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CURATORIAL CONCEPT

“Andi taku e sana, Ragsak taku di sana.” These are the opening lines to a Sogna, a Highland chant which precedes a large gathering to bring 
about peaceful communication through a dialogue of differences and commonalities expressed in song. The verse is in Madukayan 
dialect that is part of the Kalinga ethno-linguistic group in the Cordillera Region of Luzon. Translated into English it means, “All of us 
present, This is our celebration.” It touches upon a lot of things. First, indirectly it thinks about our present condition regarding the 
worldwide pandemic that have caused innumerable deaths and still ongoing. With this in mind, it is counted as a blessing to think that 
we are still here. As a unified nation of more than seven thousand islands, it is also an astounding opportunity to represent and 
introduce our distinctive culture to a wider audience from all around the world. Moreover, the verse commemorates that through 
communication we are able to continue - a cause for celebration. This is the function of art, to express our humanity through diversity. 

“All of Us Present, This is Our Celebration” proclaims the title of our proposed exhibition for the 2022 Venice Biennale, promoting 
Philippine traditions and ensuring its continuity through exchange. The exhibit furthermore aims to represent the translation of 
cultural data into visual communication. 

The exhibit includes the production of a unique multiplicity of forms, where the primary goal is interconnectivity and communication. 
A format of heterogeneity is thereby followed by the project presenting an inter-disciplinary process in generating sound, performance, 
image, and object. Formats are interchangeable and scalable which maximizes the link of the mediums involved, whether it’s sound, 
weaving, video, or painting, allowing for a greater yield of searchable content and its production of meaning. There are two 
components in the exhibition that are interdependent. The initial introduction upon entering the exhibit is a two channel video 
installation featuring the translation of a traditional song into performative painting, designating the work “Speaking in Tongue.” This 
is followed by the installation “Renderings”, which features the transmission of sound made from traditional weaving practices 
rendered subsequently into creative outputs of video and textile material. For the two iterations, each artistic translation therefore 
creates an open system of interpretation and representation where the aim is to develop a worldwide audience of cultural exchange. 
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CURATORIAL CONCEPT

“Speaking in Tongue” incorporates multiple channels of communication, from sound to visual representations, in promoting 
universal learning through diversity towards the production of new cultural data. The exhibit explores the signification of 
performative utterances between a traditional chant to its sound transcription and subsequent painting – a translation of specific 
cultural experiences into universal channels of communication both oral and visual. Both sound and visual languages are 
representations of identity that allow various interpretations and encourage interactive learning. A chant is a ceremonial singing 
of words or sounds that commemorate or correspond to an event or to a symbolic act. In this instance, there is a transmitter who 
regulates the flow of cultural information, and a receiver who records the event, where the partnership of the two forms a 
collective sharing of knowledge for further understanding. Painting typically is a studio activity exemplified by individuality and 
subjective expression which connotes autonomy and authenticity. Here, the painter is a transcriber of cultural meaning, one who 
controls the production of signs and the catalyst for universal communication. “Speaking in Tongue” therefore represents the 
possibility of communication without boundaries and the promotion of human understanding across ostensible differences. 

“Renderings” explore the production of cultural information through various channels of transmission: sound/field recording, 
music transcription, craft, textile material, video documentation, and installation. Each component in the exhibit’s open system 
of information distribution, from sound to notation, from weaving to video documentation, function as a translation machine in 
the expression of culture. From one medium to another, the flow of information glides and reassembles accordingly to regulate 
transmittable iterations while instigating creative difference, from original to copy, producing a deterritorialized state of affairs 
that experiment with authorship, identity, conventionality, and the new. Traditional practice of weaving is deconstructed from its 
repetitive singular process down to its essential feature of sound, which facilitates the creation of new signifiers for transcription. 
Musical notations are made using modern symbols that are assigned according to the type of sound with its approximate 
duration. Such that there is creative freedom in their invention enabled by the capacity of the loom apparatus in generating sound 
material in tandem with the weaver’s skill of interpretation. 
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CURATORIAL CONCEPT
Weaving is recognized as embodied tacit knowledge, a reification from a conceptual image of measured numerical abstractions, wherein the 
applied mathematics become actual pattern. Weaving thus becomes a metaphor for creation, from creating the proverbial fabric of reality to 
the virtual binary codes of zeroes and ones in computer programming made to communicate with others through the World Wide Web. 
These theoretical abstractions exist in iterative form made actual when processed through different mediums. These language games thus 
allow free play, creativity, and imagination through artistic experimentation while raising awareness about the condition of authorship, 
noting the fact that data itself is malleable and negotiable. With its multiplicity of content, “Renderings” aim is to present the significance 
of native traditional practices in relation to its education, its preservation and extension, and its corresponding translation/update into 
contemporary form.  

The exhibit focuses on applied linguistic translations through art for the development of cultural identity. The value of translation practices 
is commonly assigned to the spoken and written languages, which during formative edifying efforts in history would have been to conform 
religious doctrinaire in suppressing the masses. Illiteracy is mainly generated when newer codes strongly attempt to overwrite cultures 
with pre-existing codes, effectively devaluing erstwhile standards as new codes seek to replace but fail to complete full assimilation. Such 
conditions we’ve experienced through colonialism, as we continuously question the role of oppressive authoritarian controls over the 
system of codes and the production and dissemination of its content. Language therefore is necessary in facilitating the embodiment of 
national identity today, and treated for that reason as a medium of emancipation as well as a critical stage in the production of knowledge. 
Such that language, in order for it to be exercised as an essential and effective medium in the intellectualization of its people, must reach 
the classification of controlling domain, which by other means, a useful technical channel encompassing information technology and mass 
communications. Thus, the proliferation of information, a significant postmodern condition found within the contemporary, regulates the 
economy of exchange between communities, producing at once collateral value for knowledge production. Succeeding translations of 
cultural material into communicable visual codes thereby facilitate the mining of data into metrics of cultural analysis, or cultural analytics, 
which have deeper impact within intellectual and material developments. The exhibit therefore engages the multifaceted views surrounding 
identity and its representation, and the succeeding reading of such innovative forms into mutations of meaning, into visual learning, as well 
as the potential value of cultural material for global exchange and universal communication. 
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CURATORIAL CONCEPT

The aesthetic significance of the exhibit “All of Us Present, This is Our Celebration” highlights the critical development of art around 
the world today in need of cultural awareness, tolerance and equity, stressed recently by protests and issues regarding race. The exhibit 
thus utilizes art as a means of social practice and education, in order to develop audience participation and generate support, while 
instigating the production of new forms diverse of artistic taste. Works in the exhibit acknowledges the trajectory of contemporary art 
from around the world, from concept to form and information, to show that the center no longer exists by dispelling the notion that 
artistic derivatives lie along the margins, done by means of exploring strategies of universality and autonomy gleaned from 
modernism’s lessons, citing irony and the subversion of standards in postmodernist appropriation and relational forms, as well as 
maximizing the informational technique of the image in painting and video, in order to communicate existing indigenous experience, 
practices, knowledge systems, and promote the current advancement of the Filipino as an artist above the world stage. 

Notes: 
David Joselit, After Art, (Princeton, NJ: Princeton University Press, 2013,), p. 55 
Deleuze and Guattari, Capitalism and Schizophrenia: The Anti-Oedipus, (Minneapolis, MN: University of Minnesota Press, 1983)  
 Felicidad A. Prudente, Cordillera Weaving Sounds, Cordillera Review, 2019 
Luis Camnitzer, Alphabetization: Hegemonic Language and Arbitrary Order, 2009, in “Translation” Whitechapel Documents of Contemporary 
Art, edited by Sophie J. Williamson, (Cambridge, MA: MIT Press, 2020), p. 210 
Aurora E. Batnag, Translation in the Philippines, National Commission for Culture and the Arts, April 1, 2021, https://ncca.gov.ph/about-
ncca-3/subcommissions/subcommission-on-cultural-disseminationscd/language-and-translation/translation-in-the-philippines/. The National 
Commission on Culture and the Arts is currently mandated to undertake translation work through one of its national committees, the 
Committee on Language and Translation. 
 Bonifacio Sibayan, The Intellectualization of the Filipino, National Commission for Culture and the Arts, April 1, 2021, https://ncca.gov.ph/
about-ncca-3/subcommissions/subcommission-on-cultural-disseminationscd/language-and-translation/the-intellectualization-of-filipino/ 
 Lev Manovich, Cultural Analytics: Visualizing Cultural Patterns in the Era of “More Media”, 2009, http://manovich.net/index.php/projects/
cultural-analytics-visualizing-cultural-patterns 
 Referencing the race riots last year that have occurred across the globe in response to the Black Lives Movement. As well as pointing to the 
recent attacks against Asian immigrant minorities specifically in the United States.
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BACKGROUND / RATIONALE OF THE PROPOSED EXHIBITION

Our proposed exhibit for the 2022 Venice Biennale titled “All of Us Present, This is Our Celebration” promotes Philippine 
traditions and ensures its continuity through exchange. The exhibit aims to represent the translation of cultural data into visual 
communication. The exhibit will explore the interconnectivity between various materials and practices, from the traditional to the 
contemporary, alongside other relational forms that would constitute the process of communication. In this spirit of diversity and 
heterogeneity there will be two components comprising the exhibition.  

“Speaking in Tongue” is one part that includes a two channel video installation featuring the translation of a traditional chant into 
visual codes by way of painting. The second component is titled “Renderings,” which presents the transmission of sound made 
from traditional weaving practices and the visualization process through video documentation and textile renditions. 

SPEAKING IN TONGUE 

Speaking in Tongue is a two-channel video consisting of performances by a singer and a painter. Materials include squid ink, acrylic 
glass, TV monitors, MP4 video, digital projector, wooden frames, and transcription on paper.  

For the Venice Biennale, the video installation is situated at the entry point of the Philippine pavilion, where the visitors would 
enter a V-shaped corridor that tapers inward with an opening to the main exhibition floor leading to the installation of sound and 
textile renderings. This tunnel-like structure would immediately provide an engaging yet introspective environment to each visitor 
as the viewer would be immersed in the sound and visual ambient. A creative birth from the “womb” so to speak is produced that 
comes with an announcement ready to be realized. From the concept of performative language, a word or a sentence not only 
describes the immediate given reality but would have the potential to change social reality as well. Thus, two video projections will 
be made on each opposing wall as to give a parallel dialogue between the singer and the painter on a discourse about 
translatability. These two separate videos are focused on the mouth of each performer that are placed alongside in sync with each 
other as to present a loop of translations.
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BACKGROUND / RATIONALE OF THE PROPOSED EXHIBITION

One video features a performer chanting an indigenous Madukayan-Kalinga chant called “sogna”, which is an extemporaneous song of 
self-expression that can communicate messages of intrapersonal or interpersonal meaning with social and personal impact. A sogna 
can be performed expressing introspective accounts recalling the importance of certain events. Otherwise, it can be sung expressing 
profound opinions during sensitive situations albeit in a peaceful manner to avoid verbal or physical conflict. In either case, a sogna 
may sound pensive or sometimes festive and affectionate. It can contain a narrative, can be descriptive, expository, as well as critical. It 
is a type of performative language where the content of the chant provides a person to have creative freedom to go beyond ordinary 
everyday speech. 

The sogna performed in the video is transcribed by Prudente into graphic form indicating the duration of the musical cadence with 
each harmonic interval between crescendo and decrescendo of the vocal sound. The painter subsequently follows this graphic notation 
as source material for painting. 

The other video features Tan painting on glass with squid ink simultaneous with the vocal chant where he uses only his tongue to 
translate the sound notations made by Prudente. The painter in this case uses the black squid ink as his medium. The ink typically is 
secreted by the cephalopod underwater as a defense mechanism to escape and ward off predatory attacks. The artist’s tongue in effect 
becomes a metaphor for the squid who is thus concealed from visibility, is marginalized, but nonetheless affects change. By using only 
his tongue, a muscular organ mainly for speech, Tan explores the concept of performative endurance, presenting how the body acts and 
is acted upon with regards to identity and its representation. This notion highlights how the body and its identity “performs” within 
and in relation to institutions that define marginal and abject experiences, and to establish un-official and alternative sites of becoming. 

The two videos with each focusing on the mouth of the singer and the painter, the womb-like space of the video installation opening to 
the world of the main exhibition floor, and the sogna chant which is the introductory invocation to a peaceful dialogue that greets the 
viewers to this exhibit, are all imaginative conduits to open communication with a diverse global audience. 
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BACKGROUND / RATIONALE OF THE PROPOSED EXHIBITION

RENDERINGS 

Renderings is a series of textile outcomes that follow the weaving sounds derived from traditional practices made from the 
regions of Miag-ao, Ifugao, Kalinga, T’boli, Bagobo,Tinguian, Maguindanao, Antique, Ilocos, and Metro Manila. These sound 
recordings are transcribed into musical notation, developed using an original modern symbolic system to cipher information on 
pitch, duration, tempo, and other articulations such as absence or rests that are within the dynamics of the aural composition. 
Following this signifying chain, the notations are afterwards re-processed and reproduced by the weaver into unique 
contemporary designs that resemble universal abstractions and pure form.   

Sound here becomes primary source for catalyzing the production of works of art. The droning cacophony produced by the loom 
in the act of weaving echoes the minimal scores made by mid-20th century avant-garde composers such as John Cage and Steve 
Reich who are sources of inspiration and influence for Tan. Even such mundane everyday activities like sleep, caught on film by 
Andy Warhol who is another influence on the artist, are observed as things from the everyday that become illuminating creative 
material. And which for the traditional weavers involved have become routine experiences, while being a source of exotic 
discovery for others. Such focus on the dematerialization of art into the conceptual, exploring light and ambient environments, 
spatial interventions, sound, industrial materials, and information, stresses Tan’s investigation and critique on the nature of 
representation and the reproduction of meaning. 

Weaving is a form of embodied tradition that corresponds with each stylistic approach per weaver to loom, applying time-
honored patterns of weaving with varying adjustments of body to apparatus that generate intuitive data. Hence, weaving styles 
are considered to have their own mathematics, logic, and creativity, with algorithms of repetition and difference, producing visual 
codes that in their universality is defined as culture. 

8



BACKGROUND / RATIONALE OF THE PROPOSED EXHIBITION

Rendering 1 was made in the regions of Miag-ao and Ifugao in 2017. The installation comprises of Ikat cloth (366”x35”), with two TV 
monitors and an MP4 video. The cloth features a solid black band from top to bottom edge representing a loud weaving thump, while a 
stripe of gray alongside indicates a muffled sound. Intermittently breaking the pair of black and gray stripes is a gray triangular shape that 
goes counter-directional from each other that signifies a buzzing sound emitted by the shuttle. 

Rendering 2 from Kalinga/Ifugao, 2018, includes an Ikat cloth (212”x18”), with two TV monitors and an MP4 video. The cloth is drawn 
from the intricate process of backstrap weaving performed by a Kalinga female from Lubuagan village in Kalinga Province. Backstrap is the 
indigenous method of weaving in Kalinga as well as in Ifugao, which covers the neighboring Cordillera provinces. The use of the backstrap 
process unites the body and its gestures with the technical engine of the loom, converting the textile byproduct into its analog extension. 
The hue of the textile here represents the brown complexion of its weavers, whereas the blackened areas refer to the tattoos mostly 
covering their skin. As pattern, there are three equally measured strips of grey across the textile corresponding to three equal sounds 
within a beat. For an ensuing muffled sound, a band of light brown appears and breaks the space covered in silence when there is no 
weaving being made. Additionally, soft hissing sounds manifest as two strips of brown color, where gradated tones would mean a gradual 
aural impression. 

Rendering 3 from Metro Manila and Ifugao, 2018, is made of Ikat cloth (198 x 138”), with two TV monitors and an MP4 video. The visual 
composition of the textile is based on the performance of a group of musicians using bamboo rainmakers that performed a concert of 
droning sound and rhythmic arrangements from bamboo scrapers and various wooden sticks. It consequently becomes the most ambitious 
of all the renderings, not only because of its size but also from the subsequent compositional strategies: the tedious process of dying 
various colors as well as creating their tonal values that were carefully matched with the attire of the music performers; the intricate ikat 
technigue of dyeing and binding to produce the desired patterns in the weave; finally to integrate the five parts of the music composition 
the corresponding five sections of the textiles were hand-sewn completely. Thus the overall composition presents a variety of color, 
textures, and patterns translated from the dynamic sound and visual performance, which juxtapose and intersect into unique diagrammatic 
designs.  
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BACKGROUND / RATIONALE OF THE PROPOSED EXHIBITION

Rendering 4 from T’boli and Ifugao regions in 2018, consists of Ikat cloth (295 x 45”), with two TV monitors and an MP4 video. This 
iteration connects traditional beliefs to craft practices. In this instance, a T’boli dreamweaver from Lake Sebu would secure bells to the 
backstrap loom being used as a way of appealing the success of a weaving, by calling the favor of the spirit of abaca, Fu Dalu. Consequently, 
the sounds made from weaving the T’boli traditional cloth t’nalak would overlap and mix with the sound of tiny bells called “tloyong”, 
creating a rhythmic dissonant hum. To characterize this aural event, the T’boli colors of red, black, and white, along with their tonal values, 
were applied to the weaving design that depicted the transcribed sounds. Accordingly, the loud sound of the beater becomes a dark ash-
black color, the soft sound of the shuttle appears as rectangular tapering bands that reach the edges and has an earth-red hue, when 
indicating silence the color is in bone-white, while the soft shuffling sounds being made by the sticks and bamboo that are being pulled up 
and down the loom are represented in flat bluish-grey tones. Moreover, for the small prayer bells that make the tinkling sound while the 
loom is being used, a series of small concentric circles of brown and white colors are arranged throughout the cloth whenever the bells 
might emit sound. 

To highlight the diversity of the textiles and show the transcribed weaving designs, some will be installed for the Venice Biennale pavilion 
as if hanging from the rafters and suspended in midair so that the viewers can go around the textiles and see the patterns and textures from 
front and back. While other textiles will be laid flat on hidden platforms hovering just above the floor, giving a more formal study. The rest 
of the textiles having longer lengths would follow a hybrid display of hanging from above and naturally flowing into a bend as it nears the 
ground, a more fluid effect. The overall arrangement will follow an asymmetrical layout to indicate the creative improvisational nature of 
the translation process. And the combination of soft and hard displays provide the impression of the traditional and organic vis-à-vis the 
technical and modern expressions.  

Along the perimeter walls would be three video screens proportional to the window size that effectively covers the light filtering in. The 
videos presented are field recordings of the weaving craft performers where the sound is derived from. The sounds produced would create a 
concert of minimal and meditative drones that emphasize sound as catalyzing creative material.  

The exhibit overall provides an immersive and informative dialogue about the communication of culture. 
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BACKGROUND / RATIONALE OF THE PROPOSED EXHIBITION

Notes: 

 Lucy Lippard, Six Years: The Dematerialization of the Art Object from 1966 to 1972, (Berkeley and Los Angeles, CA: University 
of California Press, 1997) 

Maria Porges, “Gerardo Tan: Hablon Redux and Other Transcriptions at Random Parts,” October 18, 2016, https://
www.dailyserving.com/2016/10/gerardo-tan-hablon-redux-and-other-transcriptions-at-random-parts/ 

Felicidad A. Prudente, “Cordillera Weaving Sounds,” Cordillera Review, 2019
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Speaking in Tongue video installation in tunnel
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SPEAKING IN TONGUE
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RENDERINGS  (VIDEO 1)
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RENDERINGS  (VIDEO 2)
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VIDEO 3
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