
The works of the artist for this exhibition emerge from a sense of the 
in-between in the tropical atmosphere of his country, particularly in its nether 
regions of the repressed unconscious of conquest and of the hybrid expressions 
of post-colonial memory.

It seems that Salubayba has taken keen interest in mysti�cation and myth, and 
this is but a logical inclination within his scheme as both refunction �gurative 
devices needed to create narratives that are meant to ring true and oftentimes 
cover a multitude of lies.  In this undertaking, he extends the de�nition of 
folklore to frame the iconographies and ideas that have become sediments in 
the recesses of a cultural mentality.  If dredged up, they might reveal insights 
into our current politics or nuance common sense or explain predilections that 
have been conceived of as natural, and therefore preordained.

One of the consequences of the artist’s experiments with myriad devices, which 
always resonate with his artistic formation as a shadow play performer, is the 
re�ection on the nexus between the mythic and the historical, the epic and the 
vignette, the folkloric and the photographic, painting and virtual imagery 
through projection.  It has also allowed him to breach the boundary of a 
national culture and thus free him from the trite formulae of national identity 
and the bereft enterprise of Filipino indigenization and its overinvestment in the 
fetish of authenticity.

In his universe, myths mutate.  They are not viewed as fully formed texts, but are 
seminal and germinal, the nucleus of a transforming, transformative discourse.  
He holds on to this promise with the view of sustaining his critique of the colonial 
narrative and the way it has captured the consciousness of Filipinos in the 
present.  As myths morph, the possibility of change in both worldview and 
lifeworld is forever awaited --- and guaranteed --- in the hal�ight of his art.

Finally, Salubayba re�ects on this thing called “culture.” And an aspect of this 
is habit or custom that inevitably is made an instrument of identity. For 
instance, he looks into the implications of the practice of “bayanihan,” or 
roughly the toil of village folk to bear on their shoulders native houses and 
move them to other places. It is supposed to demonstrate how individuals 
help each other as a community. It is �aunted as a Filipino virtue without 
careful analysis of how it is forged and how it is sustained. Here, such trait is 
not enshrined; it is rather demysti�ed. 

The artist realizes that it might be these same ties that ultimately impair values 
and the fragile ethical universe. The current news cycle has fed us with the 
banality of corruption in government and the self-righteousness of people in 
power. His paintings speak of parts of the body that link up with other append-
ages, the tentacles of temptation. These are ties that bind, the onus or burden 
of an already exhausted national patience.  
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Exhibit Installation: THE UNION OF THE UNKNOWN AND THE FORGOTTEN, Intermedia on canvas and cut-out boxes, Intermedia - 295.5 x 901cm. / 9.7 x 21.6 ft. (triptych) 
Cut-out boxes - variable dimensions, 2012-2013
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1 Exhibit Installation: THE UNION OF THE UNKNOWN AND THE FORGOTTEN, Video installation 
   (Left: Power Dance, digital, b/w, 1 min. 6 sec. Right: Power Handshake, digital, colored, 3 mins. 44 sec.)  2012-2013

2 Exhibit Installation: THE UNION OF THE UNKNOWN AND THE FORGOTTEN, Cut-out boxes, 
   variable dimensions, 2012-2013

3 THE UNION OF THE UNKNOWN AND THE FORGOTTEN (detail) 
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TALKING HEADS (F and G), Pen and ink on paper, 
52.5 x 46 cm. each, 2012-2013

Exhibit Installation: TALKING HEADS SERIES, Pen and ink on paper, 9 pieces, 52.5 x 46 cm. each,  2013

CONSOCIATION-A, Intermedia on canvas, 152.5 x 122 cm., 2012

CONSOCIATION-B, Intermedia on canvas, 152.5 x 122 cm., 2012
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