
CURATOR’S NOTES 
 
Mutation Series started in January 2020. It was originally conceived as a gallery exhibit. 
 
Taking inspiration from Juvenal Sansò’s slide collection called Cliché Verre,* I thought of sensing as an effective approach for 
processing the materials to produce an exhibit—particularly, sensing sight and sensing sound.**  
 
I invited Annie Pacaña to work on moving image pieces and Children of Cathode Ray (CCR) and Rubber Inc (RInc) to work on 
sound pieces.  
 
Sensing*** is unpacking a subject with emphasis on using the senses as the context of creating, while appreciating that the senses 
are constructed by complex configurations of human experience. 
 
From our sensing, the team conjured materials that gave rise to thoughts of fluids, infections, decays, illnesses, diseases, alterations, 
and, ultimately, mutations. Hence, the title, Mutation Series.  
 
#mutationseries is a hashtag I used in 2016 for a different but somewhat related purpose. 
 

--- 
 
The project was reconceived as an online exhibit for two reasons.  
 
First, we realised that the fruits of our sensing resonate with our present social condition. We are in a unique present where we are 
faced with the threat of mutation—our own, and that, which causes us harm. Our task is not to be overwhelmed.   
 
Second, we are now in a unique situation that forces us to explore life creatively as it twisted the balance between what is possible 
and what is not, in varying degrees of possibilities and impossibilities. Our task is not to be overwhelmed.  

--- 
 
In this exhibit, wormholes are metaphorical portals that will bring us into a sensing space, where our mutation series is recalibrated 
as a blip, a sigh, a brush, or a pinch, against the enormity of human spirit.  
 
There are six artworks in this exhibit. The audio for the two black and white works on the landing page, Begin and End, is a collab 
between CCR and RInc. Each piece lasts for five minutes. For the four coloured works found inside the gallery page, the audio for 
Fluid and Infect are by CCR, while the audio for Mutate and Decay are by RInc. Each piece lasts for 10 minutes. All the six moving 
images are by Annie.  
 
The exhibit is intended to be visited multiple times rather than viewed in one go. Remember: Our task is not to be overwhelmed.    
 

 

Link to the exhibit: mutationseries.adformarchitecture.com 
 
 

 
___________ 

* 
cliché verre is a technique in visual arts made popular at the time when photography was new. It is also known as glass 
print, which easily describes the technique more: a design is made on top of a glass, exposing it light to imprint on 
photographic paper.  
 
Juvenal Sansò’s Cliché Verre—a name given by Fundacion Sansò curator Ricky Francisco—is the main inspiration for this 
project. The set we used contains 1,501 images from a total of 2,500+ hand painted slides. Earlier studies of Sansò 
works, located this collection as part of his explorations of abstract works and textile designs. It is an exploration that 
Sansò kept coming back to for 15 years as evidenced on the dates of work (1972-1987). Visually, the materials provided 
a huge vocabulary of abstraction of shapes, forms, and perspectives. Some are recognisably done as a series; others 
totally alien from the rest. 
 
Fundacion Sansò, in the five (going six) years since its establishment, has made genuine efforts to expand the 
understanding of Sansò’s work for the public. Even with this, I find my initial close encounter with Cliché Verre disarming as 
it didn’t lend that familiar safe feeling of knowing what you are looking at. More directly, the slides begged to ask—
what am I to make of you?  
 
To this question, Sansò, in a video documentary, Sansò: By the Book, offered a path to find the answer: “You go by your 
own feelings because that’s what art is all about.”  
 
Feel, then.  

 
** 
I have been exploring senses as part of artmaking (production and consumption) since 2013, particularly for Japan 
Foundation’s project Media Art Kitchen: Reality Distortion Field, wherein I co-curated an 

https://www.youtube.com/watch?v=EPe1b4NrSUw&feature=youtu.be


exhibit+performance+workshop+studio titled Sensorium. I pursued this path for several other projects that followed, such 
as for Listening Terminals, Composite Noises, and Con.Currents. And I knew it is not about sound but more about what I was 
doing. And I did not have a name for it then that I can comfortably use as a handle.  
 
Sensing sound was borrowed from Nina Sun Eidsheim. I gathered from her book Sensing Sound: Singing and Listening as 
Vibrational Practice (2015), that sound, listening, and music should be understood as multisensory phenomena, which do not 
rely solely on materiality but are embedded in relational spheres. Besides reading Nina’s book, in 2019, thanks to 
Lingnan University Department of Cultural Studies’ Chair Professor Tejaswini Niranjana—a brilliant scholar herself—I had 
the privilege of meeting Nina personally, attending her seminar, and involving her in my project <on(h)(e)ar)>.  
 
Our taxi ride from Hong Kong Island, after <(on)(h)(e)ar)>, was like a U.N. Convention or a United Colours of Benetton ad 
(for those who would remember the reference)—a Taiwanese, an American, a South African, a Hong Konger and a 
Filipina, there was not one language that was actually ours (we got by with English, a little Mandarin, and a little 
Cantonese). Our driver was watching China’s Got Talent, or something like that. At one point, we had to pause our 
conversations about many other things because the Thai girl who was singing in Mandarin was so powerful, it demanded 
our collective undivided attention. The driver added in Cantonese that the girl didn’t actually speak Mandarin. It was a 
whole cobweb of languages with a slight relief of familiar popular melody. In the end we were all “commanded” to “feel” 
something somehow. This was when I fully understood what Nina so beautifully articulated in her book. What just 
happened was unlanguaging: the dismantling of language of its task and linguistic features and reassigning it as a 
wave/vibration stimulus. This was made possible by sensing.  
 
The project that followed that encounter, tinig tunog, for my visiting artist residency in Kyoto University, served as a test 
run of more of this unlanguaging. At that time, I had to deal with five other different languages (Khmer, Thai, Vietnamese, 
Cebuano, and Bahasa Indonesia) none of which were mine. What came out was a product of curious storytelling. However, 
it was a situation with the physical installation that taught me another lesson about sensing. A disagreement broke out 
between me and a professor on how the installation should look like; on the claim that he knew more about the Japanese 
ways of seeing, than I. This is a much longer story to tell. But to cut it short, we ended up agreeing that sensing sight did 
make sense too, in that foreign condition. In the end, what happened made me further appreciate what sensing really 
means in artmaking—a meaning, which I now use for the project Mutation Series.  

 
*** 
Sensing is being used here as pakikiramdam or pakiramdaman, which is close to but not entirely the same as feeling or 
damdamin. The previous is more about decoding sensory givens, while the latter connotes involvement of emotions. Both, 
however, are useful in artmaking.  

 
**** 
Sensing is both an approach in building art as much as it is for experiencing art. The works exhibited in Mutation Series, if 
experienced keenly, would allow one to recognise when and how sounds and visuals react to each other; how metallic 
sound looks like in an image; how this image almost smells like blood; how this sound tastes sour; how heat or cold feels in 
the ears and eyes; and why some sensations lead the hairs on one’s arm and/or nape to stand, among others. Our brain 
calls out past experiences of sense stored in our “memory cards”. Sensing then in appreciating art, as in producing it, 
requires a reference—a sphere of relations.  

 
 
POST-PROD 
 
Timeline: 
30 May 2019: Ricky Francisco invited me to Fundacion Sansò’s Guest Curator Program. I accepted. On the same day, I saw Cliché 
Verre slides on his desk. Immediately, I was so sure that’s what I wanted to work on. Slides underwent digitisation. 
 
07 December 2019: Received digitised images of Cliché Verre. I was in composite mode of art production. I thought that this 
exhibit had to involve at least three different forms—something visual, something sound, something movement. It should work like a 
stool, with one leg complimenting the two others but keeping its own shape.  
 
27 January 2020: Signed the contract. 
 
01 February 2020: The idea of doing image-reactive sound aka sensing sight for sound solidified. Contacted Tad for CCR and 
Malek for RInc. I thought making the images move would make sound-making more interesting. Asked Annie to join the team.  
 
17 February 2020: The themes came out on the first round of drafts. Jumpstarted studio work. I started studying how sensing 
movement could come in, imagining possible artworks that will come out of sensing sight and sensing sound vis-à-vis the Museo 
Sansò exhibit spaces. 
 
15 March 2020: ECQ. Pause. Contemplated change of plans. 
 
11 April 2020: Changed plans. Consulted friends with tech, digital, and graphics know-how. Reconceived the exhibit for online. 
Collabs in satellite studios, like rengga, but not with words. 
 
22 May 2020: Full throttle of exhibit site construction. 
 

http://www.dayangyraola.com/2014/09/sensorium-media-art-kitchen.html
http://www.dayangyraola.com/2015/02/listening-terminals.html
http://www.dayangyraola.com/2018/11/composite-noises.html
https://performancecuratorsinitiatives.wordpress.com/2017/09/09/exhibit-opening-of-con-currents-sept-8-2017/
http://www.dayangyraola.com/2019/12/onhear-one-ear-to-hear.html
http://www.dayangyraola.com/2019/12/tinig-tunog-vdp2019-collaborative.html


27 May 2020: Last minute content tweaks. 
 
01 June 2020: Launch of Mutation Series, the online exhibit.  
 

 
 
 
 
 
 
 
 
 
 
 

 
 
Reflection: 
 
The conditions for this exhibit weren’t ideal with ECQ. Frankly, I am not sure what “ideal conditions in the time of pandemic” really 
means, as we have not experienced this before. On top of it all, I have already been in a “non-normal” social condition for a long 
time even before/without COVID. I was already doing social distancing and kept myself on lockdown in the hospital or in my 
house. I was and still am in a tight spot due to my “(post)mutation blues”. Because of this, I did not trouble myself with auditioning 
new artists to work with to further challenge myself to come up with partnerships that will produce art that will satisfy us, our 
audience, and our funders. Instead, I chose the easy route, specifically choosing people who I did not have difficulties working 
before, and especially those with whom I feel a sense of genuine friendship—those who could and wouldn’t mind completing the 
project for me (without me), in case I get out of commission. This was my “new normal” that I was trying to get used to even before 
the rest of the planet started debating about the “as-a-matter-of-fact-new-normal”. 
 
Working on satellite studios worked, obviously, as the artists were able to deliver. Then, at the point when I had all the materials 
already in one place, came the nagging feeling that I wanted to do something else or something more for this project. Not because 
what we did is insufficient nor unsatisfactory. It just feels unfinished. In a strange sense, this may be one of those “feels” that the 
pandemic has left us to grapple with—the feeling that there is, or should be, or hopefully else or more, beyond, after we tried, or 
that we might not know of. 
 
I am thinking of having this project exhibited in a physical space. The third leg of the stool can only be realised when that 
happens—at least this was my original thought. However, the present online/digital format made me appreciate that this new or 
more readily available platform given our present situation had enabled creative decisions that were otherwise unheard of or 
irrelevant in other platforms. Cathartic mutation in a disconcerting chrysalis. For this, I am grateful to Millet, for assisting me in 
exploring new possibilities in this new normal—coding, delays, glitches, auto-modify and all.  
 
My unfinished feel remains unfinished at the moment. And I am happy to leave it at that. 
 
 

  
 

 
 
 
 
 
 
 
 
 
 

 
Dayang Yraola 
Guest Curator, Fundacion Sansò 
2020 

 
  
 
 
 
 
 
 
 
 


