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A rustling of leaves in the blistering heat
Dominic ZINAMPAN

How do we raise our capacity for sensing, activate our other senses, and develop them to the fullest? What would
this entail and what would be its implications in the broader social and political spheres?

Amoy Araw: Rhythms of Play and Labor shoots off from Buen CALUBAYAN's long-term and sprawling research
project that—while centered on landscapes as genre, form, and device—has charted vast terrain, yielding a con-
stellation of investigations into diverse matters, particularities, and tangents wherein systems as varied as the
history of landscape painting, Waldorf pedagogy, and indigenous land struggles and education, among others, are
woven together. Homing in on a field of interest in this multifaceted research, this exhibition dives into the intricate
and inextricable intertwining of sensing, knowledge, and politics.

The exhibition takes off from a reading session that was held as part of the public programming of Forms without
vanishing points: Diagrams for sensing and becoming (2023), CALUBAYAN’s solo exhibition at the UP Vargas
Museum. The session, which discussed an essay on the curriculum of an indigenous people’s community in
Central Luzon, raised questions on the contradictions between education programs rooted in local production and
the mainstream system designed to fulfill global market demands. Anchored on critical pedagogy as a framework,
Amoy Araw condenses the dizzying array that Forms without vanishing points sought to encompass, one that
touched on subjects such as space, the body, education, feudalism, colonialism, and ideological state appara-
tuses.

The artist suggests that, deeply entrenched in what he describes as the “monoculture” of neoliberal education—
the transformation of schools into increasingly inaccessible factories whose commodity is cheap labor-power for
export—is the specter of linear perspective. The emphasis on metrics and key performance indicators, the banking
model of education, rote learning, and other standardizations—as opposed to critical thinking or knowledge-pro-
duction aligned with the experiences, social practice, and concrete conditions of a community—are argued to be
symptoms of this. CALUBAYAN makes a case for how, similar to the ways in which the domination of linear per-
spective in the arts have limited our ways of seeing and flattened experience, it has, historically, aided colonizers
in plundering resources, exploiting labor, and decimating bodies of indigenous knowledge.

Far from obsolete, this privileging of linearity ostensibly remains at the core of our thinking, despite the burgeoning
in recent decades of more rhizomatic models like datasets, networks, and complex algorithms. Take the ubiquity
of screens, for instance, and how their dimensions and orientation—how it reinforces flatness, surface, and pixela-
tion as default properties—mediate how we experience and process life. CALUBAYAN opines that our reliance on
screens, sensors, satellites, and the like for our interactions fosters and normalizes a specific perceptual state, one
heavily reliant on sight and linearity, while collapsing other possibilities. The exhibition thereby operates from this
premise, and aims to explore the capacity of our bodies as well as other ways of perceiving the world.

Methods for dismantling linear perspective, for resisting the ways in which it has structured and defined our ways
of being, are proposed. The artist speculates on an alternative trajectory that our systems of knowledge could
have traversed had they taken a more embodied form, one in which motion and senses are most vital, by placing
rhythm at the core of learning. As part of what the artist refers to as “grounding,” the exhibition initiates a program
of unlearning, relearning, and/or co-learning, of reacquainting ourselves with our bodies and sensorial faculties for
a more embodied knowledge, one that could augment prevailing epistemes, to emerge.

The title encapsulates the exhibition’s concerns as it identifies an established relation between the ecological and
the sensorial, foregrounding the interaction between body and environment and the thermochemical reactions
it sets into motion. The phrase—typically associated with children and workers—is often used derogatorily, as
though acquiring that particular scent must be avoided at all costs. It implies a hierarchy of cultural values informed
by deep classism, as though to say that children and workers in air-conditioned rooms deserve far more respect
than those who spend time outdoors, most of whom are left with few, if not zero, options but to play or toil under
the scorching heat. The show’s subtitle recuperates these activities from such a pejorative sense, and approaches
them as practice-oriented modes of knowledge-production.

The works in the exhibition are grouped into four sections, the first of which, titled “Re-reclaiming common grounds:
Rhythms of light and fire”, contain two sets of two single-channel video projections. (How to enjoy) a premature
sunset (2025) juxtaposes footage of the sun at dusk with that of Horizon Manila, a planned community on re-
claimed land in Manila Bay. The work suggests that the famous “Manila Bay sunset” is momentarily suspended as
the government alters the landscape, manipulates the horizon, and imposes its linear designs on natural rhythms,

regardless if such a project displaces communities, disrupts biodiversity, and exacerbates economic conditions.
The second work, titled Put your worries behind your basic needs (2025), combines a video of a bushfire with
one depicting children playing in a private resort situated in agricultural land. In the background of the latter video,
a farmer preparing land for rice planting is visible—thus coalescing matters of space, leisure, necessity, and ca-
tastrophe. Despite the videos’ extensive use of subdued and static shots, the section depicts the world undergoing
a massive transformation, and ponders on the prevalence of unstable, shifting grounds—of tampered horizons,
combusting fields, and converted lands.

Titled “Dismantling the gaze of your own gaze: Rhythms of moving bodies”, the second section contains three
groups, each consisting of four paintings and chalk drawings, which address the relationship between bodies and
environments and how they affect and shape each other. One group, A set of ecological backdrops (2024-5),
assembles together an image of a commune, observations on plants, and movements of everyday life. Another,
Restless questionings of moving bodies (2024-5), amalgamates atmospheric conditions, restlessness, excavation
sites, and agrarian labor. Lastly, Draw your face to erase the land, and vice versa (2024-5) juxtaposes the human
gaze with satellite images of land as well as the usage of cartography to facilitate extractive industries.

Taken together, the constituent elements of this section examine how painting indexes the logic of world-flattening,
or how linear perspective as a model has come to be associated with the white male gaze. The main concern of
this section is to explore how we could dismantle this model, thereby opening up a gap through which we could
reorient and align our perspectives in proximity to our moving bodies. The works, while tactically co-opting painting
as a conventional medium and lingua franca, initiate a swerve away from presenting picturesque beauty, assuming
instead the form of objects that register motion, observations, and notes. Provisional swirling palimpsests, these
exercises in mark-making provide glimpses of weather forms, human figures, and vegetation, bear traces of sites
and actions, and treat lists and lectures as both raw matter and instructional tool.

Here, chalkboards are used to invoke critical pedagogy and are intended to function as performative dismantling
tools. The vinyl sticker diagrams constituting the third section, “Walking is drawing is sensing is dancing: Rhythms
of rhythms”, lean into this intention even further. Assimilating various methods of visualizing information, such as
simple actions (e.g. breathing, walking, etc.) and stages (e.g. of planting rice, of learning in the Steiner-Waldorf cur-
riculum, etc.), among others, this section explores psychogeography, relationships between rhythm and education,
and philosophical interventions into the notion of ground. These are diagrams that, while using a visual medium,
are aimed at allowing us to enhance our sensorial faculties. At times resembling schematics, strange attractors,
and bibliographies, the works collectively function as instructions for enchantment, for new ways of relating with
the world. The fourth section, which consists of notes and sketches, emphasizes this didactic dimension of the
exhibition.

In aspiring to give form to this dynamic flux of experience, CALUBAYAN’s works strain against the limits of its
context, of having to work within the logic of the exhibitionary and its centering of the optical. Throughout the
exhibition, the artist attempts to disturb the passive spectatorship of auratic objects, treating the artworks more as
maps, manuals, or mutating organisms that may prompt or trigger new perceptions and elicit the transferring of
its coordinates to the everyday lives of its audience. As such, the exhibition functions as an unfinished handbook
that needs to be activated by the audience, who would then form connections between elements found both within
and beyond the exhibition.

As part of CALUBAYAN's ongoing and open-ended research project, Amoy Araw and its constituent elements are
snapshots, instances of momentarily fixing a ceaseless flow of ideas, while staging a resistance against desensi-
tization. At the core of CALUBAYAN's impetus to place rhythm at the center of learning lies an emancipatory, em-
powering, and decolonial project. Locating the seeds of political awakening in one’s capacity to sense, one which
has been severely constrained by the pervasive colonial linear model, Amoy Araw aims to initiate changes on a
molecular level via the dismantling of systems that have prevented us from better processing our experiences. It
is a project of enhancing our ability to sense, which could be then scaled up to heighten our senses of urgency
and empathy, both towards others and the environment—an imperative amidst the perpetual state of crisis and
emergency, both ecological and sociopolitical.

Dominic ZINAMPAN is a cultural worker alternating between Manila and Cebu. Since 2013, he has been active in the Philippine independent
music scene. In 2016, he received a Purita Kalaw-Ledesma Prize for Art Criticism, and since then his writings have appeared in publications
and platforms like ArtAsiaPacific, Perro Berde, tractions, Nusasonic Magazine, and DISPOP. He has participated in group exhibitions
organized by Kiat Kiat Projects and Project Space Pilipinas, as well as workshops initiated by the Philippine Contemporary Art Network
and Afterall Research Centre. Among his curatorial projects include Clouds and Portals (2023, as part of Curating Around Islands) and The
Electric Soil (2024, as part of The First Ctrl+P Journal/Biennale of Contemporary Art). He is currently a member of Tambisan sa Sining, a
cultural national democratic mass organization focusing on labor issues.
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Oil on canvas
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Installation view of Amoy Araw: Rhythms of Play and Labor at Arario Gallery Seoul, 2025
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O} 0| o}2}L: =0|2} 59| 2|5 Amoy Araw: Rhythms of Play and Labor

Foll ZEHpok Buen CALUBAYAN

(Ot=20| Of2}R: =0|2 =52| 2|S)2 HIEA w=stol| Chst M| 7HX| ZHEol|l M S FX[H 2H49| 754, Amoy Araw: Rhythms of Play and Labor takes off from three premises pertaining to critical ped-

Q7129 g dat ERA X||of Cist elAlo|Ct. agogy: a capacity for political awakening, a sense of urgency, and an awareness of the position
of privilege.

Such propositions emerged from a reading session that questioned what an emancipatory ped-
agogy should be. The situated reading session is one of the public programs in the exhibition
Ligict. Forms without vanishing points: Diagrams for sensing and becoming.*

L2, E35| ‘2%!Ql0| x| In what is unfolding as a long-term research on the relationships between landscapes and the
[ MA|OI A 3|3}, THASI C2Q) A CHO|0{T2 XHES0| Ato] W2 body, the project addresses aspects of critical pedagogy by placing emphasis on the “primacy
of movement”. For this exhibition, paintings, chalkboards, videos, and diagrams are utilized as
instructional materials, assembled as a handbook of drawings from which one may glean the
importance of having rhythm as the core of learning.

Clolo{ =2 Zizfmt 1 Zizfo| AAEA MH0i|M HIRE ADE0|CH 27|, &S Fojl L], g ¥7|, Terd

5t7|, 9|34 F0f, S5 SH 2 52 50(2t =39| 2|5 {0i|lM O|R0{X|H, I EME =2{HCt 0[2{5H & Diagrams are thus formulated as the result of sensing and affective practices: walking, ground-
HA HES E5 Q2|= 7|25, AAEH, L=9| 7IX|QF ZEX| oJAlS HSsICE AFo 2Fl0le 28|17t 2 ing, sunbathing, doing housework, workshops, and caring, among others. Such activities are
S 2x|0= 27H A0|M 2H0lE| 1 BHOZ Lh=C} £35| 0|2{at AHSS S17(0| HAMT= =05 8HS 11 rooted in the qualities and rhythms of play and labor, from which memories, boundaries, the value

of hard work, and the sense of community are inscribed into the body and the space in which it
moves. These are crucially learned during early childhood.

M AHSE 0[2{8h A== 2l0] El 27} Ot 2t 02! AJH0l| FYE S 2SR} S} [2tM O] Z2HE= In essence, one’s capacities in adulthood are acquired during early childhood. In this way, the
LXtRF| Wl TS HAS BIo|L, #i5te| 7HSH0| A8 & U= KW S HMSITE F RUET| w2 project effectively traces a different route, away from the monoculture of neoliberal education, by
EX0| 7|Hioj| M ERo| S e MM E3f t5}7} A|RHE & QIS S o|n|EiL}. attempting to locate where the possibilities for change can happen: at the groundwork of early

childhood development, through emancipatory parenting and education.

= == “Amoy araw (smells like sun)” refers to the scent of sweaty children playing under the sun or
=2 s} ol ZHZEA A2 E5) Aol J1AF 7|2 X O] x| 22|71 S MJAFS CHA| &5 210 . . . . L.
E SO Ol= Z2H NS St 2ol 7k 712 X2l XM 2217h Z21% M S Tl gl S50l workers doing manual labor: a condition of sensorial embodiment towards a reactivation of a
A st AES eith RN g2 d2she SHOIM AR, ol2{et 22| A2 227t 27|dS =2 world at the fundamental level of everyday life. It is speculated upon that political awakening
=g et 58S 7|2 Ol £Q8 A S SO LS EIQIT 8PA| Yot= MM 2] EHEE ZpstHAME begins with one’s capacity to sense—and then to act, with a “sense of urgency”, on what needs
AAZE X7 £ Ql= 50| HMEICH= & 12|17 71Q10| XFAIDHS 9|5t Z10| Ofl AFE| Zlctat 8HH| Z=XH5} to be done in the state of perpetual crisis. This is critical in holding one’s self while embracing the
T SEBHCHS OIAI0| ARSI He ZIxsiCt inconvenience of working with others—an “awareness of the position of privilege” as an individ-
ual functioning not for itself but “with” the collective.
O MAl= Olafat eiiet HHS Tdots 0f2] APAS =tk SS3ket DSl MEH e, 2=25 uSsy, Here, the exhibition weaves together the systems that inform this research practice: the insti-
7|30 HERR, QIS EX| -t wg, J2|10 SR A0 S, HoiFs ARt oIS €0, & tutions of landscape painting and art history; Waldorf pedagogy; memory work and therapy;
ZH0| ZHE 2 thedt MAIZ2 2 HigtE = 20| Ofl ME2R WAIS H|Qtot= T2 SHEkstinAt SiCt O FAIE indigenous land struggles and education; and movement and sensing practices. Negotiating with
E&l| =0|9f =0| 2|S9| o|0|2 EFRSEtT, 1 A7t Q2|9 YA £O T CIA| AME £ Q= HHHE FotsH= the limitations of the exhibitionary, the viewer is urged to approach the artworks as elements of a
OHLIAR|Z TH2t5H7|2 HIZiC) 2%/0|0, Hp2to 2 handbook that can illuminate the rhythms of play and labor and ground us back to ordinary life.
Moving. Outside.
* 2 SM Z20U2 [l Z2Hioko| JHRIM (AN gl YENS: 22Tt EX12| CHo|0{T4)(2023) 2| 33 Z2IYMZ, 2 FtE22t7 T * Situated reading session facilitated by Con CABRERA as part of the public programs for Buen CALUBAYAN'’s Forms
ony, Z2|Tl A LAIE|0 QU= UP HIZ7tA Oj&2HollM ZHE |t

28 29 without vanishing points: Diagrams for sensing and becoming, 2023, UP Vargas Museum, Quezon City, The Philippines.
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Installation view of Amoy Araw: Rhythms of Play and Labor at Arario Gallery Seoul, 2025




Restless questionings of moving bodies 1 2%
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Oil on canvas

122 x 152 cm




Restless questionings of moving bodies 2 2%l0|= 0]
2025

Pastel and acrylic on canvas

122 x 152 cm




Restless questionings of moving bodies 3 2%l0|= 20| Cf
2024

Oil on canvas

122 x 152 cm
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Restless questionings of moving bodies 4 2%!
2025

Pastel and acrylic on canvas

122 x 152 cm
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Rhythm of rhythms: on farming, learning, and living 2|52 2|5: AL g, 32|21 &

2025
Vinyl sticker
152 x 152 cm
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systems / rhythms / raptures

land preparation - seeding - fertilizations - transplanting - fertilizations - harvesting - distribution
breathing - warming - nourishing - sorting - maintaining - growing - reproducing
light - movement - nutrition - grounding - community - study - sleep
breathing in - breathing out - outward activity - inward activity - large movements - small movements - rest
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We never left the kindergarten E|= Z3 QXS MHLIX|
2025

Vinyl sticker
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a daily rhythm of kindergarteners

2 good sleep 3 classroom preparation [7 am]
6 outdoor play [8:30am] 7 main activity

11 eating time [10:30 am]

16 keeping of toys

1 (teacher) meditation on the intentions for the next day [night belore]
4 opening verse 5 morning greeting with students  breathing-outs
& changing of clothes  breathing-ins o circle time 10 preparation for eating
12 doing of chores 13 quiet time and rest 14 indoor play [11 am] 15 free drawing activity
17 storytelling 18 closing verse 19 lunch 20 rest 21 free play 22 keeping oftoys 23 activity

breathing-outs 24 outdoor play 25 preparation for diner 26 diner Breathing-ins 27 storytelling 28 good sleep

= Arist interpretation based on Steiner-Waldor! pedagogy and  form drawing therapy
Sourees; Interviews and consaltations with Lormie Ligo of Philippine Associafion for Biography Wark aod Are Terapy, Inc, (PARATRH
and Jumadet Briones of Koltuka Waldarf Sefoal



Drawing exercise for rhythm regulation 2| ZEg ¢
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Black board, chalk, Instructional drawing installation
Dimensions variable

ot

L=

>



i i i B
]

A
T T e e A

o

Drawing exercise for rhythm regulation 2|5 ZEE 2|5t E2Y & (detail)
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[antiurchi\fing| 3 i1
immediate and intimately feligedgraphy is the body, the site of emotional ®xpeence and exprestion par excdllence ™ {Paterson 2009,
771, emphasis i original ), Affect Mynore than simply shock or feeling, but instead, where intensity 1s pergpived by the increase or
decrease in the body’s potential to act.
the present moment™ (de Freitas 2018, 30

nsity animates the present moment and is the feeling by which "we gnse the future animating
Coats, 2024, loc 408)

Bodies of land, animals, children, knowledge, atd work become sites of labor, commodification, disturffance, mutation, resistance,

affective eruption. connection, and transmission. (Codts 2024, loc 430)




Installation view of Amoy Araw: Rhythms of Play and Labor at Arario Gallery Seoul, 2025




Draw your face to erase the land, and vice versa 1 Y22 J2{ 42 |21, J4HiZZ 1
2024

Oil on canvas

91 x76 cm




Draw your face to erase the land, and vice versa 2 Y=g 12{ 42 |21, JYHHZE 2
2025

Pastel and acrylic on canvas

91 x76 cm
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2024

Oil on canvas
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Interview
EN

Interviewer: Arario Gallery (hereafter, A)
Interviewee: Buen CALUBAYAN (hereafter, C)

A: Please introduce yourself

C: | am Buen CALUBAYAN, a visual artist from the Philip-
pines. | grew up in a time and place where kids used to go
out and play in nature. My wife, Jocelyn, and | are currently
involved in a community of families that still want this kind
of nurturing for their children and are curious on different
ways of caring, and educating. This is what influences my
artistic practice.

A: Could you briefly introduce this solo exhibition in a
few sentences?

C: Amoy Araw: Rhythms of Play and Labor is a handbook
of sorts in a form of exhibition. The key in understanding
it is to diagrammatically visualize how experiences, daily
rhythms, and movements influence and produce the spac-
es we live in.

A: | would like to ask about the concept behind the
exhibition title. Amoy Araw is a phrase deeply tied to
sensory memory and embodied experience. What was
the starting point for this exhibition, and how did the
concept evolve?

C: It started from a preoccupation about the overuse of
the sense of sight. We look at everything too much, but
the world is not an image alone, it is a real thing that can
be experienced with all the senses. We have to reactivate
these senses and rethink how we relate to this world. Amoy
Araw addresses this multi-sensorial unfolding of that world
through lived experience.

A: Rhythm is a key unifying theme in this exhibition.
How do you see rhythm functioning beyond the art-
works—perhaps in the way we live, learn, and interact
with the world?

C: Rhythm facilitates how we interact with everything. It
holds the principle of patterns, intervals, movements, even
its own rupturing. A functioning rhythm enables rest after
work, waking after sleep, thinking after moving, and vice
versa.

A: The exhibition is structured with four parts of us-
ing different types of medium —videos, paintings,
diagrams, and sketches. How did you approach this
division, and what role does each medium play in con-
veying your ideas?

C: Think of reading a handbook with video demonstrations,
visual aids, instructional diagrams, and text. Each part
plays an important role: laying the foundation, mapping the
coordinates, describing some details, and sketching the
connections. Everything is in dialogue with each other and
with the audience.

A: The idea of play and labor as intertwined forces is cen-
tral to the show. How do you see the two terms play and
labor as an act of learning?

C: Learning would entail processes like breathing, warming,
nourishing, secreting, maintaining, growing, and reproduc-
ing. These are best acquired through rhythmic experiences
of play and labor—while doing meaningful work with others.

A: Why is Wardorf Pedagogy important and reason for
applying and reinterpretation in your works?

C: What we can learn from Waldorf Pedagogy is its under-
standing of age-appropriate learning development of the
human being where sensing, groundedness, and rhythm
function as the central element in the learning process. It is
regarded as a healing pedagogy in its holistic approach in
understanding the world and our relation to it. The works in
the exhibition embodies these principles and illuminates how
we can sense the world in these terms.

A: What triggered your interest in Steiner-Wardorf edu-
cation?

C: My preoccupation with consumerism, traditional education
and strict religious middle-class upbringing that tend to sup-
press expression, critical thinking, and creativity. There are
many alternative approaches to education and parenting,
Steiner-Waldorf is one of them.

A: In your thoughts how does linear perspective get in-
tertwined with colonial construct?

C: Linear perspective showed us a world that is too conven-
ient to look at. It was instrumental in making us believe that
a world can be observed and measured on a flat surface. As
a result, it flattened the world as an image and reduced our
experiences in one dimension. It denied indigenous systems
of looking at it in multi-sensorial/other-worldly capacities.

A: Building up on the ideas on linear perspective, coloni-
alism and neoliberal education, | would like to ask about
your thoughts on schools being treated like factories and
this being connected to cheap labor power.

C: As | have mentioned, these traditional schools tend to sup-
press expression, critical thinking, and creativity. It has pro-
moted extreme competition, careerism, progress, and proper-
ty accumulation at the expense of practically our lives and the
earth. This is the result of one-dimensional thinking.

A: Dismantling, reinterpretation, relearning, resistance
are important actions in your works. Could you perhaps
describe and further explain through one work presented
in this exhibition?

C: Systems similar to the logic of the linear perspective have
penetrated how we regard the world through the arts, ecolo-
gy, and education. Dismantling these systems is a necessary
task. The exhibition encourages the audience to find the con-
nections between the artworks and with our own experiences.
Finding these connections through meaningful work in every-
day life is the artwork itself. In this way, we can liberate our-
selves in our fixations with one definitive work of art or impor-
tant artists and reorient our ground and perspective to what is
really needed to be done at the moment of continuing crisis.

A: In reference to your video works, how does the two
works show in the exhibition convey the message of
movement?

C: The videos, in slow and meditative manner, show rhythms
of nature, work, leisure, and rapture. It is moving by way of
how each system enables another. For example, how the jux-
taposition of children playing in a private resort is put in the
context of agricultural land conversions and food security.

A: (How to enjoy) a premature sunset and Put your wor-
ries behind your basic needs contrast artificial land-
scapes with natural cycles. How do you see these ten-
sions playing out in everyday life?

C: | see these tensions as our evolutionary capacity. Without
these tensions, we cannot evolve as a species, as a socie-
ty, and as a “world”. Keeping a balance and being aware of
where we are is fundamental to our survival.

A: Could you give a brief explanation on the materials
you use for the painting works and chalk drawings?

C: Ground preparation for painting is very important. It is the
layer that will hold the paint for a very long time. Doing it right
determines the stability of the painting. Both of my oil and
chalk paintings are prepared with layers of sizing and acrylic
gesso. They differ only on the top layers of primer where oil
ground is used for oil painting and acrylic gesso for pastel is
used for chalk works. The artwork is then painted with oil or
drawn with chalk pastels.

A: For this exhibition the painting works are put together
as sets. What were the main themes for the forming these
sets for installation?

C: The painting sets are arranged to depict movements of
bodies, formation of worlds, and collapse of traditional foun-
dations that used to hold societies together.

A: Several works in this exhibition critique land reclama-
tion, private ownership, and ecological imbalance. How
do you see your art engaging with current socio-political
realities?

C: For art to engage in current socio-political realities, it must
have the capacity to stop being art and redistribute itself to
bodies who struggle to make themselves sensible in the larg-
er scheme of things. With that in mind, my work attempts to
use art in this way.

A: Many of your works depict farmers, landscapes, and
ecological rhythms. Is there a personal or historical con-
nection that draws you to these themes?

C: Itis coming from the personal towards the political struggle
for decolonization. On finding ways of healing and caring, un-
learning and relearning.

A: In Draw your face to erase the land, and vice versa,
you explore the interplay between identity and land. What
does it mean to "erase" land or self in this context?

C: It is about “becoming” the land as a people from which
an examination of our notions of the commons, property, and
what is sacred can help to illuminate.

A: You use diagrams as instructional materials rather
than static artworks. How do you want audiences to en-
gage with them? Are they meant to be read, followed, or
physically enacted?

C: Itis meant to be used as a tool for regulating daily rhythms;
a map for navigating spaces; and a sensor of time, feelings,
movements, and experiences.

A: You reference walking, grounding, and light bathing
as sensing practices in your research. What is the signif-
icance of these bodily experiences in your own process?
C: It is a process of relearning how to activate “all” the sens-
es towards a deeper examination of our relationship with the
world. It is hoped that a fully functioning sensing capacity will
result in the unfolding of a world through deeper connections
and experiences.

A: In Rhythm of Rhythms, linking farming, learning, and
living. How does the leminiscate symbol you use reflect
your ideas on movement and cyclical time?

C: The lemniscate has been used by many cultures to illus-
trate movements, belief systems, and cosmologies. It is also
used in therapy work as a focusing and regulating tool. In this
research project, it is applied to natural phenomena and work
routines that depict outward and inward movements, breath-
ing ins and outs, and intervals and rupturings. Drawing the
lemniscate gives the experience of these rhythmic patterns.

A: You often push the boundaries of what an exhibition
can be—turning it into a learning space, a handbook, or
an archive of movement. How do you want visitors to in-
teract with Amoy Araw?

C: My hope is for the audience to realize that sensing the
world needs actual sensing—to go out of this gallery and ac-
tivate what we have learned from these works.

A: The Notes and Sketches shown in this exhibition gives
insight into your working process. How do you see the
role of notes, diagrams, and research materials in your
practice?

C: It is very important as it reveals how thoughts are formed.
How mistakes redirect the work in its right path. It reveals the
building blocks of creativity, imagination and intuition.

A: What are some of the most surprising or unexpected
insights you've gained while working on this exhibition?
C: It is the insight coming from boredom. In our current era
where everything can be obtained instantly, to wait for some-
thing to unfold slowly can be revolutionary. It is the insight we
hope to teach to the younger generation—the seed of imagi-
nation within the ringing sound of nothing to do.

A: How do you hope Amoy Araw will continue to evolve
in your future works?

C: | am planning to continue researching critical pedagogy,
with the focus on the curriculum of the indigenous Lumad
people in the Philippines and doing sensing workshops.
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