence from my younger years 
in Mindanao of seeing itinerant vendors peddling all 
sorts of stuff where everything is on the ground and 
you walk around the mats to inspect what they got.” 
 Like other Filipino artists he is fascinated with the continuing creativity of 
indigenous traditions out in the provinces. But for him to make a synthesis of this with a 
practice that has previously been focussed on life in Manila is a new departure. Asked what 
led him to start making works with weavers in 2016, he replied, “I was initially attracted 
to the sound inside the weaving house that reminded me of minimal music, particularly the 
drone music of, say, Steve Reich or La Monte Young. Upon closer inspection, I noticed 
that the weaver’s movements also matched the sound they were creating and the weaves 
were also mathematically structured. How they configure everything still baffles me. 
They must configure everything in their heads or do it purely by instinct because they 
never refer to any notes. They just go on and on like the drone sound they were creating, 
stopping every now and then to adjust something. I thought—‘what if they were weaving 
the patterns of the sound that their pedal loom is creating?’ ”

As always, we see that his work it is not just 
about collaborating, but sharing, that we too enjoy the 
weavings, that we too find connections between the old 
and the new. If the term “post-conceptual artist” can 
be used, it could describe Tan well. Like conceptual 
art his art is about thinking critically, and making the 
viewer think, but he approaches things of the man-
made world, objects, representations, and now textiles 
with equanimity, indeed with pleasure and affection. 
Throughout his work we find a generosity and a candour 
that is simultaneously appealing and provoking.
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Gerardo Tan
works across media from painting, collage, photography and artists books 
to video and found objects in room-sized installations. His work deals 
with issues of representation and conceptual plays. He often appropriates 
reproduced images from the world of art and mass media in order to subvert 
hierarchies and give way to new itinerant meanings. In 1982, Tan was part of 
the 2nd Asian Art Show at the Fukuoka Museum, Japan; and in 1999, he was 
the representative of the Philippines to the first Melbourne International 
Biennale. His work is represented in the collections of the Cultural Center 
of the Philippines, the Singapore Art Museum, the Metropolitan Museum 
of Manila, Central Bank of the Philippines and the Ateneo Art Gallery.  
His distinctions include a Fulbright-Hays Grant at SUNY Buffalo, the Barbara 
Schuller’s Arts Associates Award in Buffalo, NY, 44th Western NY Exhibition,  
the Juror’s Choice Award from the Art Association of the Philippines, 
and a CCP 13 Artists award from the Cultural Center of the Philippines. 
His work has been featured in museums and galleries in Asia, the US, 
Europe and Australia. Tan l ives and works in Manila, Phil ippines.

Yael Buencamino Borromeo 
is Head of Programs and Audience Engagement at 
Lopez Museum and Library, and was the director of 
the Manila Museums Summit 2021. Her professional 
interests lie in interdisciplinary initiatives in cultural 
institutions and museum development. She was the 
founding Executive Director of Areté, the creativity 
and innovation hub of the Ateneo de Manila University 
(2017-2019), and managing curator of the Ateneo Art 
Gallery (2007-2017). She contributed to the book, 
Making Museums Work: A Zero In Handbook. She holds 
an MA in Southeast Asian Studies from the School of 
Oriental and African Studies, University of London.

Arvin Flores
has an MFA graduate degree from The School of the 
Arts, Columbia University, New York, NY, and a 
BFA from the College of Creative Studies, University 
of California at Santa Barbara. He is also co-
Director of Artery Art Space, an artist-run gallery 
in Manila since 2014. A practicing artist, Flores 
has done independent curatorial work, and writes 
as an extension of his creative and critical practice.

Tony Godfrey
has been working in the contemporary art 
world since 1978 as teacher, writer and 
curator. His f irst book was New Image 
in Painting (Phaidon, 1986). His 1998 
book, Conceptual Art, translated into 
six languages, was the first book to see 
Conceptual Art as a global phenomenon. 
His book, Painting Today (Phaidon, 2009), 
attempted likewise to see painting as a 
worldwide phenomenon.  It  has  been 
reprinted and translated into three 
languages. Tony Godfrey’s other books 
include: Drawing Today: Draughtsmen in 
the Eighties (1991), and Contemporary 
Photography in Asia (2013). His latest book, 
The Story of Contemporary Art, published 
in 2020 by Thames and Hudson and by 
MIT Press, is an attempt to understand 
c o n te m p o r a r y  a r t  a s  a  wo r l d w i d e 
phenomenon. Moving from London to Asia 
in 2009, he now lives in the Philippines. 

Lourd De Veyra
is a musician, poet, artist, journalist, TV host, 
and writer. He has written a novel, Super 
Panalo Sounds!, and published several 
collections of his essays and speeches. He 
has four books of poetry: Subterranean 
T h o u g h t  Pa r a d e ;  S h a d o w b o x i n g  i n 
Headphones; Insectissimo; and, Marka 
Demonyo, which was released in 2020.

Floy Quintos 
is widely known as an award winning playwright, stage director and writer. He is also an 
independent curator specializing in the traditional arts of Philippine indigenous peoples. He has 
curated exhibitions for the Musée du quai Branly - Jacques Chirac in Paris, the Yuchengco 
Museum, The Ayala Museum, the Vargas Museum, and the Taoid Museum in Ilocos Norte. 

Felicidad A. Prudente
is  one of the leadi ng Fi l ipi no 
ethnomusicologists in the country 
today. Her field of expertise is in 
indigenous music cultures with 
a special ization in Phil ippine 
music. Having conducted f ield 
research around the Philippines 
over the years, Prudente has 
written and published articles 
on various aspects of Philippine 
music, such as epic singing, vocal 
polyphony, and gong culture. 
A Piano and Music Education 
graduate from St. Paul College 
of Man i la,  P rudente pursued 
graduate studies in musicology 
with emphasis in ethnomusicology 
at the University of Michigan-
Ann Arbor where she was Visiting 
Professor in 2004. She served as a 
Music professor at the University 
of the Philippines and a consultant 
a t  t h e  P h i l i p p i n e  Wo m e n’s 
University. Currently she is an 
active member of the International 
Counci l for Traditional Music  
and its  st ud y g roup on the 
performing arts of Southeast Asia, 
where she presents her research.

Sammy N. Buhle
belongs to the younger generation of weaving artisans of Ifugao Province. He comes from 
a family of weavers who taught him the art of weaving at an early age. Born in 1989 in 
Banaue, he acknowledges his maternal grandmother, Kittayan Niploy, a respected and 
well known weaver in her time, and his mother, Angelina Niploy, who continues to weave 
using a backstrap loom. His father, Fernando Buhle, specializes in dyeing and is a weaver 
as well. Buhle studied Management Accounting at St Mary’s University and Accounting 
at Aldersgate College in Nueva Vizcaya, but decided to pursue his passion for weaving. 
He now handles the family weaving house and actively participates in textile fairs. 
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messages, speeches, and other writing concerns are prepared 
by Karen Capino. All the tasks in Venice are accomplished in 
collaboration with Darwin Gutierrez (Venice-based Coordinator and 
Head Docent). Patrick D. Flores, Project Consultant, provides the 
creative direction to all PAVB-CC works. 
 Since 2017, and due to the increasing number of activities, 
the PAVB has sought the partnership of organizations to co-
implement all its activities. For the preparatory phase of the past and 
current edition, PAVB-CC partnered with the Metropolitan Museum 
of Manila Foundation (Met Foundation). The Met Foundation co-
implements activities with PAVB-CC. With the guidance of Director 
Tina Colayco, the Met Foundation team is composed of: Nelda 
Sansaet (Administrator); Daniel Devela (Exhibitions Manager); Alec 
Madelene Abarro (Collections Management Assistant), Jane Martinez 
(Bookkeeper); and, Nicole Mojica (Accounting Assistant). The entire 
Met Foundation is being mobilized and in full force to implement 
the PAVB activities.
 The PAVB Coordinating Committee (PAVB-CC) works directly 
and coordinates with the Office of Congresswoman and Deputy 
Speaker Loren Legarda, with the continued and generous support 
of: Kristine Sheree Mangunay, Tonirose Billones, Roselyn Arances, 
and Estelle Piencenaves. The support of Amenah Pangandaman is 
significant to the Project. 
  In carrying out this important undertaking in Venice, the 
PAVB-CC works directly with the Department of Foreign Affairs (DFA), 
specifically with the Philippine Embassy in Rome under Hon. Domingo 
Nolasco, and the Office Philippine Consulate General in Milan.

 The participation of the Philippines at the 59th International 
Art Exhibition of la Biennale di Venezia (commonly known as Venice Art 
Biennale) is a collaborative undertaking of the National Commission 
for Culture and the Arts (NCCA), the Department of Foreign Affairs 
(DFA) and the Office of Deputy Speaker and Congresswoman Loren 
Legarda. As the highest arts and culture government institution 
in the Philippines, the NCCA leads the setting up of the Philippine 
Pavilion in Venice. NCCA Chairman Arsenio “Nick” J. Lizaso is the 
Commissioner of the Philippine Pavilion. 
 The Philippine participation at the Venice Biennale is being 
managed by the Philippine Arts in Venice Biennale Coordinating 
Committee (PAVB-CC) which was organized by the NCCA in 2014. 
PAVB-CC is under the NCCA Office of Deputy Executive Director 
Marichu G. Tellano, who is the current OIC-Executive Director of 
the Commission. It directly coordinates with the Office of the NCCA 
Chairman. PAVB-CC is tasked with the planning and implementation 
of all the activities of the PAVB Project, from Open Call to the 
homecoming exhibition. It plans and implements all the activities 
relative to participation of the Philippines to Biennale Arte and 
Biennale Architettura of la Biennale di Venezia, including the whole 
cycle of launching an Open Call for Curatorial Proposals, deliberation 
and selection of the official entry to la Biennale, production of the 
Exhibition, shipment to Venice, mounting of the exhibition at the 
Philippine Pavilion in Venice, the opening and the management of 
the exhibition for at least 7 months. 
 Within the seven-month run of the exhibition to the public, 
collateral activities are planned in close coordination with the 
curators and participating artists and implemented in the Philippines, 
Venice, Italy, and other parts of the globe. PAVB-CC proceeds to 
prepare and implement the exhibition’s finissage, closing, packing 
and shipping of the exhibition back to the Philippines. The PAVB-CC 
work extends to the preparation and mounting of a homecoming 
exhibition in the Philippines. There was a time when the Exhibition 
was even toured in the Visayas and Mindanao. 
 For each year, two exhibitions are being managed, the 
current participation and the preparation for the succeeding year’s 
exhibition. The pandemic has changed the calendar of la Biennale 
and resulted in having the Biennale Arte during even years (2022, 
2024, 2022…) and Biennale Architettura during odd years (2021, 
2023…). It used to be Biennale Arte on odd years and Biennale 
Architettura on even years.
 With the lean core team composed of Aurea Brigino Lopez 
(Head, PAVB-CC); Manuel Agustin Z. Singson (Exhibition Manager); 
Jeanne Melissa R. Severo (Overall Coordinator); and, Dominique 
Candi Escover (Support Staff) replaced by Ana Lorraine Manalaysay, 
the PAVB-CC structure expands, depending on the tasks at hand. 
Public education program and social media concerns are being 
handled by Bai Pendatun-Ilagan. Drafts of important essays, 

Workforce / Philippine 
Arts in Venice Biennale 
Coordinating Committee 
(PAVB-CC)
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 Special appreciation goes to: Jika Cleofas and Shiela Salvio 
of the Cultural Center of the Philippines (CCP); John Lerry Dungca and 
Agnes Balawan of Komisyon ng Wikang Filipino (KWF); and, Kathryn 
Zamuko of PIASI. 
 Despite their innumerable tasks, the professional guidance 
and coordination of la Biennale di Venezia through Arch. Manuela 
Luca-Dazio and Micol Saleri is constantly and patiently extended, for 
which we are deeply grateful. Appreciation is accorded as well to our 
efficient partners in Venice: We Exhibit Srl led by President Giovani 
Dantomio and to Valentina Chiesi; Interlinea Srl through Barbara De 
Zorzi, Fine Arts and Exhibition Manager. Special thanks to Andrea D’ 
Altoe and Sara Danieli whose boundless support to the Philippine 
Pavilion has gone beyond work. 
 We acknowledge the warm support Kristine Sheree Magunay. 
The lending hand and spiritual support of Estelle Piencenaves are very 
much appreciated. We are truly grateful to Amenah Pangandaman, 
Reza Ruedas and Eireen Palanca for their recognition of the 
significance of the Philippine participation in Venice Biennale. 
 Our consultant, Patrick Flores, has remained our strength, 
our guide and our light through the course of the implementation 
period, from the Open Call to the realization of each edition of 
the Philippine participation at Venice Biennale platforms. His 
intelligence, wit and sense of humor keep us alive (physically and 
intellectually) and going. 
 We are grateful for the cooperation of: the Department of 
Foreign Affairs (DFA) for the partnership and support generously 
given to us here in the Philippines and in Italy; the Office of DFA 
Secretary (OSEC) Irene, Susie Natividad (Chief Coordinator) and 
Darell Ann R. Artates (Special Assistant); the comforting and hands-
on support of Ambassador Domingo Nolasco and his staff at the 
Philippine Embassy in Rome, as well as the loving attention of 
Madam Cecilia A. Nolasco, which is most appreciated; and, Consul 
General Bernadette Therese C. Fernandez and Vice Consul Awee 
Dacanay of the Philippine Consulate Office in Milan. We especially 
thank the DFA—Office of Public and Cultural Diplomacy (OPCD), led 
by Eduardo Martin R. Meñez (Assistant Secretary), Khrystina Corpuz 
Popov (Acting Director), and the round-the-clock support of Teresita 
G. Marfil (Project Coordinator). We are truly grateful for the warm 
support of the Filipino community in Venice, past President Darwin 
Gutierrez and current President Quintin Malinay. We thank them 
and their families, especially Fe Corpuz, for making Venice a familiar 
ground where we can work efficiently and productively despite 
cultural differences and the current pandemic. 
 Lastly, and most importantly, we extend our deepest 
grat i tude to our project  pr incipal ,  Deputy Speaker and 
Congresswoman Loren Legarda, for her steadfast commitment in 
advancing cultural work locally and internationally. Her trust in the 
NCCA- PAVB-CC is dearly treasured.

 The realization of the Philippine Pavilion since its return 
to Venice Biennale in 2015 is made possible by utmost generosity, 
helping hands and the warm heart of many institutions and individuals. 
In this edition, the Philippine Arts in Venice Biennale Coordinating 
Committee (PAVB-CC) extends its gratitude to the wonderful and very 
productive team of curators and artists of Andi taku e sana, Amung 
taku di sana / / All of us present, This is our gathering exhibition: 
Yael Buencamino Borromeo and Arvin Flores (curators); Gerry Tan, 
Felicidad A. Prudente and Sammy N. Buhle (participating artists). 
Their calmness and work process has given us a lot of time to reflect, 
and learn more and more deeply about the exhibition. We are grateful 
for the unwavering support of Atty. Guiller B. Asido, Administrator of 
Intramuros Administration (IA), and the generous assistance of Ar. 
Ramil Tibayan. Ar. Erika Dia’s support during exhibition mock-up is 
also very valuable. 
 We thank the jurors who meticulously deliberated upon all 
the proposals submitted at the Open Call: Christopher Lew, Yukie 
Kamiya, Mariles Gustilo, NCCA Chairman Arsenio “Nick” Lizaso, and 
Deputy Speaker and Congresswoman Loren Legarda. 
 As with any government project of this scale, the PAVB 
Coordinating Committee relied on the guidance and support of 
all concerned offices at the National Commission for Culture and 
the Arts (NCCA). We deeply appreciate the full trust and support 
of: Chairman Arsenio “Nick” J. Lizaso; OIC-Executive Marichu G. 
Tellano; and, OIC-Deputy Executive Director Bernan Corpuz, Head 
of Office of the Chairman Secretariats and Supervising Officer for 
Administration; as well as to Caroline B. Mizal. The helping hands 
of each officer and staff member significantly contributed to ease 
the tedious government process that the Project needed to daily 
contend with: Ms. Susan Dayao (administrative head); Herencio 
Llapitan (chief accountant), Tes Pitalbo, Marilyn Estrella and 
Charive Esteban (NEFCA); Sherlyn Tan (head), Mhaja Victoria Tabili , 
Vanessa Uy and Ruth Penullar (GAA); Amelia M. San Juan and Malou 
Cabalonga (COA); Lourdes Musngi, Loida Olegario, April Benosa 
(OC); Emma Parada and Magz Dimalanta (OED); Cecile Nisnisan 
(ODED); Ciarra Dianne Vallo (PMED); Teresa Jarabello, Karlo Jay 
Cleofas, Vanny Banico, Judith Gomez, Sharry Tallens, Roland Munar 
and Kath Tolete (Cashiers Office); Milton Capati, Dan Guevarra, Ryan 
Arengo (MISO); Aniel Apruebo and Abdulnasser Kali (Procurement); 
Jeremiah Mallari and Atty. Jose Vincenzo Vizcarra (Legal Office); 
Rene Napeñas, Joy Iglesia, Anne Cabrera, Harvey Aquino (PAIS); 
and, special thanks to Mary Anne Luis; Alya Rodriguez, and Klauden 
Serrano of IAS. We deeply appreciate the warm partnership of the 
Metropolitan Museum of Manila Foundation, Inc. led by Director 
Tina Colayco, and her very efficient team: Nelda Sansaet, Roberto 
Daniel Devela, Alec Madelene Abarro, Kriselda Ibabao, Ian Kenneth 
Gines, Frances Nicole Villanueva, Janica Jasmin Morales, Lino 
Gonzaga, Jane Martinez and Nicole Mojica. 
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This exhibition owes its inception and development  
to the weavers and musicians whose images, sound,  
and spirit infuse the entire project, and to the weaving 
houses and communities that opened their doors  
to Gerardo Tan and Felicidad A. Prudente.  
It is with deep gratitude that we acknowledge  
these individuals and groups:

 Acknowledgements

Jose Pangsiw, chanter in the Speaking   
in Tongue video

In Iloilo, Maryanne Montagot,  
the Indag-an Primary Multi-Purpose 
Cooperative, Jonathan R. Matias,  
Jose Nieves, and Ariel Bordon 

In Kalinga, Shugar Saliw-an Ferrer, 
Lydia Pangsiw, and Felistina Pangsiw

In Ifugao, Angelina Niploy-Buhle 
and family

In South Cotabato, Nening Tuan, 
and Myrna B. Pula

In Davao del Sur, Rhea Rose Monon-
Dillera, Gemma Monon, Berna Malang 
and Bansalan Municipal Staff

In Abra, Edna Dumingay, San Ramon 
West Loom Weaving Association,  
Josie Claustro, Naty Quiday, and  
Leila’s Loomweaving 

In Maguindanao, Hainon Baraguir, 
Mariam Sumlay, Bai Albaya Wampa,  
and Al Jamelah Weaving Center

In Antique, Lenny Rose V. Laude, 
Bagtason Loom Weavers Association, 
Ramon Ramirez and Jose Taton, Jr. 

In Ilocos Sur, Sonia Manaot, Carmen 
Bartolazo, Cora Agosto, Logelin Agosto 
Quionol and Myra Bartolome

In Metro Manila, Christine de Vera, 
Teresa Fernandez, Karen Fatima 
Francisco, Luisito Ilagan, Ma. Lourdes 
Matute, Teresa Montes, Felistina 
Pangsiw, Paolo Daniel Pardo, Leo 
Rempola, Carlos Miguel Sta. Maria, 
Precious Lagatic-Sumalpong, 
and April Sta. Maria-Villasquez

Valeria Cavestany

Jaime Ponce de Leon
Leon Gallery

Trickie Colayco Lopa

Our thanks also go to those whose 
guidance was indispensable to the 
development of the project:

Manuel Ocampo, 
for his strong encouragement  
and recommendations during  
the proposal stage of the project.

Miguel Rosales and Caramel 
Creative Consultancy, Phils, Inc., 
for their help in crafting the  
exhibition design for the  
proposal and the presentation  
in the Arsenale.

Rosario de Santos, 
for introducing Gerardo Tan  
to Musicologist, Fe Prudente, who 
did all the sound notations for the 
biennale project and organized the 
field trips to the weaving houses.

Professor Rey Rimando, 
for introducing Gerardo Tan  
to Dr. Analyn Salvador Amores,  
curator of the Museo Kordilyera of the 
University of the Philippines Baguio, 
who in turn introduced Gerardo Tan 
and Fe Prudente to Sammy Buhle.

Jonathan Matias, Jose Nieves  
and Timo Roter, 
for bringing Gerardo Tan to the 
Indag-an Primary Multi-purpose 
Cooperative in Miag-ao, Iloilo  
where the initial idea for the  
biennale project started.

Ronnie Labriaga, 
for manning the wheel in those long  
and at times treacherous road trips  
to Ifugao, Kalinga Apayao, Abra  
and other distant places in order  
for Gerardo Tan and Fe Prudente 
to document and interact with  
Sammy Buhle and other weavers.

Mawen Ong,
owner of MoSpace and her staff,  
headed by Maryanne Francisco,  
for never failing to accommodate us  
in their gallery space in order for us  
to record the sound performances  
for the iterations of the textiles.

Jun Villalon, 
owner of the Drawing Room and his  
staff, headed by Nicole Decapia,  
for providing their gallery space for 
the initial testing of the audio-visual 
component of the biennale project.

Gerardo Tan would like to thank: 
Dr. Marti Magsanoc, and Yanah Justiniani

Felicidad A. Prudente would like to thank: 
Felice Prudente Sta. Maria, Lorna Salutal 
and Bob Tomas

Sammy N. Buhle would like to thank: 
Gretchen Buhle, Alisha Chensy Buhle, 
Johanna Guia Buhle, Fernando Buhle,  
and Angelina Buhle

Yael Buencamino Borromeo would like  
to thank: 
Paolo Borromeo, Alvaro Borromeo,  
Santiago Borromeo, and Patricia Araneta

Arvin Flores would like to thank: 
Mai Saporsantos, Capt. Alberto D. Flores  
and Azucena A. Flores, Benjamin Dia and 
Katrina Saporsantos, and Anibal Pella-Woo

We are very grateful to those whose 
faith in the project was manifested 
through generous support that 
allowed the artistic and curatorial 
team to fully explore the possibilities 
of the exhibition:
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This publication accompanies the exhibition, Andi taku 
e sana, Amung taku di sana  / / All of us present, This is our 
gathering, the official representation of the Philippines  
at the 59th Biennale Arte of la Biennale di Venezia, on view 
from April 23 through November 27, 2022 at the Philippine 
Pavilion at the Artiglierie in Arsenale in Venice, Italy.

The Philippine participation at the 59th 
International Art Exhibition – la Biennale 
di Venezia is a shared undertaking of 
the National Commission for Culture 
and the Arts (NCCA) in partnership with 
the Department of Foreign Affairs (DFA) 
and the Office of Deputy Speaker and 
Congresswoman Loren Legarda

Management: National Commission  
for Culture and the Arts (NCCA) through 
the Philippine Arts in Venice Biennale 
Coordinating Committee (PAVB-CC) in 
partnership with Metropolitan Museum 
of Manila Foundation, Inc. 

© 2022 by National Commission  
for Culture and the Arts (NCCA)

All rights reserved. No part of this publication may be 
reproduced in any manner without permission. Copyright 
of all images are owned by the artists, reproduced with the 
kind permission of the artists and/or their representatives.

Every effort has been made to contact copyright holders 
and to ensure that all information presented is correct. 
Some of the facts in this volume may be subject to debate 
or dispute. If proper copyright acknowledgment has not 
been made, or for clarifications and corrections, please 
contact the publishers and we will correct the information 
in any future reprinting. 
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