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The year 2013 was one of calamities affecting the regions.  Hardest hit was the Visayas, 
most significantly with the onslaught of Typhoon Haiyan.  On the same year, TutoK was 
wrapping up its implementation of FoE (Freedom of Expression), a web-based project 
centering on artists’ initiatives for publicly-engaged art productions.  FoE is supported 
by a grant by the Prince Claus Fund, and with this, the inquiry has turned to artists’ direct 
participation in art-based interventions in the aftermath of crises and calamity, especially 
ones that will effect exchange and cooperation among artists and communities outside 
Metro Manila. 

IMPETUS marks TutoK’s return to curated exhibits as a response to issues and crises,  not 
only for the marketing of art for fundraising and relief, but foremost as agency for delib-
eration and the constructive interface between artists and publics.

Presented as a three-part series at Now Gallery, the exhibits also turn back to the artists 
who have worked with TutoK since 2005, as well as the colleagues who have collaborat-
ed with the slash/art curatorial duo  of Karen Ocampo Flores and Noel Soler Cuizon to 
converge on how the impetus, the social  stimuli for art is shaping contemporary engage-
ments now.

COVER: Still from the video documentation of 
the performance at the opening of Impetus 3.  
Choreography by Myra Beltran. 
Taken on April 10, 2014 at Now Gallery, Makati City. 

All other photos in this brochure by Vitzka Altre. 
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IMPETUS is a series of exhibits that probes at what drives art mak-
ing and the engagements that artists have sought in their milieu.  
It is the force that moves a becoming; creating contexts to poten-
tially unsettle states and reconcile perspectives.  It is also a series 
of exhibits that aims to present a stream of discussions on the im-
petus for art engaged as psychosocial response to crises.  

By its very meaning, an engagement is both covenant and con-
frontation.  This double-edge carries itself into the agencies of 
socially-engaged art, fashioning reputations for artists and ex-
panding territories as boon for art’s enterprise.  On the other hand, 
dealing with conflict, or else, dealing  the hand of conflict,  is part 
of the terrian of public art, especially with regard to the complex 
cultural composition of the Philippines.

Creativity and talent abound in Filipino culture, yet art is an else-
where: privileged but isolated within institutional walls, it is dis-
tanced from the mundane and ascribed a value proportionate to 
its accessibility.  The conscious will to make art could be interpret-
ed as an aberrant act.  The artist is a ‘special’ creature.  Art is what 
the artist makes.  And an artist is one who has been validated by 
the institutions of art, by its museums, by its awards, by its purvey-
ors and educators. 

The German art historian Alois Riegl (1858-1905) coined the term 
Kunstwollen (at times translated as “the will to form”) as the hu-
man consciousness to imagine, to express and to create as desired 
within a worldview that is beyond what is merely utilitarian and 
sustainable for everyday life.  The human need to create is not 
just driven by the intuition to imitate.  It is actually predisposed 
to create meanings.

In Art: Histories, Theories and Exceptions (2008), Adam Geczy points 
out that within societies where ritual is intrinsic and inseparable 
from daily life, the assignment of ritual to objects and actions are 
meanings deemed to sustain life itself. 

Taking up the critique on women’s place in history and society, IMELDA CAJIPE ENDAYA is also known for her assem-
blages and installations that can be read as invitations to touch, and to teach.  The teaching here is not academic; rather, 
they are framed like ‘learning moments’ utilizing and celebrating woman craft or the sort of projects enjoyed by women 
through needlecraft, scrapbooks, and the combines of objects that are the sundry of domesticity and caring for the family, 
or else the verses and games of Filipino folk culture. The narratives hint of caution and wounds, but always the stance 
proclaims a frail dignity.

Parallel to a didactic intent in play would be the works of AMBIE ABAÑO, who as a printmaker and a fine arts professor, 
distinctly synthesizes tradition and innovation in her print works which often emerge as sculptural, and eventually con-
verge into installations that evoke the worlds of her affections and concerns: thus, the zones of her actual and imagined 
identity.  Process is play, and for Abaño, the art she produces out of it should have her audiences involved and participa-
tive.  This inclusivity speaks for her stance too on the accessibility of art technologies.

On the subject of the feminine, KIRBY ROXAS offers the props and anecdotes of romance and falling from grace, albeit on 
a decidedly humorous note.  A play on the language of flowers literally pokes on both nature and artifice. These objects 
converse with the convoluted texts and contexts of his paintings, making us follow tales of children growing up as adults 
in a world of broken vows and promises.  We are intrigued by the gossip on these people who we think we almost know, 
and we become complicit in the sort of mind games we are likely to play on each other anyway.

To seek art’s subjectivity with the drive and impulse that creates it 
is a choice that not only allows escape from the objective confines 
of its dispensability; it is an elsewhere, but one that opens directions 
to meaning.   One such creative impulse is found in the rituals and 
associations with play. 

The first episode of Impetus centers on the reflex to play, resonating 
from its importance in childhood development, as echoed by the 
United Nations’ declaration of play as one among the basic rights of 
children.  Play is also recognized in psychology and neuroscience as 
integral to cognitive and mental wellness well into adulthood.  Of in-
terest here, more importantly, is how artists are drawn to processes 
of play and how it emanates in the artists’ practice in the plastic arts, 
performance, puppetry and as evidenced by their role as educators 
and community workers. 

Art. Home. Work. School. Play. The lines among these occupations 
that make up DON M. SALUBAYBA are prominently blurred, inclined 
as he is to the satire and the theatricality of the state of the world 
and its cultural goods. There are no distinct compartments to Salu-
bayba’s art and life.  Each venture informs the next and bleeds into 
amalgams of his creative outputs, whether in the paintings, prints, 
sculptural assemblages, photos, videos he produces and the practice 
of contemporary shadow play puppetry.  The lines are blurred, and 
even streaky, but the contrast and framing of theatrical play is just as 
evident in his work.

Fresh from concluding a residency in Cambodia in early 2014, the 
work of JEF CARNAY has always embodied the performative trans-
formation of toys into objects that project psychological states ris-
ing from intimidation, anxiety, pain, and a restlessness that hints of 
coming out of paranoia and retreat.  The reverse is the same.  Carnay 
brings you into his troubled playland, be it a performance, a painting 
or an installation.  For Impetus, the assignment of toys as a medium 
for what cannot be said or for persons who cannot be directly spoken 
to, is a cross-cultural foray into behaviours emanating from loss and 
recovery.

DON M. SALUBAYBA

left
TWM-Oink Oink
2009
mixed media on paper 
101.6 x 76.2 cm 

right
TWM-HEEE-YAAAA
2009
mixed media on paper
101.6 x 76.2 cm

JEF CARNAY 

Invisible Play Fellow
2014
installation of objects
dimension variable

IMELDA CAJIPE ENDAYA

Gintong Pilak Namumulaklak
2014 
collagraphy, collage, found objects, pencil, glitter paint
50.8 x 40.64 cm 

Saan nanggaling ang pen pen de sarapen de cuchillo de 
almacen?
2014
found objects with brown paper bags, grade one pad paper, 
pencils, felt pens, pictures of Philippine revolutionary heroes
size variable

KIRBY ROXAS

Custodiaspora
2014 
acrylic on canvas  
127.64 x 189.23 cm 

Ephemeral
2014 
text/flower installation 
size variable 

AMBIE ABAÑO

Facial Quadrant 3
2013
oil on wooden blocks 
10 x 10 x 20 cm

Random Sensations
2014 
installation of wooden books with carvings 
and various found objects  
size variable
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JUSTO CASCANTE III is a multi-disciplinary visual artist.  As a Filipino currently 
working in Hong Kong, he harnesses displacement through what would seem 
to be naive works, yet certainly evoking very serious, even irreverent themes 
against notions of innocence and power.  The process for his paintings is quite 
systematic and rigorous, similar to his professional practice in creative indus-
tries.  The approach lends a child’s mystique on such adult matters, but also 
reflects on how cognition and rendition are disciplines developed, and insep-
arable from the operation of play

NANA BUXANI is an award-winning documentary photographer and filmmak-
er. Through her lens, Buxani has tackled homelessness, the urban poor, indige-
nous people and their ancestral domain, and the aftermath of natural disasters 
and manmade wars.  She takes us to the marginalized realms where even more 
marginalized children manage to thrive. Buxani’s work tells us that children are 
children despite their hostile environments. And also, that they are not what 
we expect them to be: fully formed and brimming with their truth, even as life 
gnarls their small bodies from day to day. 

ISSAY RODRIGUEZ is a fresh fine arts graduate who had recently been in a stu-
dent exchange program in Paris out of the success of her thesis work on com-
bines of objects and light. In Impetus, her interest is drawn to what children 
would find alluring: the manipulation of light, the curiosity provoked by peep-
holes, and how they would easily relate to miniatures.  In the context of crisis, 
these delights are potentially healing and transformative

JUSTO CASCANTE III

Limnings from the drawings of Justo Cascante III  
2013-2014

Conflict,
2014 
oil on canvas and pencil
50.8  x  76.2 cm 

NANA BUXANI 

Fragments # 1-3: Tondo  
July 2013 – January 2014 
duratrans in light box
50.8 x 50.8 cm each

ISSAY RODRIGUEZ

No Rain Tunayt :)
2014 
wood, crayons, keraplast, LED  
24.13 x 50.8 cm

CAVITY COLLECTIVE belongs to the current generation of street artists who aim to move street art 
forward, or more so outward, recognizing that the metropolis has more to offer than walls for more 
grafitti.  Incubated in the streets and villages otf Cavite (thus, Cavity; sometimes Cvty), the composition 
changes depending on the gig.  And for now, we have Blic, Cozy, Dan Puzzle, Killing with Cuteness, 
Tiyang, Macoy, Yeng, Dr. Karayom and Rai Cruz making and selling toys in the vast marketplace that 
is Divisoria to investigate on how people might regard, value, and buy their art.  Mohini Ochangco 
documented the process on video.

WESLEY T. VALENZUELA and MIMI TECSON forged their tandem on fine arts education, successful 
careers in both the gallery system and graphics design, and music through the band Monochrome.  
They are known for works steeped in the products, collectibles and surplus of pop urbanity, and 
through these recount their particular histories and memories-- Valenzuela with his light boxes, paint-
ings and sculptures; Tecson with her box assemblage and freestanding compositions made of toys. 
Rearing their first child Leon in Sta. Cruz, Manila, we see their collaboration gelling in collected vi-
gnettes of copious detail, speaking of play establishing sensibility and maturity. 

BRENDALE TADEO began his art tutelage as a scholar of Casa San Miguel In Zambales.  Currently 
a graduating fine arts student, his current series of sculptural and wall bound works stems from his 
thesis where he revisits the myths and imagined histories of his childhood and home province.  Tadeo 
would not have imagined that the ruined toys he used to reassemble as a boy were actually his first 
sculptures.  This revisiting of play is also a process of review; a function of retrospective that informs 
the next artworks to be made.

With these artists’ contributions, Impetus hopes to lay down the assumptions of building, and more 
significantly, imagining play centers for survivors of crises.   

WESLEY T. VALENZUELA
MIMI TECSON

Boxspacers
2014  
installation: mostly of framed boxes at 12.7 x 17.78 cm each
size variable

CAVITY COLLECTIVE

CVTY x DIVI Project 
2014
nstallation: works in mixed media by 
Cavity Collective artists; video by Mohini 
Ochangco
size variable

BRENDALE TADEO 

Mythical Homeland, I - IV 
2014 
mixed media on canvas
40.64 cm each 



The series Impetus, having begun on the premise of 
play as intrinsic to artistic stimuli and engagement, 
proceeds inward to what is likely at the core, the ma-
trix of the impulse and desire to create.  

Then too, there is the need for healing, at such times 
of loss, of displacement, and the full realization of that 
chasm between human will against nature: the inev-
itable and insurmountable forces of life and death.  

The urbanite artist of opportunity is just as frail as 
creature of uncertainty.  When our notion of struc-
ture and continuity crumbles, we enter a feminized 
realm of anxiety and grief as opposed to the mascu-
line potency of surety and security.   Yet one cannot 
disparage the cyclical power of the feminine: the one 
that rebirths endings into new beginnings, one that 
nurtures and propagates, and drives connections to-
wards organization rather than hegemony.  

Consider therefore this dichotomy.  Art’s narrative of 
femininity positions woman as passive, scrutinized 
body. Whether as goddess, mother, homemaker, 
mistress or courtesan, she is a body posed and dis-
embodied from mind. The feminine is the object to 
the predominantly male subject. The questions raised 
about the feminine, with regard to its position of gaze, 
image, subject, objectification,  and how it has been 
commodified, have long been part of the discourse of 
feminist critique.   

Impetus 2 is not a mere anthology of art by women 
or on women as the expected offering on March, 
the month that commemorates the history of wom-
en’s rights. It is rather, a journey of discourse into the 
feminine. Neither to uphold nor to emphasize what is 
prevalent and present about femininity; but more so 
to effect an unraveling of the feminine.  

Unraveling the Feminine is about the artist embed-
ded and self-reflexive in this criticality, as opposed 
to a building up, an establishment of fixed, territorial 
barriers.  For this exhibition, TutoK convened female 
and male artists crossing lines of gender, generations, 
schools of thought, and modes of belief and ideology.  

Who owns the feminine?  Everyone or no one.  Per-
haps only those who risk being undone by the ob-
scure, the dislocated, and the aberrant other.

To unravel is an act of scrutiny, of uncovering truths 
through analytical, investigative means.  It means 
to unsnarl the tangle of suppositions, attitudes and 
beliefs.  It seeks to resolve the irresolvable and the 
solved.  The practice of art is also the practice of the-
ory, and to Irit Rogoff, Professor of Visual Culture at 
Goldsmiths, University of London, to unravel is imper-
ative to the artist who is a theorist, not just producer 
of art and knowledge, but also the agency of what she 
terms as ‘criticality.’   

           

IMPETUS 2 |  Unravel ing the Femin ineIMPETUS 2 |  Unravel ing the Femin ine

“It seems to me that within the space of        
a relatively short period we have been able 
move from criticism to critique to criticali-
ty -- from finding fault, to examining the 
underlying assumptions that might allow 
something to appear as a convincing log-
ic, to operating from an uncertain ground 
which while building on critique wants nev-
ertheless to inhabit culture in a relation oth-
er than one of critical analysis; other than 
one of illuminating flaws, locating elisions, 
allocating blames.

“In “criticality” we have that double occu-
pation in which we are both fully armed 
with the knowledges of critique, able to 
analyse and unveil while at the same time 
sharing and living out the very conditions 
which we are able to see through. As such 
we live out a duality that requires at the 
same time both an analytical mode and a 
demand to produce new subjectivities that 
acknowledge that we are what Hannah 
Arendt has termed “fellow sufferers” of the 
very conditions we are critically examining.” 
(Rogoff, 2004)

Thus, Rogoff differentiates criticality from criticism                 
and critique: 
 

Like pages from the past, BRENDA FAJARDO’s work sets a 
recurrent conversation about the situation of women.  From 
1992, her grey-toned paintings capture the enslavement of 
women’s bodies with Abaw Inday, Indi Man Magpatam-I 
about a pregnant mother bearing the brunt of having too 
many children; likewise, Si Clara, Pumayag Maging Man-
yika bills the fate of strippers and prostitutes.  Both works are 
assigned a tarot card, their colours accenting a telling  of fu-
ture outcomes.   The Babay-i series (2007), on the other hand, 
assigns an emancipated fate to the feminine spirit, depicting 
the stages of her angel’s support.  

SALVADOR JOEL ALONDAY resonates this duality in Enan-
tiodromia (2013), a sculpture of bronze-finish resin, depict-
ing the female body with another entity emanating from it.  
Carl Jung describes enantiodromia as the emergence of an 
opposite force when a singular one-sided tendency is al-
lowed to dominate consciousness.  In this instance, we see 
enantiodromia as an enactment of escape from a static hori-
zontal state: a resolve rising from passivity. 

At the center of the exhibition space is Give Me Your Mind 
and I Will Put it to Rest (2014) by KATTI STA. ANA: a mandala 
installation of foliage surrounding a ceramic sculpture.  She 
assigns this as her self-portrait about finding peace amidst 
the chaos of our built environment.   Active in urban renew-
al and environmental advocacy, Sta. Ana stresses the equal 
need for retreat and renewal, positing the blight of heavy 
traffic on her back while the rest of her body is focused in a 
meditative stance. 

KAREN OCAMPO FLORES returns to the incitement of the 
painting Ang Tore, (1997) made for the artist herself and 
never exhibited. The work marked a period of confrontation 
between the self and the hybrid archetypes of Isis, mother 
and bride.  The installation Hollowed Ground (2014) is a 
process of re-visitation and most probably, a denouement 
of things past.

But memory for AJ TOLENTINO on the other hand, is fic-
tion, invoking Isabel Allende in echoing the selective and 
subjective processes that help us organize and process our 
formation of it.  Tolentino sews pockets of memories through 
the structure of Jung’s archetypes, and weaves the layers 
of memorabilia that signify her commemorations. Triple 
Goddess (2014) for one, pays homage to her mother, grand-
mother and herself through embroidered texts and nostalgic 
images. 

Survival   after  a  life-threatening   crisis   is   what   drives 
YASMIN ALMONTE  to create her painting-cum-perfor-
mance piece Healed (2014). Granted that dance therapy 
is a legitimate practice in integrative medicine and has 
seen encouraging success among cancer patients, Al-
monte’s  performative healing is intended to be more of a 
narrative on the longing for love and how catharsis spills 
into creativity. The residue of the performance is left as 
the installation. 

BRENDA FAJARDO 

Babayi (Anghel at Bata) 1
2007 
acrylic on canvas 
104.14 x 78.74 cm

SALVADOR JOEL ALONDAY

Enantiodromia
2013
resin, bronze finish 
29.21 x 48.26 x 22.86 cm

KAREN OCAMPO FLORES

Ang Tore
1997
oil on canvas
70 x 66 cm 

AJ TOLENTINO
 
Triple Goddess
2014 
mixed media 
25.4 x 30.48 cm each 

KATTI STA. ANA

Give me your mind and I will 
put it to rest
2014 
unfired clay with dry leaves 
size variable  

March 20 - April 5, 2014March 20 - April 5, 2014



YASMIN ALMONTE

Healed, 2014 
performance

MARIO DE RIVERA

Silence of Centuries No. 4, 2014 
photo transfers, modeling paste, 
tempera and recycled paper  
56 x 61 cm

EMMANUEL GARIBAY’s Emmaus (2014) parallels the New 
Testament story in the Book of Luke where Christ Himself 
confirmed the resurrection of the Messiah, but was not be-
lieved by his own disciples. The Supper at Emmaus, previous-
ly depicted by painters of the Renaissance, is the moment of 
revelation where in place of Christ, a woman, presumably of 
ill-repute, presents her stigmata and is met with mockery by 
the men she drinks with.  Garibay is a CCP Thirteen Artists 
Awardee and President of Asian Christian Art Association 
(ACAA).

The sacred feminine is pointedly manifest in the drawings of 
GROMYKO SEMPER, such as the Sefer of Feria (2014) and 
the other ikonos of his imagined realms of Afer and Fernalia.  
Largely self-trained and immersed in symbolism, surrealism 
and fantastic realism, Semper creates works that imitate 
woodcut prints and executed with the finesse and symmetry 
recalling Beardsley and Haeckel’s kunstformen. While these 
goddesses appeal to a global audience, they are hybrids of 
the artist’s Roman Catholic and folk supernatural traditions 
with his readings on archaic world mythology and the occult.  

MARIO DE RIVERA gathers the vamps and virgins from the 
texts of history to even out a reckoning of a more feminine 
world, recognizing how the act of nurturing feeds the surviv-
al of civilizations..  Silence of Centuries no. 4 (2014) is one of 
his works in collage and mixed media on handmade paper 
that hints at splits that regenerate into new unities. 

TutoK welcomes the participation of the collaborative 
team of MALATE LITERARY FOLIO artists Julio Diego 
Ibarra, Miguel Antonio Luistro , Saree Gloria, Joseph 
Malabanan, Kim Tom Cantillas, Nicole Dandan and 
Reno Evangelista.  The folio is the official literary and 
visual arts publication of DLSU Manila, and unites 
both disciplines in its regular production.  The impe-
tus for this mixed media and multimedia installation is 
the complex dynamics of the feminine among family 
relationships and how each of the artists chooses to 
remember mothers, sisters and all the other women 
in their lives. 

The Marian and the Marian, referring to the Virgin 
Mary and the pop actress Marian Rivera, respectively, 
are themes cleverly concocted by ROBERT BESANA, 
proceeding from his interpolations between ‘fixations’ 
of the sacred and the banal.    From a previous work 
Wer N U? D2 N We! (2010)  featuring twin Marians  
with noses bleeding from the struggle to compre-
hend the incomprehensible. Besana juxtaposes this 
irreverence with the Marian seat of wisdom as icon-
ized in Echoing Anthony Victoria (2014), derived from 
the litany of scapulars.

Woman as creation and corruption of a profit-driven 
society is what IGGY RODRIGUEZ recounts in the se-
ries of pen-and-ink works he serially titled as Postura 
(2014).  Deriving templates from Betty Boop and the 
muses of Amorsolo and Boticelli, these are women 
dressed up and weighed down by the trappings of 
consumption.  But what Rodriguez also achieves are 
portraits of de-womanization.  There is no hint of re-
ply or resistance; no human doubt remains in their 
objectification. 

MAAN DE LOYOLA concludes this unraveling back 
to home ground, giving us a family portrait of con-
frontation. Sa Labas ng Bahay (2014) the women are 
elegantly primed for an anticipated, and unwelcome 
arrival.  That they are confident of their preparedness 
is evident with the matriarch cradling the grandson.  
Sa Labas ng Bahay (2014) is De Loyola’s reproduction 
of her father’s self-portrait from so many years back, 
remembering perhaps a more agreeable patriarch in 
rosier days.   

left
EMMANUEL GARIBAY

Emmaus
2014
oil on canvas
109.22  x  109.22 cm

right
MAAN DE LOYOLA

Sa Labas ng Bahay
2014
oil on canvas
91.44 x 60.96 cm upper left

MARIO  DE RIVERA

Silence of Centuries No. 4 
2014 
photo transfers, modeling paste
tempera and recycled paper  
56 x 61 cm

upper right
GROMYKO SEMPER

The Sefer of Feria
2014
ink on watercolour paper
30.48 x 40.64 cm

lower left
IGGY RODRIGUEZ

Postura 3
2014
ballpoint pen and ink on paper
27.94 x 21.59 cm

lower right
ROBERT BESANA 

Wer N U? D2 N We!
2010 
ballpoint on wood
152.4 x 121.92 cm

MALATE LITERARY FOLIO Artists

2014
installation: mixed media, video and copies of Malate 
Literary Folio
size variable

YASMIN ALMONTE

Healed
2014
performance
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It remains arguable whether art’s cause or what it can 
cause could resolve or prescribe a direct action.  Its 
process could be in that gap between stimulus and 
influence.  

Art is likely the argument that effaces that fission 
of binaries.  It could be the conjunction that effects 
discussion and exchange. Or the punctuation that es-
tablishes an intensity, a continuum, or one that lays a 
contention; to test or to finally lay to rest. Yet it tends 
to be restless, and inquires as an endeavor, of what it 
could and should achieve. 

For crisis too, is intrinsic to the making of art.  What 
is recognized as the eventual mastery of the artist is 
sourced from trajectories of struggle: tensions with 
the learning of technique, relationship with materials, 
and adherence to a discipline.  

Artists also grapple with social and economic chal-
lenges— dealing within and with egos and means 
that could bridge new connections of understanding 
and support; or else betray and efface previous orders. 

Crisis is at the core of what TutoK continues to harness 
in its collaborative work. It seeks to make difference 
and diversity work. It has organized cooperations that 
test boundaries between what defines establishment 
and what is regarded as marginalized.  It will seek to 
both subvert and employ the very conditions that 
point to uneven developments in Philippine art.   
TutoK is about mediations to advance a shift, a disor-
dering of orders.

Prayer and memory as evoked by the passing of loved 
ones and lost dreams are parcelled in the detritus 
gathered by JASON K. DY, SJ. Presently abroad for 
graduate studies in Liverpool, England, he lends por-
tions of his “bottled memories,” the contained remains 
of consumerist excess, the shards of treasured china, 
the specimens of organic life and hopes collected 
as faith and superstition.  For Dy, this is a continuing 
project that began as a contemporary art ritual for 
All Souls Day at the Alternative Contemporary Art 
Studio, an art space he established while assigned at 
the Sacred Heart Parish in Cebu City.  The works are 
selections from his last Philippine exhibit “Testimony 
of What Remains”, first shown at the Cultural Center 
of the Philippines (CCP) in 2013 and still ongoing as a 
traveling event organized by the Xavier School. 

A fabrication of shelter and relief is presented in the 
assemblage CO3: Hapi Endings (2014) by KAWAYAN 
DE GUIA, Thirteen Artists awardee of the CCP, and 
more recently, a co-curator of the 2013 Singapore Art 
Biennale.  De Guia’s work for Impetus continues from 
his wry examinations of the parallels between the 
notion of home and the narratives of self-worth, and 
also of escapism, within the cultural flux in the context 
of the Philippine OFW phenomenon (such as “Candy 
Houses” for Nothing To Declare in 2011).  A similar ap-
praisal of settlement and fluxus come into play, but 
this time the irony hinges on how we understand and 
yearn for relief in a time of intense uncertainty.

NOEL SOLER CUIZON ponders on intents constant-
ly in progress in an assembly of videos, panels  from  
an  ongoing  work  and  unfinished  texts  to  evoke 
a  fleeting  memorial  in  A Transient Resolve (2008-
2014).  Cuizon is a CCP Thirteen Artist awardee, a resi-
dent curator and creative director in Tutok and slash/
art artists’ initiatives, and is currently the Coordinator 
of the Painting Program of the School of Fine Arts and 
Design, Philippine Women’s University (PWU-SFAD).  
The installation is a review, a memorial of Cuizon’s past 
works; but also a way forward for intents that may or 
may not see the end as decisions forged in transit.

With the completion of Impetus as a curatorial proj-
ect, TutoK is scheduled to be part of a voluntary ef-
fort with government and multi-sectoral entities that 
will combine modules for art therapy, art production, 
environmental and geological awareness and the 
development of architectural models for shelters 
that could also save lives.  Pahingalay (meditation), a 
sharing and discussion organized by Baglan Art and 
Culture Initiatives on March 30, 2014 was a first step in 
developing such modules that are integrated, creative 
and participatory for the rebuilding of communities, 
and it will have its pilot implementation in the Visayas 
within 2014. 

Thoughts on mortality recur in this exhibit.  More 
recently, the passing of one of TutoK’s own, Don M. 
Salubayba, artist, curator and educator, is a signif-
icant influence in the directions taken by some of 
the proposed works. The impact of calamity and the 
displacements due to sickness and misfortune are 
cause for pause, reflection and deflection towards 
new journeys. 

Within Impetus 3, are dialogues on loss that hopes to 
fire the soul for new constructs.  It is about recogniz-
ing the weight of absence: the force of nothingness 
that parallels how, in the exercise of music or art 
therapy, it is at the belly of silence and void, within 
the recesses of sound or vision, where recovery and 
transformation take root.  

IMPETUS proceeds to its end with this third incep-
tion— a pronouncement of constructs that regards 
loss in the present and in the past, and embraces an 
impending, even premeditated, absence.  

So then, in tackling the impulse for creativity in the 
context of crises, what is the agency of art amidst 
our encounters with death, displacement and depri-
vation? 

These were part of the questions asked as TutoK de-
liberated over forming a response at the aftermath of 
Typhoon Haiyan late in 2013.  Beyond the usual 
fund-raising through art organizations, art’s imper-
ative at a similar time of immense loss and difficulty 
should considerably arise through modalities of inter-
vention, therapy and creative collaboration with the 
very people affected by such and similar calamities.  

Surely, beyond the efforts for relief, we could as artists 
contribute more effectively to help build and sustain 
beneficial cooperations with communities.

But admittedly, TutoK’s work as convenor of a body of 
artists’ collective response to social issues since 2005 
had not traversed such lines. Hence, the exhibit series 
Impetus was conceived as a visual forum to lay down 
the assumptions for the artists’ participation in com-
munity outreach, with the first two exhibits particu-
larly delving on art’s power to empathically engage 
through the operation of play; and on the self-reflex-
ivity that critically unravels from the feminized other.

JASON  K. DY, S.J.

left
Ingredients of Faith and Superstition
2013
seeds, moss, oil, and found objects
18 glass bottles, wooden rack
fluorescent  lights 
size variable

right
Specimen of Growth
2013 
seeds, twigs, 18 glass bottles
wooden rack, fluorescent lights 
size variable 

upper left
NELFA QUERUBIN

Mesa
2000 
porcelain; slab-built, carved,
stain-washed, underglaze, air brush
47.5 x 14.4 x 35.5 cm

upper right
NOEL SOLER CUIZON

A Transient Resolve
2008-2014 
installation 
size variable

lower right
KAWAYAN DE GUIA

CO3: Hapi Endings
2014
installation of mixed media, objects
garments, and tarpaulin
size variable 

April 10 - April 30, 2014April 10 - April 30, 2014



The ceramic works of NELFA QUERUBIN are appreci-
ated not just as sculpture and vessels but also for their 
qualities that denote the feel of rock, soil andclay along 
with the abstract rhythms of nature. Querubin, also 
a  CCP Thirteen Artists awardee, hails from Iloilo and 
now lives and works in Colorado. These works (Mesa, 
2000 and Southwest Landscape, 2000) on loan from 
Dr. George Soo’s collection evoke the cyclical promise 
that life reforms and regains itself. The vessel as boat, 
as a vehicle of passage is also an image that moves this 
dialogue.

Metal and metaphysics occur through the skeleton of 
a queen-sized bed.  This is how ERIC ZAMUCO refer-
ences the Virgin Mary from Michelangelo’s “Pieta” and 
the song “Filipino Box Spring Hog” by Tom Waites from 
1999 in relation to the recent demise of a colleague 
and friend.  In his work Path and Pity (2014), Zamuco 
situates loss and displacement as an uneasy place for 
repose, but also as a fixed point of supplication where 
faith sublimates sorrow and regret. Zamuco received his 
MFA from the University of Missouri and is a professor 
of the PWU-SFAD. 

An early interest in jeepney art from his days in Las 
Pinas City, stimulated MARK JUSTINIANI’s use of 
textual anagrams and palindromes out of reflector-
ized signages.   In recent years, mirrors are portals for 
the sculptural pieces and installations he has been 
developing for a more interactive engagement with 
audiences. The praxinoscope is a machine, or a toy, to 
enact and enjoy a scene in animation.  
Daanan (2014) places into the viewer’s hand a phe-
nomenon to image wind and rain, and potentially 
subverts our perceived impotence against the forces 
of nature. Justiniani is a CCP Thirteen Artists awardee, 
an artist of various disciplines, and a lecturer on the 
subject of Philippine art and art collaboratives in a 
number of significant global art events.  

Breaking new ground for dance defines the work of 
MYRA BELTRAN, who directs Dance Forum and is one 
of the prime movers of WiFi Body Independent Con-
temporary Dance Festival held by the CCP annually to 
showcase innovations on contemporary dance and 
choreography.   Beltran presents the layers of her cre-
ative outputs through a video installation that incor-
porates a protest piece (I Thought, 2011) which she 
originally produced with Sherad Anthony Sanchez 
to make a statement against Senate Bill 2679, along 
with digital reels she shot about her father’s condition 
(Daddy, 2013).  The result is a collision of reflections 
on authority, and the realizations gained in address-
ing its dominion and dissipation.  Aside from her work 
at Dance Forum Studio, Beltran also teaches at the 
University of Santo Tomas. 

Inspired by images from the Hubble telescope,           
ALRASHDI S. MOHAMMAD’s interest in nature and 
the universe is expressed through paintings devel-
oped from the marbling of paint on canvas.  A prod-
uct of the Fine Arts program of the Technological Uni-
versity of the Philippines, Mohammad recalls how he 
regained a fresh start as an artist right after a major 
sickness.  Having read about the possibility of multiple 
universes, he painted Multiverse and Milieu in 2011.  
For Impetus, he created a new work that he regards 
as Star and Galaxy 6/ Wisdom (2014) to complete 
a visual experience that posits the microcosmic and 
macrocosmic forces of life and endless passage.

Traveling to Leyte and Cebu with the doctors of Philippine 
Ambulant Pediatrics Association (PAPA) for the Reach Out 
and Read Program in early 2014, ANGEL VELASCO SHAW 
documents, but mostly responds and relates to the scenes 
she encountered in the wasteland of debris of homes de-
stroyed, of lives being rebuilt, and of children finding a re-
newed niche into the future through the makeshift schools 
that still serve as shelters for their families. The video When 
Absence Becomes Presence (2014) converses with stills 
of Descansos or what Shaw regards as resting places in the 
aftermath of natural disasters collected from Indonesia and 
the Philippines.  Shaw is an independent artist, curator and 
educator based in both New York and Manila, and currently 
teaches for the graduate program of PWU-SFAD.

Printmaking and its possibilities with high technology de-
fines the work of LENORE R.S. LIM, who shuttles her practice 
and family life from Manila, New York, Vancouver, and Singa-
pore.  An expert on early child education, Lim continues her 
teaching as advocacy to build skills and spread appreciation 
for printmaking among the communities she works with in 
her various localities.  The photoetchings included in this 
exhibit (Untitled 30, Unitled 19, and Untitled 16) all from 
1999, resulted after a long period of serious illness, which as 
she states, gave her the perspective to pursue a dissonance 
between material and meaning with print techniques.  A 
Pollock-Krasner grant in 1999 afforded her the means to pro-
duce these prints from her mother’s shawls that tell endless 
tales of feminine grief and empowerment. 

left 
LENORE R.S. LIM

Untitled 30
1999
photo etching
88.90 x 60.96 cm

Unitled 19
1999
photo etching
88.90 x 60.96 cm 

right
ERIC ZAMUCO

Path and Pity
2014
Bed frame, mattress spring core
bronze, yarn and paint 
size variable

ANGEL VELASCO SHAW

left to right 
When Absence Becomes Presence,
2014 
video 

Descansos (Resting Place) 1: This Is Not My Living Room
2006 
Bantul, Yogyakarta Province, Java, Indonesia 
photograph 
40.64  x 50.80 cm

Descansos (Resting Place) 2: This Is Not An Art Installation
2006 
Bantul, Yogyakarta Province, Java, Indonesia 
photograph 
40.64  x 50.80 cm

Descansos (Resting Place) 3: This Is Not A Film Set
2014 
Tolosa, Leyte 
photograph 
40.64  x 50.80 cm

upper left
MYRA BELTRAN

I Thought,
2011
performance by Myra Beltran
still from the video by Sherad Anthony Sanchez 

lower left
MARK JUSTINIANI

Daanan
2014
praxinoscope 
111cm height, 62cm diameter

lower right
ALRASHDI S. MOHAMMAD

Star and Galaxy 6/Wisdom
2014  
mixed media on canvas
177.29 x 137.16 cm 
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This brochure unites the texts from the three Impetus 
exhibits. Produced by TutoK in 2014 through its grant 
from the Prince Claus Fund. 

Dedicated to DON M. SALUBAYBA               
(September 11, 1978 - March 11, 2014).
Artist, curator and educator; he forged 
dynamic connections with artists and 
communities across  the globe through 
his practice which spanned for more 
than 20 years.  He was and will always be
TutoK’s own.

Photo by Vitzka Altre, taken on February 10, 
2014 at the Philippine High School for the Arts,                
Los Baños, Laguna. 




