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León Gallery
F I N E  A R T  &  A N T I Q U E S

DEAR FRIENDS and CLIENTS,

There is one question for every Filipino artist that 
comes during his practice : To seek his future in 
international waters or not.

For the bold, there is one important opportunity that 
comes from the visionary organization Asian Cultural 
Council. The ACC, incidentally, counts as its precursor 
none other than the Rockefelller Foundation that has 
believed in building greater global understanding 
through cultural exchange. It has therefore been their 
mission to provide grants to the most talented of Filipino 
artists in fields as diverse as the seven arts, museum 
studies, critic and curatorial development, as well as 
conservation and collection management. And we are 
honored to be their partner in the annual fund-raising 
endeavor that has become known as the ACC Auction, 
traditionally our first of the year.

We would like to make special mention of Ms. Alice 
Eduardo for her great generosity in allowing her prized 
and magnificent Jose Joya mural-sized masterpiece 
that graced the living room of her Forbes Park home 
to not only be the cover piece of this year’s auction but 
to benefit the cause of the Asian Cultural Council. As a 
trustee of the ACC, she felt it but right to give back to the 
very institution that molded its first grantee to become a 
future Philippine National Artist.

And we would like to acknowledge several cultural icons 
from whose celebrated collections many masterpieces 
have come to grace the current sale: From the billionaire-
philanthropist Mrs. Loida Nicolas Lewis to the pioneering 
feminist Senator Leticia Ramos Shahani, from the iconic 
Letty Jimenez Magsanoc, the fierce freedom fighter, to 
the builders and art patrons Architects Tony and Tina 
Turalba, the respected collector Olivia Yao and the 
aristocratic Don Benito J. Legarda Jr. I would also like to 
acknowledge the legendary Tony Martino, who passed 
recently and whose exquisite taste and knowledge will 
be much missed.

Of equal note is the presence of the stellar roster of 
the legendary Philippine Art Gallery, beginning with 
Anita Magsaysay-Ho’s Fruit Market that once belonged 

Foreword

to an American lumber magnate in Mindanao, Frank 
Anderson; to Vicente Manansala’s mixed media 
masterpiece of his famous Madonna, a Parisian work 
from Nena Saguil; Hernando R. Ocampo in a symphonic 
Evensong; and from one of the youngest members of 
PAG, the remarkable Norma Belleza who had her first 
solo exhibition at the gallery.

There are treasures from every century of Philippine art, 
many with patriotic resonance including the Despujol 
Dagger that once belonged to the man with the difficult 
assignment of arresting Jose Rizal and sending him to 
Fort Santiago before he was brought to Dapitan for exile 
— and another exquisite piece of Rizaliana, Fernando 
Amorsolo’s rendering of the lost chapter of the Noli Me 
Tangere, titled Elias y Salome.

In addition, there are silver ramilletes, a towering Manila 
aparador, bishop’s chairs, and a beatific Niño in precious 
ivory.

For the giants that cast a long shadow in the modern as 
well as contemporary era, there are two epic Lao Lianben 
and an Elmer Borlongan — he, too, has just returned 
from a first Parisian show; as well as Leo Valledor, the Fil-
American minimalist master and the riveting Ang Kiukok.

As we enter another fascinating year this 2023, may I 
wish you all— on behalf of Team León Gallery — a 
fulfilling new year and invite you to once again journey 
with us for this momentous occasion that is made 
doubly important for the cause of the young Filipino 
artist seeking to spread his wings abroad.

Yours sincerely,

Jaime L. Ponce de Leon
Director
LEÓN GALLERY



A s we head towards 25 years of ACC Philippines, 
we jumpstart this new year with faith and fervor, 
casting our hopes to more of life’s meaningful 

engagements and worthier undertakings.

Welcome all to the 9th edition of the Asian Cultural 
Council Art Auction in partnership with León Gallery and 
Jaime Ponce de Leon.

With profound gratitude, we commend a steadfast ally 
since our collaboration began in 2015. León Gallery’s 
important contribution continues to be a strong pillar 
in realizing our mutual aspirations to advance Filipino 
artists. 

Since ACC’s founding in 1963, over 300 Filipino artists 
have been given fellowship grants that facilitated creative 
explorations and development through the grants 
program. The ACC Fellowship promotes international 
dialogue and mutual understanding through cultural 
exchange from the Philippines to the United States or 
anywhere in Asia. 

We take pride at the growing list of ACC fellows and 
alumni who are acknowledged trail blazers of their 

generation. Some of whom have become the country’s 
icons led by National Artists Jose Joya, Lucresia Kasilag, 
Jose Maceda, Lamberto Avellana, Alejandro Roces, 
Francisco Feliciano, Ramon Santos, Alice Reyes, and 
Kidlat Tahimik.

Certainly, the success and gains of the ACC program 
would not have been realized through the years without 
the tireless support of benefactors, sponsors, and loyal 
friends whose graciousness we deeply appreciate. 

As we partake of every opportunity for goodwill and 
magnanimity, let the spark of kindness and compassion 
for others remain ever glowing in the hearts of each and 
one of us.
 Abundant blessings of peace and love to one and all! 

Cheers to 2023! 

Ernest L. Escaler
Chairman
ASIAN CULTURAL 
COUNCIL PHILIPPINES FOUNDATION, INC.

Message from 
the Chairman 
A S I A N  C U L T U R A L  C O U N C I L 

P H I L I P P I N E S  F O U N D AT I O N ,  I N C .
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LOT 92

Fernando Zóbel (1924 - 1984)

Untitled



L E Ó N  G A L L E R Y1

Viewing the ethereal glass sculptures of Ramon Orlina 
takes one to another dimension: a gleaming, mystical 
world in which light is omnipresent and each corner 
reflects a magnificent individuality and aura waiting 
for that glorious epiphany to arrive. For the acclaimed 
glass virtuoso, glass is “an endlessly intriguing material.” 
When you have already thought that Orlina has already 
exhausted all possible themes and subjects, he has 
actually not. In the depths of his ever-dynamic mind and 
vibrant artistry, even the most mundane of things possess 
that inherent beauty, waiting to be translated and recast 
into something that goes beyond the metaphysical. (A.M.)

1

Ramon Orlina (b.  1944)

Study on Prism V
signed and dated 1993
carved green glass
7 1/2" x 5 1/2" x 6" (19 cm x 14 cm x 15 cm)

P 200,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

2

Lao Lianben (b.  1948)

Untitled 
signed and dated 1992 (lower right)
acrylic on paper
6 1/2" x 6 1/2" (17 cm x 17 cm)

P 120,000
Accompanied by a certificate issued by Blanc Gallery
confirming the authenticity of this lot

PROVENANCE
Blanc Gallery, Quezon City

The works of Lao Lianben draw inspiration from the 
aesthetics of Zen. In Zen, an ensō is a circle that symbolizes 
enlightenment and elegance, the universe and the void. 
The circle is hand-drawn in one or two unrestrained 
brushstrokes to express “a moment when the mind is free 
to let the body create.” If the ensō is open, it is incomplete 
and thus allows for movement and development. If the 
ensō is closed, it represents perfection, akin to Plato’s 
ideal form, which is why the circle was used for centuries 
in the creation of cosmological models. (P.I.R.)
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3  PROPERTY FROM THE ARCHITECTS ANTONIO AND CRISTINA TURALBA COLLECTION

Angelito Antonio (b.  1939)

Vendors
signed and dated 1984 (lower left)
oil on canvas
36" x 36" (91 cm x 91 cm)

P 400,000

Angelito Antonio was raised in a farmer’s family from 
Malolos, Bulacan. His paintings are thus mostly inspired 
by day-to-day life and the rich culture of the province. 
His subjects are often folk figures such as vendors, 
cockfighters, ice-cream peddlers, and balloon sellers.

Modernist and Expressionist in approach is the art of 
Antonio. His works show the influence of Manansala 
while portraying themes that are truly Filipino in context, 
color, and flavor. Though through the years, he developed 
a style of his own. Antonio is acclaimed for his Nascent-
Cubism style with emphasis on strong and assertive 
diagonal lines combined with a personal technique to 

figurative distortions and the use of the color black in 
contrast with bold and brilliant primary or muted tertiary 
colors.

In a way, the oeuvres of Antonio are his way of celebrating 
the different cultural aspects of the Philippines. Through 
a mixture of abstract forms and lines with a variety of 
vibrant colors, Antonio’s Vendors display a mastery of form 
and rhythmic order and an artistic eye for composition. In 
1984, the year this piece was made, Antonio was awarded 
the Patnubay ng Sining at Kalinangan Award by the City 
of Manila. (P.I.R.)
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Jerry Elizalde Navarro (1924 - 1999)

Totems of My Forefathers
signed and dated 5/22/93 (upper right)
oil on canvas 
47 1/2" x 33" (121 cm x 84 cm)

P 800,000
Accompanied by a certificate issued by Mrs. Emma Navarro 
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

The profusion and explosion of colors in Jerry 
Elizalde Navarro's oeuvre can be partly traced to 
his Bali paintings. Navarro commenced the Bali 

paintings beginning in 1989 during his first visit to the 
island, to which he would return occasionally. "Colors—the 
way colors are used is eye-boggling. I am used to seeing 
colors in a well-ordered way. In Bali, color attains order 
in a disordered way; as if thrown haphazardly but with 
order when seen from a distance," Navarro delightfully 
expressed in his conversations with Rod. Paras-Perez. 

Bali offered Navarro a sense of artistic reincarnation. 
Paras-Perez wrote: "After his encounter with Bali, the 
broad dashing calligraphic signature of his oeuvres 
attained a more vibrant, throbbing color pulse. Moreover, 
enough works remained within the traditional mode 
of structuring: a relational approach (to colors and 
brushwork) swirling around a central core or axis."

During the latter part of his life, spanning the years 1993 
to 1999, the spirit of abstraction found its way back to 
Navarro's canvas. From his Bali paintings, Navarro's style 
returned to abstract expressionism, which he previously 
explored starting in the 1950s. His art had finally come 
full circle. Perhaps the primary catalyst for this return was 
I Madé Sumadiyasa, a Balinese abstract expressionist 
artist born in 1971. Madé's works show the universal 
aspects of Balinese culture and philosophy. 

Cornelius Choy, the man who introduced the 
magnificence of Balinese arts and handicrafts to Navarro, 
recounted how the latter became convinced to return to 
abstraction. Choy shared: "Mr. Navarro always believed 
in that 'neatness.' But when he saw Madé's abstraction, 
something snapped. It was the bridge, perhaps, that he 
had been wanting to cross over for a long time. And 
when he had actually seen Madé's painting—that was 
the bridge. And he stepped over… and that's when these 
exuberant strokes started. Of course, he always had 
these strokes in his dancers. But he can paint dancers 
in one fashion, abstraction in another, and watercolor in 
another fashion. He was able to control that talent. But 
his abstractions—the last five years of his life—went into 
a different direction."

Through a harmonious interplay of movement and 
colors, Navarro engendered an approach to abstract 
expressionism devoid of Western predominance, thus 
manifesting his Asian sensibility. With the dynamism of 
brushstrokes displayed by the slathering of paint, Navarro 
made evident the primary source of his abstraction: a 
fusion of underlying dynamic forces. Towards the end of 
his career, abstraction had become Navarro's "motif and 
content-bearer." (A.M.)
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Betsy Westendorp (1927 - 2022)

Casa de Manila
signed and dated 1965 (lower left) 
oil on canvas
21" x 25 1/2" (53 cm x 65 cm)

P 340,000
PROVENANCE
Private Collection, Spain

The barong-barong (shanty) was one of Betsy 
Westendorp's earliest themes in Manila. 
Westendorp first arrived in Manila in the early 

1950s after marrying a Spanish-Filipino named Antonio 
Brias, whom she wedded in Madrid in 1951. 

In an interview with Cid Reyes for her 2021 retrospective 
at the Met, Westendorp shares: "At that time [early fifties], 
we were living in Dakota Street at Ramona Apartments, in 
front of Assumption [Convent; corner Herran, now Padre 
Faura St.]. At five o'clock, my husband, Tony, came home 
from San Miguel. Their offices were near Malacañang, in 
Arlegui. He would pick me up and go to Manila Bay. Take 
a stroll…enjoy the view and the sunset."

In the early 1950s, at the time of her arrival in the country, 
Westendorp did not immediately paint. "No, I did not 
paint—I did not paint for many years," she told Reyes. 
The 1950s was a decade of rehabilitation from the 
devastation (both economically and morally) brought by 
the war. Upon Westendorp's arrival in Manila in the early 
'50s, she likely encountered rows of ramshackle shanties, 
which the war-torn people had built as makeshift houses 
due to the widespread deprivation and indigence in the 
post-war milieu. 

Reyes writes in the catalog for the retrospective: "Since 
the Fifties, in the decade of her first arrival in the country, 
Betsy went out of her comfort zone to paint the barong-
barong in—she still remembers the place—Pasong Tamo, 
when most of Makati was still grassland and open space, 
and not a skyscraper in sight."

"I'll tell you what, before leaving the Philippines, before 
I started the portraits, I also started going to Pasong 
Tamo. At that time, Pasong Tamo was like…little huts and 
barong-barongs. I would go there to paint the barong-
barongs," recalls Westendorp. 

Betsy and Antonio would eventually settle in their lovely 
abode in Forbes Park, Makati, where they were blessed 
with three beautiful daughters: Isabel, Sylvia, and Carmen. 

One can imagine Westendorp going out of her 
comfortable urban domain to explore the city's outskirts, 
where the urban poor dwell. There, she would observe 

with sensitivity and empathy the plight of the populace 
in the face of a rapidly changing country. Westendorp 
might have also mingled with the people.

Westendorp's depiction of the barong-barong is as 
realistic as can be; the house is not brought under 
excessive romanticization. In the face of post-war 
optimism, characterized by romantic visions of rising 
from the ashes of war and progress, Westendorp did 
not succumb to glossing over the subject, emphasizing 
actuality rather than the aesthetically pleasing.
 
"In some of her works, one senses a subtle visual narrative 
at work, extending the interest of her visual images. A 
mother, crouched on her haunches, doing her laundry, 
very likely a day's work for a better-off neighbor, is a 
veritable portrait of hardy living and humble industry, 
while her little daughter at play is innocence incarnate. 
Often, a sampayan or clothesline is on view, strung with 
rows of colorful shirts, lending a spark of brilliance to an 
otherwise grey and gritty scene," writes Cid Reyes in his 
book Betsy Westendorp. 

As a new dweller among the people, Westendorp 
found empathy with the anguish-ridden populace. 
Westendorp's depiction of the barong-barong is not just 
a poignant scene; it is an artist's profound rumination 
of the destructive consequences of despotic conflict. We 
see Westendorp as a human imbued with penetrating 
empathy, endowing humanity and dignity to those who 
once hoped for abundance but instead experienced its 
adverse antithesis. 

As Cid Reyes writes: "But what was put on the line was not 
her visual prowess but rather, her emotional intelligence. 
Indeed, this was what Westendorp had brought to bear 
on a subject which, to others, was so unsightly as to 
instantly avert their gaze…She has invested her barong-
barong works with dignity and has regarded the subject 
with respect and, in fact, affection." (A.M.)

In 1974 Betsy painted these famous portraits of President Ferdinand Marcos and 
First Lady Imelda Romualdez Marcos (seen in the background). Photographed by 
the Spanish master Juan Gyenes.
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Prudencio Lamarozza (b.  1946)

Untitled 
signed (lower right)
acrylic on canvas
30 1/2" x 36 1/2" (77 cm x 93 cm)

P 140,000
PROVENANCE
Gallery Genesis, Pasig City

Looking at a Lamarroza landscape has little to do with the 
experience of observing the natural world. His paintings 
are not studied in terms of natural objects and relations 
between objects. He looks beyond nature’s apparent 
chaos — a rich descriptive quality is perceived, even when 
the subject is purely imaginary. He paints what he sees, 
but he chooses what to see.

The artist is known for his ideal forms of nature. A 
lengthy tradition of landscape painting runs through 
his career, and the evolution of his own style was the 
result of a gradual process – a logical and steady 
development, marked by abundant insights. As described 
in the monograph Prudencio Lamarroza: His Life and Art 
written by Manuel Duldulao: “The lines of the boughs, 
branches, and twigs, and even the untidy invasiveness 
of rampaging nature, are transposed to lines proper to 
art, lines echoing the borders of the canvas itself. The 
images we see are not of fields or rocks or trees, but of 
paint on canvas, a vibrant massing of paint with a life 
of its own.” (P.I.R.)
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7

Ronald Ventura (b.  1973)

Untitled 
signed and dated 2014 (lower left)
oil on canvas
18" x 24" (46 cm x 61 cm)

P 1,000,000
PROVENANCE
Private Collection, Manila

Ronald Ventura sees the unique approach in his art as 
a metaphor for the multifaceted national identity of the 
Philippines. His idiosyncratic style is influenced by the 
high and low artforms that index the occupying nations of 
Spain, Japan, and the United States, alongside indigenous 
Filipino folklore. His works show a complex layering 
of images and themes, ranging from hyperrealism to 
cartoons and graffiti, and his references to Old Master 
paintings are mixed with symbols of pop culture. The 
combination of technical virtuosity and the scope of 

the subject matter revealed in each piece evokes the 
attributes of an epic, for which Ventura is noted as a 
master of his craft.

“Ventura is located here – a decaying space with dissolving 
borders, wherein, ironically, bodies remain bound by 
social practices and conditions. From this perspective, the 
artist’s transgressions are not eccentricities but symptoms 
of the contemporary condition. He is seeing through the 
halting transformation. He is squinting through the blur 
that was the landscape,” as written in the book titled 
Ronald Ventura: Realities. “He is squinting through that 
blur and he is seeing disembodied bodies.”

In 2014, Ventura held two notable exhibits: the “E.R. 
(Endless Resurrection)” at the Tyler Rollins Fine Art in New 
York and the “Bulul: Ronald Ventura and the traditional 
art of the Philippines” at the Museo delle Culture in 
Switzerland. (P.I.R.)
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Alfonso Sanz (active 1890 - 1907)

The American Far Eastern Squadron lying at 
anchor in Manila Bay in 1898, with warships 
of other nations close by
signed, inscribed Manila and dated 1898 (lower left)
oil on canvas
22" x 39 1/2" (56 cm x 100 cm)

P 300,000
PROVENANCE 
Private Collection, UK

“R emember the Maine! To hell with Spain!” was 
the American battle cry against the withering 
Spanish Empire at the twilight of the 19th 

century. On February 15, 1898, the US navy ship Maine, 
which US President William McKinley sent to Havana to 
protect its interests in the island due to fears of the Cuban 
War of Independence, mysteriously exploded and sank 
in Havana harbor. The sinking of the Maine fueled the 
general American response toward intervention.

For the part of the businessmen and the government, 
whose Republican president, McKinley, was an 
unequivocal supporter of expansionism, US intervention 
in Cuba was necessitated by its economic interests in the 
island, particularly in its lucrative sugar market. 

On the other side of the world, the Filipinos were waging 
the second phase of their revolution against Spain amid an 
impending repugnant relinquishment from one colonial 
power to another. On April 23, 1898, a message from 
Governor-General Basilio Agustin was published in the 
Manila Gazette, urging the Filipinos, “under the glorious 
Spanish flag,” to prepare for battle against America. 

In his landmark History of the Filipino People, the 
eminent historian Teodoro Agoncillo writes that Theodore 
Roosevelt, who was then undersecretary of the Navy, 
“wished that war between Spain and the United States 
should break out in order to expand the navy…When 
he became Assistant Secretary of the Navy in 1897, he 
conceived the idea of attacking Manila in the event that 
war should break out between the US and Spain. To his 
militarist mind, there was only one man who could carry 
out the plan. It was Commodore George Dewey.”

Agoncillo continues that on February 25, 1898, Roosevelt 
cabled Dewey, whom he helped be appointed as 
commander of the Asiatic Squadron, “to make Hongkong 

his base of operations. At the same time, he instructed 
Dewey to take offensive action against the Spanish flotilla 
based in Manila in case of a war with Spain. Thus, when 
the war finally broke out, Dewey was in a position to rush 
immediately to Manila to destroy the Spanish warships.”
At noon of April 25, 1898, Dewey received a cable from US 
Navy Secretary John Davis Long: “War has commenced 
between the United States and Spain. Proceed particularly 
against the Spanish fleet. You must capture vessels or 
destroy. Use utmost endeavor.” That same day, the US 
Congress formally declared war on Spain. 

Negotiations to end the war had been initiated even 
at the onset of the war, especially by the great powers 
Britain and France, who thought of the safety of their 
respective peoples residing in the main war arenas. 
Britain and France sent warships to protect their people 
in the Philippines. In the 19th century, the two countries 
had already established their consulates, with France in 
March 1824 and Britain in November 1844. The Spanish 
marine artist Alfonso Sanz depicts the build-up toward 
the battle in this work. US, French, and British warships 
can be seen resting on the waters of Manila Bay. Looming 
in the background is the old Pasig River farola.

One can imagine the ensuing battle scene on May 1, 1898 
after viewing Sanz’s painting, which resulted in American 
victory led by its Asiatic Squadron under Dewey, the ill-
fated sinking of the Spanish flagship Reina Cristina, and 
the Spaniards raising the white flag of surrender in Cavite. 
The American victory was decisive; it would conclude 
in the annexation of the Philippines and other Spanish 
territories through the Treaty of Paris on December 
10, 1898, ushering the US into its continuing cast as a 
formidable (and brutal) imperial power. (A.M.)

TOP: A sketch of the Battle of Manila Bay by Dr. Alfonso Sanz, a Spanish 
surgeon and marine artist who served on Admiral Montojo’s warship the 
Reina Cristina. U.S. Naval Historical Foundation collection. BOTTOM: A 
companion work, much larger, by Alfonso Sanz depicting the actual battle 
is on view at the Army and Navy Club in Washington D.C. All three artworks 
were painted by Sanz from the deck of Admiral Montojo's battleship.

Just before the Historic Battle 
of Manila Bay, 1898 That Marked the 
Beginning of the American Empire
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English School, 19th Century 
Attributed to Charles W. Andrews
View near Manila, Luzon
inscribed View near Manila/Luzon (verso) 
watercolor and graphite on paper
10" x 14" (25 cm x 36cm)

P 220,000
PROVENANCE 
Private Collection, UK

Rendered in the European or English manner, this View 
near Manila, Luzon combines the best of paisaje or 
countryside paintings with costumbrista art depicting 
people in their native habitats.

The azure-tinged foliage and continental trees in the 
foreground suggest that the painter may not have 
actually lived in the Philippines. However, the dozen 
figures scattered around the work, representing various 

Tipos del Pais, of men and women of different trades and 
occupations tell a different story. 

A Chinese water vendor and a hawker of what appears 
to be brown fruit round out an assortment of Oriental 
tradesmen in white singlets on the right, sitting on their 
haunches or propped on a stool. Stretched out languidly 
on stone benches are a pair of men in straw salakots 
(hats). Leaning almost seductively against a tree, a woman 
arranges her hair while a second balances a basket on her 
head. A third figure, wearing a headscarf, contemplates 
the river with her back turned. A passing barge carries 
two passengers in striped camisas, protected from the sun 
by a cloth tent; the boatman steers with a long bamboo 
pole. The air seems stifling and while the sun is invisible, 
the heat is palpable. The scene could be in a convent 
or church yard, granite blocks form a wall and red tiles 
outline a roof. (Roof tiles were purportedly outlawed in 
1880, and this may perhaps provide a clue to this work’s 
age.) A pale white steed grazes at the water’s edge, 
underlining the tropical summer. (Lisa Guerrero Nakpil)
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Emmanuel Garibay (b.  1962) 

a) Tindi 
signed and dated 2005 (lower left)
pastel on paper
25" x 19" (64 cm x 48 cm)

b) Abang 
signed and dated 2005 (lower right)
pastel on paper
25" x 19" (64 cm x 48 cm)

P 200,000
PROVENANCE
Private Collection, Manila

The power of Emmanuel Garibay’s works comes from 
his compelling ability to capture the real, unadulterated 
story of the Filipino everyman. Inherent in his thought-
provoking visual narratives are the qualities of being 
evocative, haunting and poignant, and explicit. 

The past years have seen a steady increase and 
heightening of appreciation for Filipino social realist art, 
and Garibay is one of those social realists who are now 
leading the pack. Perhaps this phenomenon is due to the 
social turbulence and unrest of our times, in which the 
Filipino masses have been victimized by various agents 
and factors, including socio-economic conditions.

In the case of the work Tindi, Garibay depicts an anguish-
ridden figure, where redness, symbolizing excruciating 
despair, pervades his being and permeates his senses. 
The viewer can arrive at myriad interpretations, but it 
remains clear that Garibay depicts the desolation and 
hopelessness from the hellish conditions of living in 
contemporary society. 

In Abang, Garibay depicts a scene warped in the passage 
of time. Like in Tindi, figures are seemingly hopeless, just 
waiting for that painful hour to elapse. Are the figures 
engaging in some form of escapism to run away from 
the tribulations of being? Or, in a more horrifying visual 
exegesis, are they waiting for their ultimate demise so 
they can now be free from all pain? (A.M.)
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Oscar Zalameda (1930 -  2010)

Sailboats
signed (lower right)
ca. 1960
oil on canvas
26 1/2" x 31" (67 cm x 79 cm)

P 700,000
PROVENANCE
Private Collection, Rome, Italy
Acquired directly from the artist

Sailboats are a recurring motif in Oscar Zalameda’s 
oeuvre. As a well-traveled artist possessing a bon 
vivant lifestyle, Zalameda’s paintings of sailboats 

were likely inspired by the scenic and stunning coasts 
of the European continent. But the enchantress of a 
continent that was Europe would not suffice alone as a 
wellspring of creative inspiration for Zalameda. It was 
the vibrant gaiety of his native Lucban in the province 
of Quezon that served as the primary impetus for 
Zalameda’s works, as evident in their kaleidoscopic fusion 
of colors. Zalameda’s hometown conjures up images of 
merriment and delight, which had always pervaded his 
art and disposition, even during his expatriate phase.

The spirit of Lucban still permeates this particular piece 
depicting a bustling seascape in which the exuberance 
brought about by the flotilla of varicolored sailboats 
abounds. The soft color palette Zalameda employs 
evokes the delicacy and romantic quality of Zalameda’s 
art and the innate serenity that emanates from them, 
which bestows a universally appealing quality to his 
art. (A.M.)

Oscar Zalameda in the late 1960s.
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Mauro Malang Santos (1928 - 2017)

Untitled 
signed and dated 4-VI-80 (lower right)
tempera on board
20" x 20" (51 cm x 51 cm)

P 300,000
Accompanied by a certificate issued by West Gallery
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Mauro Malang Santos’ landscapes are imbued with that 
inherent quality of disordered harmony—disordered 
in the sense that figures and forms resemble scattered 
jigsaw puzzles, yet harmonious due to Malang’s unique 
color sensibilities as an artist that always approaches the 
exuberant. Even Malang’s fellow esteemed artists praised 
Malang’s employment of colors. Arturo Luz, noted for 
his austere and spare use of colors, greatly appreciated 
the colors of Malang’s compositions, remarking that his 
“colors glow, running the spectrum from end to end.” 

Ever since Benedicto Cabrera debuted his first Larawan 
series in 1971, it had already encapsulated the 
quintessential Bencab. With each subsequent iteration 
of his Larawan series, Bencab delivers more to the 
conversations regarding our identity, struggles, and 
history. The work at hand, titled Woman with Pillow, is a 
close image to Bencab's Larawan II, in which the eminent 
artist depicts images of Filipinos abroad, delving into 
the theme of alienation. Here, Bencab depicts a woman 
clinging tightly to her pillow. Her facial expression and 
body language clearly express distress. Is the woman 
portrayed by Bencab one of those domestic workers 
employed overseas, in which many have unfortunately 
suffered at the hands of their employers? Or is the 
woman simply longing for the comfort of her family 

12

Benedicto Cabrera (b.  1942)

Woman with Pillow
signed and 1981 (lower right)
mixed media
12 1/2" x 10" (31 cm x 25 cm)

P 400,000
PROVENANCE
Private Collection, Manila

and motherland, which she could not feel away in a 
foreign dominion? The subject's ambiguity lends varied 
interpretations and myriad expressions to be perceived 
and felt by the viewer. (A.M.)

Luz further adds that each painting serves as “a visual 
feast, saturating the canvas and filling the senses, as 
though celebrating the very act of painting.” Even the 
revered Father of Philippine Modernism, Victorio Edades, 
commended Malang’s colors, deeming them “singing 
colors.” (A.M.)
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Angelito Antonio (b.  1939)

Candle Vendors 
signed and dated 1972 (lower left) 
oil on canvas
20" x 25 1/4" (51 cm x 64 cm)

P 300,000
León Gallery wishes to thank Mr. Marcel Antonio 
for confirming the authenticity of this lot

PROVENANCE 
León Gallery, León Exchange Online Auction Edition 21, 
Makati City, 16 - 18 July 2021, Lot 579

Inspired by the likes of Pablo Picasso, the artistic 
approach of Angelito Antonio explores a twist on 
figurative expression paintings directed towards themes 
and subjects about traditional and folk settings. His works 
of art are primarily drawn from day-to-day life and the 
rich culture of the province, gracing numerous exhibits 
here and abroad. In a way, the oeuvres of Antonio are 
his way of celebrating the different cultural aspects of the 
Philippines.

Through a mixture of abstract forms and lines with 
a variety of vibrant colors, Antonio portrays in this oil 
painting one of his signature subjects – vendors. The 
women, rendered in Antonio’s Nascent-Cubist aesthetic, 
appear to be sellers of candles. Two years prior to the 
creation of this 1972 piece, Antonio received the Thirteen 
Artist Award from the Cultural Center of the Philippines in 
1970. (P.I.R.)
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Betsy Westendorp (1927 - 2022)

Orchids
signed and dated 1980 (lower right)
oil on canvas
39 1/2" x 32" (100 cm x 81 cm)

P 700,000
PROVENANCE
Private Collection, Spain

Flowers are a defining theme in the art of Betsy 
Westendorp. Her paintings capture their beauty and 
purity, fresh and uncut, never placed in a vase but 

flourishing in their natural setting. Betsy’s floras awaken 
the eyes of its beholder to the wonders of nature.

“I find flowers fascinating. Flowers are for everybody,” she 
once said.

Westendorp’s earliest floral subjects were roses and 
carnations, most were gifted to her. Later, she painted 
her flowers en plein air. Her orchid paintings started when 
she visited a greenhouse in Madrid called the Centro de 
Jardinera Bourguignon. She asked permission to paint 
the orchids inside the greenhouse and was fortunately 
permitted. The Spanish-born artist believed that in order 
to be acquainted with her floral subjects, she needed to 
be in their presence.

“At the beginning, I had to paint on location. So, I can get 
in touch with the orchids,” she said in a conversation with 
art critic Cid Reyes. “It’s like getting to know a person. 
With flowers, you have to know them also.”

Betsy even painted with a sprig of orchids hanging on 
a canvas she was working on. As a way to immerse 
herself in the subject, she acquired a collection of books 
on orchids, which are kept in her Madrid residence and 
Makati condominium, as a handy reference since she has 
memorized even the botanical names of various species 
of orchids.

Westendorp pieces have always found favor with all the 
succeeding regimes in Malacañang, as several of her works 
are still displayed in the palace. For Reyes, “perhaps it is 
the freshness and wholesomeness of her works depicting 
tropical orchids and Philippine landscapes, viewed by 
a foreigner’s eyes with genuine affection, that subtly 
communicates her love of the Philippines.”

The Philippine government awarded Betsy Westendorp 
the second highest honor next to the Order of National 
Artists, the Presidential Award of Merit for Art and 
Culture. (P.I.R.)

Betsy Westendorp with Jacqueline Kennedy Onassis. 
© Betsy Westendorp (Volume 2)
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Mauro Malang Santos (1928 - 2017)

Greysky 
signed and dated 7-X-80 (lower right)
tempera on board
30" x 30" (76 cm x 76 cm)

P 700,000
Accompanied by a certificate issued by West Gallery
confirming the authenticity of this lot

PROVENANCE
Museum of Philippine Art

Mauro Malang Santos' landscapes are characterized by a 
pageant of colors bursting at every corner of the canvas. 
As a former cartoonist and illustrator before venturing 
into painting, Malang retained that exuberant quality 
in his paintings, even in his depictions of rather somber 
themes, such as the barong-barong. 

Written in the 1981 monograph published on the occasion 
of Malang's exhibition organized by the Museum of 
Philippine Art (MOPA) are the following words that 

succinctly describe Malang's landscapes: "The format 
is generally restricted to an almost bilateral division 
of space: the city and the sky. The city is depicted as a 
congestion of forms, densely packed and flattened out 
into interlocking patterns of color.

"The sky is best described as a panoramic expanse: 
sometimes clear, sometimes swelling into somber, storm-
charged cloud formations. In all these landscapes, a 
certain thematic mood reigns, such as the time of day or 
a change in weather."

Malang felt that his dexterity with colors came instinctively. 
So are his brushstrokes and the figures that emerge from 
them. This is exemplified by this 1980 piece titled Greysky. 
Malang depicts a convolution of geometric structures akin 
to a jigsaw puzzle that evokes the barong-barong. The 
skies, painted in a somber palette, suggest an impending 
burst of rain droplets that would eventually progress into 
a full-blown storm. Malang's rather playful application of 
vibrant colors obscures this dreary scenario, emphasizing 
the inherent disposition of the artist who once said in a 
1985 interview with Cid Reyes and published in the latter's 
Conversations on Philippine Art, "I just enjoy doing what I 
do, and perhaps this shows in my works." (A.M.)
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Norma Belleza (b.  1939)

Buhay Bukid 
signed and dated 2018 (upper left)
oil on canvas
30" x 30" (76 cm x 76 cm)

P 300,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

Norma Belleza’s hometown of San Fernando in Pampanga 
profoundly influenced the themes and subjects present 
in her art. Growing up, Belleza lived in a house situated 
near the town market, thus familiarizing herself with its 
vibrant everyday affairs. In a 1987 interview by Cid Reyes 
and published in his landmark book titled Conversations 
on Philippine Art (1989), the esteemed art critic asks 
the artist: “How about you, Ate Norma, regarding your 
subject matter….” Belleza answers: “I was a frequenter 
of the market. Whenever I was there, I would catch sight 
and carefully observe the goods sold by market vendors, 
such as vegetables and fish.”

The vibrancy of a marketplace would eventually go 
on to influence the inherent exuberance of Belleza’s 
compositions. Her honest depictions of the folk people, 
who are seen situated in cramped spaces and whose 
faces connote anguish, exude vulnerability, yet at the 
same time, fortitude and strength. The vibrant palette 
represents courage in adversity; the masses are their own 
light toward liberation. The palpability of Belleza’s works 
invokes empathy for the viewer’s part, making them feel 
and partake in the struggles and innate strength of the 
people in the face of all tribulations. (A.M.)

Belleza with the work.
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Charles W. Andrews (Brit ish,  c irca 1830 - 1869)

Santo Domingo Church after 
the 1863 Earthquake, Philippines
signed and dated 1863 (lower left)
watercolor on board
14" x 10 1/2" (36 cm x 27 cm)

P 400,000
PROVENANCE 
Private Collection, UK

Charles W. Andrews was a British artist who arrived 
in Sydney, Australia, in 1853 aboard the steamship 
Cleopatra. Andrews introduced himself as a 

“Portrait and Miniature Painter” in the Illustrated Sydney 
News, and his illustrations appeared in the local press 
and various printed ephemera. 

After living in Sydney for roughly four years, Andrews 
immigrated to Hong Kong in 1857. That same year, 
Andrews visited Manila. He worked for the Hong Kong 
and Philippine presses from 1857 to the 1860s and was 
the leading artist for the short-lived Ilustracion Filipina in 
Manila from 1859 to 1860. 

Among Andrews’ best-known works are his illustrations 
depicting various Philippine scenes. Perhaps his most 
poignant are his depictions of the magnitude 7.4 
earthquake that struck Manila and adjacent provinces on 
June 3, 1863, at approximately 7:31 in the evening, the 
feast of Corpus Christi. A tribulation that lasted for about 
thirty seconds, the earthquake wreaked havoc on precious 
life, elegant architecture, and valuable properties. 

In his Catalogue of violent and destructive earthquakes 
in the Philippines, published in 1910, the Jesuit priest/
scientist Fray Miguel Saderra Masó noted that the 1863 
earthquake was:

“a disastrous earthquake, comparable with that of 1645. 
Laid in ruins the [Manila] Cathedral and nearly all other 
churches, except San Agustin, the palace of the Governor-
General, the Audiencia, the barracks, warehouses, etc.; all 
in all, 46 public buildings in ruins, and 25 others badly 
damaged. Of private houses, 570 were destroyed, 531 
left tottering. Total, 1,172 buildings in ruins or badly 
damaged. The number of victims was appalling. It is 
estimated that in Manila and the surrounding towns 
alone, the number of killed reached 400, that of the 
injured 2,000. The catastrophe likewise involved many 
towns in Rizal, Laguna, and Cavite, where it destroyed 
churches and a great number of houses.” 

One of the most eminent personalities who died from the 
earthquake was Father Pedro Pelaez, the “Father of the 
Philippine Secularization Movement.” Pelaez, together 
with members of Manila’s Cabildo Eclesíastico, was 

unfortunately inside the Manila Cathedral celebrating 
the solemn rites of Corpus Christi. Fourteen members of 
the Cabildo in the Cathedral survived the earthquake, 
including Pelaez’s protégé, Jose Burgos, who would be 
martyred in Bagumbayan with Jacinto Zamora and 
Mariano Gomez due to accusations stemming from the 
1872 Cavite Mutiny. 

In this particular piece, Andrews depicts the home of the 
miraculous La Naval de Manila, the ravaged edifice of the 
‘Fourth’ Santo Domingo Church (formally inaugurated in 
1753 and the fourth church structure to be built after the 
much destructive 1645 earthquake destroyed the third 
one), with its ruined bell towers and damaged exteriors. 
Debris from the destroyed left belfry is hazardously 
scattered throughout the vicinity. Two Dominican friars 
dressed in their religious habits are seen conversing with 
each other, probably surveying the damage sustained 
by their mother church. Intriguing figures of two women 
dressed in an all-black traje de mestiza, with their faces 
covered with veils, signify mourning for the destruction 
of the great walled city and the death of many of its 
inhabitants. 

The Santo Domingo Church would again be rebuilt 
beginning in 1864 in its iconic Neo-Gothic style designed 
by Filipino architect Felix Roxas. The ‘Fifth’ Santo Domingo 
Church, inaugurated in 1868, was one of the most 
glorious churches in pre-war Intramuros. On December 
27, 1941, the Santo Domingo Church of Intramuros would 
meet its final demise, with its magnificent Neo-Gothic 
structure reduced to ashes by Japanese bombs after the 
Japanese had invaded Manila. The ‘Sixth’ Santo Domingo 
Church would be inaugurated in 1954, albeit in a different 
location, in Quezon City. (A.M.)

The watercolor would be the basis of this engraving in 
a report titled Earthquake in Manilla, The Illustrated 
London News, September 13, 1863. 
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Manuel Baldemor (b.  1947)

Pagoda Festival 
signed and dated 1991 (lower left)
oil on canvas
60" x 34" (152 cm x 86 cm)

P 240,000
PROVENANCE 
León Gallery, The Glorious Easter Auction 2014, 
Makati City, 22 March 2014, Lot 97

The quaint town of Paete, Laguna 
conjures images of prolific artistry 
and boundless creativity. As the 
Arts Capital of Laguna and the 
Philippines’ Wood Carving Capital, 
Paete has become synonymous with 
Filipino folk ingenuity. 

Manuel Baldemor, a proud son 
of Paete, imbibed the spirit of his 
hometown and beautifully translated 
it into his oeuvre. 

In this work, Baldemor depicts a 
colorful and exuberant town fiesta 
in honor of its patron saint. A mighty 
church prominently features in the 
backdrop. Figures of brightly colored 
houses surround it. A carroza with 
an image of a saint is about to be 
taken out from the church and 
paraded around the town, with 
the townspeople anticipating its 
procession. 

In the foreground is a hallowed yet 
festive scene: a fluvial procession. An 
image of the Blessed Mother with the 
Child Jesus is transported around the 
waters by a pagoda carrying a flock 
of devotees. Four boats carrying 
other devotees follow the pagoda 
in joyful prayer. Crowds along the 
banks watch the pagoda in reverence 
as they pray to their patron saint for 
the invocation of Divine Providence 
for their humble town throughout 
the years. The composition is 
evocatively picturesque, capturing 
the vibrant nature of the Filipino 
fiesta and the jubilant display of 
faith by the religious. 

The piece evokes many fluvial 
processions throughout the 
Philippines, particularly those in the 
towns around the Laguna de Bay. 
This includes the Salibanda, Paete’s 
own fluvial procession in honor of 
the Santo Niño every third week 
of January, which is followed by a 

dance procession to the Church of 
Saint James the Apostle. 

Baldemor created this piece in 1992, 
a year prior to his conferment of 
the prestigious Cultural Center 
of the Philippines Thirteen Artists 
Award. (A.M.)
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20  PROPERTY FROM THE LLITA TORRALBA LOGARTA COLLECTION

Ramon Orlina (b.  1944)

Untitled 
signed and dated 1994
carved asahi glass
6" x 11 1/4" x 4 1/2" (15 cm x 29 cm x 11 cm)

P 400,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

The exquisite sculptures of Ramon Orlina seemingly 
contain within them an innate sense of poetry from the 
artist's choice of material. Through the use of glass, 
Orlina is effectively able to synthesize a solid medium with 
the elusive nature of light. Each angle gives a whole new 
perspective and experience through how light interacts 
with each facet of the piece. 

Orlina did not originally plan to make and create sculptures 
from the very start. Orlina earned his Bachelor’s degree 
in Architecture from the University of Santo Tomas. He 
then practiced Architecture until 1974 where he decided 
to shift to drawing and painting. Orlina’s experience as 
an artist gave him a unique insight into the creation and 
use of various materials that were uncommon to the art 
world. Eventually this would eventually lead him to the 
discovery of his iconic medium; asahi glass. (J.D.)
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Detail of the impasto, Composition Red.
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Banker, collector, and most recently publisher of art books, Olivia 
Yao has followed her unique passions, creating a unique world 
all her own.

She helmed the production of the book Art After War: 1948- 
1969, assembling a team of art historians, researchers, writers, 
photographers, and book designers to produce this landmark book on 
Philippine Modern Art. 

Mrs. Yao would next be involved with the St. Luke’s Medical Center for 
resource development; and with its foundation as director for resource 
generation.

She is known among Manila’s cultural circles as a discerning and 
sophisticated collector of avant-garde modern and contemporary art.

Olivia first cut her teeth in the world of finance in Boston in the 1990s, 
having graduated with an MBA from Boston College. She has been 
quoted as saying, “Living in Boston opened my eyes to the world of 
museums since I would take trips from Boston to New York often and 
my interest in art carried on when I moved back to Manila. Collecting 
art became a life passion from then on. Curating my collection is an 
expression of my individual personality. The emotions evoked when 
seeing and acquiring art are very personal whether you identify 
yourself with the image, color, or the artist. For me, collecting art is an 
evolving process and one should not remain stagnant.” 
(Lisa Guerrero Nakpil)

LOT 21

OLIVIA YAO
Collector of the Avant-Garde

Olivia Yao



L E Ó N  G A L L E R Y2 7

21  PROPERTY FROM THE OLIVIA YAO COLLECTION

Nena Saguil (1924 - 1994)

Composition Red
signed, inscribed Paris and dated 1959 (lower left)
oil on canvas
22" x 52" (56 cm x 132 cm)

P 2,400,000
Accompanied by a certificate issued by Finale Art File 
and signed by Ramon Villegas confirming the authenticity of this lot

Simplicia “Nena” Laconico Saguil (1914-1994) was a 
pioneering Filipino modern artist. In 2006 President 
Arroyo posthumously awarded Saguil a Presidential 

Medal of Merit. 

She was known as a feminist, a mystic and a recluse. 
She spoke of being a lonely child in a large family. Not 
wanting to attend Catholic school, as her conservative 
parents wished her to, Saguil instead studied art at the 
University of the Philippines School of Fine Arts where 
the artist Anita Magsaysay happened to be a classmate. 
Saguil was awarded a certificate in painting in 1933. 

It was not surprising that after World War II, Saguil 
found herself in the circle of Hernando R. Ocampo and 
his many artist friends. During this period Saguil became 
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increasingly interested in modern art, and was attracted to 
the work of Pablo Picasso. She completed her Bachelor's 
Degree in 1949, earning an Award of Excellence. 

She would soon, however, break from the academic mold 
and lie in the full embrace of modernism. 

Saguil would become active in the newly formed 
Philippine Art Gallery (P.A.G.) run by Lyd Arguilla, serving 
as a volunteer watching over the gallery. Saguil exhibited 
there and became associated with other notable 
Philippine modernists.

She would move to Europe on a scholarship in 1954 
and in 1956, Saguil would make her home in Paris The 
following year Saguil had a solo show at Galerie Raymond 

Creuze in Paris, where she exhibited works with linear and 
geometric elements.

It was in this period that the work at hand was created, 
a synthesis of not only the influence of the Manila Neo-
Realists but also her study at the Ecole d’Art Americaines. 
Composition Red is bold and brash, a gestural piece 
laden with bravado and impasto.

From an essay by RAMON VILLEGAS
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Ivi Avellana-Cosio (b.  1942)

Sarabande II
signed and dated 1987 (lower right)
acrylic on canvas
36" x 36" (91 cm x 91 cm)

P 120,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

PROVENANCE
Private Collection, Makati City

EXHIBITED
Ayala Museum, Makati City, 
September 1990

Ivi Avellana-Cosio is a critically 
acclaimed Filipina artist. More 
than being the daughter of two 

eminent National Artists, Lamberto 
Avellana (first double awardee 
for Film and Theater) and Daisy 
Hontiveros (Theater), Avellana-Cosio 
holds a dazzling candle of her own. 
Growing up in a family of respected 
artists became a nurturing catalyst 
for her creativity to flourish. 

Avellana-Cosio is a multi-faceted 
artist; she is a stage performer, 
writer, photographer, and painter. 
She has participated in over 250 
group shows in the Philippines and 
abroad and 36 solo exhibitions since 
1987. The International Biographical 
Society in Cambridge, England, has 
included Avellana-Cosio in several 
of its listings: International Who’s 
Who of Women (1992), Top 100 
Professionals (2012), and Top 100 
Artists (2017). She was a Project 
Grantee of the CCP in 1992 and was 
awarded the prestigious Patnubay 
ng Sining at Kalinangan (for painting) 
by the City of Manila in 1999. Avellana-
Cosio’s works are in private and 
corporate collections in the Philippines, 
the US, Germany, Hong Kong, Brazil, 
and Saudi Arabia. Her work Llanto por 
Ignacio Sánchez Mejías (1985) forms 
part of the CCP collection.

Avellana-Cosio is known for her hard-
edged abstraction evocative of the 
works of Arturo Luz, Fernando Zóbel, 
and Lee Aguinaldo, of which she 

emerged as the pioneering Filipina 
of the said style. This creative flair 
is demonstrated in this work titled 
Sarabande II. 
The Sarabande is an enigmatic 
dance form; its origins are basked 
in uncertainty. According to various 
old sources, the dance may have 
originated in Spain, the Americas 
(New World), or the Middle East. 
However, the oldest documented 
reference to the Sarabande was in a 
1539 poem titled Vida y tiempo de 
Maricastaña, written by Fernando de 
Guzmán Mejía in Panama, in which 
he referred to a specific dance, the 
zarabanda. The Sarabande was 
popular in Spain and its colonies in 
the 16th and 17th centuries. 

According to the Encyclopædia 

Britannica, the Sarabande “was 
apparently danced by a double line 
of couples to castanets and lively 
music.” In the 17th century, the 

dance spread to Italy and France, 
becoming a slow court dance.

Being a woman of the arts, Avellana-
Cosio had likely encountered the 
Sarabande in one of her creative 
excursions. In this work, she 
evokes the enigmatic nature of 
the Sarabande. The composition is 
austere, and three colors dominate: 
peach, orange, and gray. Avellana-
Cosio’s symbolic use of colors 
represents the triple musical meter 
used in the Sarabande. Her ingenious 
blending of a somber color (gray) and 
vibrant colors (peach and orange) 
results in a harmonious contrast. 
It exudes a dramatic yet dynamic 
atmosphere, representing the two 
facets of the Sarabande: lively and 
stately. Moreover, the pastel quality 
of the artist’s palette evokes an 
air of quietude, epitomizing the 
mysteriousness of the Sarabande—
spirited on the one hand and solemn 
on the other, yet both pleasing to the 
senses. (A.M.)
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Federico Aguilar Alcuaz (1932 - 2011)

Abstract
signed and dated 1970 (lower left)
oil on board
19 1/2" x 26 1/2" (50 cm x 67 cm)

P 300,000
León Gallery wishes to thank Mr. Christian Aguilar
for confirming the authenticity of this lot

PROVENANCE
Private Collection, Spain

Federico Aguilar Alcuaz insisted that the brilliance of an 
artwork had nothing to do with its being either abstract 
or figurative. Art, as a language, is able to indicate 
vague or concrete images in the same manner that 
musical compositions could as well do. Apparently, his 
musical afición was indeed vital, but so was his thorough 
grounding on the fundamental principles of art. The 
virtuosity of Alcuaz as a painter is present in his ability 
to swiftly shift from figurative painting to abstract. In the 
book Parallel Texts: Federico Aguilar Alcuaz written by 
Rod Paras-Perez, the works of Alcuaz are “characterized 
by brisk vivacity, as though the artist were anxious to 
animate the work before whatever pact he had made 
with the supernatural expired, before the essence of his 
being succumbed to the inevitable.”

In the ‘70s, Alcuaz held numerous exhibits both here 
and abroad, from Austria to Barcelona, Germany and 
the Netherlands too. He would travel between Manila, 
Madrid, and New York, although he thought of his 
travels as lost time, much preferring to spend it with his 
paintings. (P.I.R.)
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LOT 24

LOIDA NICOLAS LEWIS
Philanthropist and Patriot

L oida Nicolas Lewis is Chair and CEO of TLC Beatrice, 
LLC, a family investment firm. An attorney by 
profession, admitted to practice in the Philippines 

and New York, Mrs. Lewis was the first Filipino woman to 
pass the New York bar without having studied law in the 
United States.

TOP OF HER CLASS

Mrs. Lewis graduated in the top 10% of her class from 
the University of the Philippines College of Law and a 
cum laude graduate of St. Theresa’s College, two of the 
Philippines’ premier educational institutions. She was a 
member of the UP Law Review Editorial Board and the UP 
Student Council. She received the Student Catholic Action 
Award upon her college graduation

ROOTS,  BUSINESS AND ADVOCACY

Loida comes from a family of entrepreneurs: in 1937 her 
father started Nicfur Enterprise, which became famous as 
a furniture manufacturer in the ’60s.

In 1995, she landed on the cover of Working Woman 
magazine as Top Business Woman in America, when she 
assumed leadership of TLC Beatrice International and 
steered it to $2 billion revenues. From 1997 to 2000, she 
liquidated the company as her late husband would have 
wanted.

Loida chairs the Reginald F. Lewis (RFL) Foundation, which 
donated to educational institutions while Mr. Lewis was 
alive —  such as Harvard Law School, University of the 
Philippines, and Howard University, among others. The 
foundation also supports the Reginald F. Lewis Museum 
of Maryland African American History and Culture in 
Baltimore, MD.

She is one of the founders of the National Federation of 
Filipino American Associations (NaFFAA), a civic advocacy 
group in the USA. She also co-founded the Asian American 
Legal Defense & Education Fund (AALDEF), and the US 
Pinoys for Good Governance (USPGG).

SUSTAINABLE PHILANTHROPY

She is Founder and President of The Lewis College in the 
Philippines, which offers quality education from K-12 to 
college, as well as TESDA accredited courses, to her fellow 
Sorsoganons. About thirty percent of college students are 
on scholarship.

She also supports church-based microfinance such as 
People’s Alternative Livelihood Foundation of Sorsogon, 
Inc. (PALFSI) which, since 1998, has lifted 20,000 families 
out of poverty in the province where she was born.

Loida values her faith, and she was recently elected to 
the Board of Directors of the National Catholic Reporter 
in the US. She is fluent in Filipino (including her native 
dialect in Bicol), English, French and Spanish.

Loida Nicolas Lewis.
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24  PROPERTY FROM THE LOIDA NICOLAS LEWIS COLLECTION

Manuel A. Rodriguez, Sr. (1912 - 2017)

Flight of Angels
signed and dated 1997 (lower right)
oil on canvas 
48" x 36" (122 cm x 91 cm)

P 700,000
PROVENANCE
Acquired directly from the artist

Born on New Year’s Day in Cebu to a jeweler named 
Severino Rodriguez, Manuel Antonio had art 
running through his veins at an early age. He would 

say that he first became enamored with painting while 
watching an uncle dabble in watercolor when he was just 
four years old. He would follow his dream to Manila to 
enroll at the University of the Philippines School of Fine 
Arts, from where he graduated in 1939.

He would attract attention as early as 1948 by winning 
major prizes at the Art Association of the Philippines’ 
influential annual exhibition and competition and 
become a stalwart of the iconic Philippine Art Gallery, the 
country’s first gallery to champion abstract art. Rodriguez 
would be featured in the Philippine Art Tour in New York 
City sponsored by the PAG which would prophesy his 
career trajectory in the United States.

In 1973, Rodriguez would continue to win prizes with the 
AAP; and would be conferred the Award of Merit by the 
Association for his contribution to the ‘Advancement of 
Art in the Philippines.’

Finally in 1976, he would bid farewell to Manila to move 
to New York, where he put up his own studio, the Pioneer 
Print Center on Broadway. He would continue to paint 
and make his mark in his new setting.

The work at hand, Flight of Angels, is a joyful celebration 
of femininity and freedom. Three girls appear ready to 
fly into the stratosphere, the wind in their hair, their feet 

never touching the ground. The painting is positively alive 
with the energy of the colors that create a distinct texture 
that is recognizably Rodriguez’. In the background, three 
trees magnify the mood of liberation.

This thoroughly exuberant portrait of young women 
reaching for the skies was to be found in the home of 
Mrs. Loida Nicolas Lewis, amid her assemblage of 
Picassos and other European post-impressionist masters 
in her Park Avenue triplex. Mrs. Lewis was quoted as 
saying that it was important that this work find its way 
back to the Philippines in support of a good cause — the 
development of Filipino artists as they spread their wings 
abroad in much the same way as this Flight of Angels.

Reaching for the Skies 
for the Filipino Artist
by L ISA GUERRERO NAKPIL

Nena Saguil, Manuel Rodriguez, Arturo Luz, HR Ocampo 
and Cesar Legaspi in action in the 1950s.
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Jigger Cruz (b.  1984)

JsG#hjkl&ffff 
signed and dated 2016 (lower right)
oil on layered canvas and wood
18 1/2" x 15" (47 cm x 38 cm)

P 500,000
PROVENANCE
Private Collection, Italy

Jigger Cruz’s claim to fame was his signature use of 
materials to create tactile and sensorial masterpieces. 
He does so via an act of overpainting in which uses a 
variety of techniques such as impasto, cutting, burning, 
and spray painting in order to achieve his desired effect. 
Though chaotic at first, a closer and more nuanced look 
reveals a cohesive whole that has been transformed 
through methods of destruction and defacement; giving 
the piece a whole new meaning. In other words, Cruz’s 
works seemingly breathe in new life by shedding its 

former self. Though this seemingly juxtaposed treatment 
can be considered novel, what Cruz is dealing with here 
are timeless and age-old themes. In one of the earliest 
and most important texts of art theory, the Russian 
novelist Leo Tolstoy writes in his seminal book What is Art 
“To evoke in oneself a feeling one has experienced and 
having evoked it in oneself then by means of movements, 
lines, colours, sounds, or forms expressed in words, so 
to transmit this feeling that others experience the same 
feeling -- this is the activity of art.” In the same vein, Cruz’s 
synthesis of creation and destruction can be seen as a 
metaphor for self expression. (J.D.)
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Oscar Zalameda (1930 -  2010)

Flower Vendor
signed (lower left)
oil on canvas
13 1/2" x 14 1/2" (34 cm x 37 cm)

P 300,000
PROVENANCE
Private Collection, Rome, Italy
Acquired directly from the artist

Vibrancy and dynamism have always been the hallmarks 
of Oscar Zalameda's works. This is particularly evident in 
his depiction of the common folk, such as market vendors, 
fishers, farmers, and flower vendors, with their fresh produce 
of floral ensembles, such as the one depicted in the work 
at hand. Here, Zalameda depicts a woman sitting with 
her back turned away from the viewer. She gazes from 
afar, with her fresh goods placed beside her. The woman's 
gesture seemingly shows her waiting for an array of curious 
customers to pass by her spot and happily engage with 
them; or perhaps, she is simply taking a quick break from her 
labor; or maybe even more on a philosophical or sociological 
note, she ponders on questions regarding her place in society 
as a woman worker. The work becomes sober, solemn, and 
meditative when viewed through this lens, adding a layer 
of expressiveness and vigor to the piece, thus transcending 
beyond the mundane.

Zalameda employs the vibrancy of his palette to produce 
a striking work that captivates the viewer's attention to 
engage with the subject actively. The woman's expression 
and gesture, together with Zalameda's ingenious application 
of harmoniously cascading colors, invite us to look beyond 
the surface of the painting and let ourselves wallow in 
introspection. (A.M.)

27

Romeo Tabuena (1921 - 2015)

Two Women, A Bouquet and Baby
signed and dated 1972 (upper left)
oil on canvas
18 1/2" x 21" (47 cm x 53 cm

P 240,000
PROVENANCE
Private Collection, USA

Self-confessed to be highly influenced by Cubism and 
Chinese vertical paintings, the majority of Romeo Tabuena’s 
works were acrylics, oils, and watercolors that featured 
a combination of Filipino and Mexican cultural themes, 
such as traditional housing, working people, and native 
plants. His cross-cultural amalgamation of different styles 
and genres was the result of his experiences in Mexico. 
It was there where Tabuena learned about the potential 
of combining different approaches to create something 
entirely new—given that modernist Mexican art was, 
much like Filipino art, a synthesis of European influences 
and indigenous practices. Thus, he is often classified as 
belonging to the postwar Neo-Realists movement, with 
his then fresh approach to form sometimes compared 

to Chinese calligraphic brushstrokes. Everything in his 
canvas from his minimalist depiction of farmers to his bare 
treatment of rural architecture, seemingly only utilizes the 
essentials in order to put forward an undoubtedly singular 
experience. His ability to induce emotion with his ambient 
atmospheric renditions solidifies Romeo Tabuena as 
an artist whose ability to capture both a feeling and a 
moment truly unparalleled. (J.D.)
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Elmer Borlongan (b.  1967)

Moving Forward (Pasulong)
signed and dated 2015 (lower left)
oil on canvas
60" x 48" (152 cm x 122 cm)

P 4,000,000
LITERATURE
Campomanes, Oscar V. Elmer Borlongan: An Ordinary Man, An 
Extraordinary Life (Volume I). San Antonio, Zambales: Sayong's 
Pasilyo Country Living and Bookstore, 2018. Full-color illustration 
and painting description on page 283. 

The Filipino everyman is the protagonist in Elmer 
Borlongan's evocative works. The celebrated 
figurative expressionist painter said in Oscar 

Campomanes' Elmer Borlongan: An Ordinary Man, An 
Extraordinary Life: "All my paintings are of things I have 
seen. There is no overt symbolism in any of my work, but 
there is always a story to be told."

In this piece titled Moving Forward, Borlongan depicts 
an office worker donned in his professional getup. He is 
seen riding a skateboard while listening to either music 
or a podcast using his pair of headphones. It is unclear 
whether he is going to work or going home from work. But 
either way, his blank eyes seemingly exude a penetrating 
gaze directed into the hollows of emptiness. It is as if the 
man has lost himself in the void.
 
Borlongan presents a familiar image in which the follies 
of living and working in today's profit-oriented, neoliberal 
society are harrowingly depicted. In this work, the figure 
seemingly pops out straight from a chaotic rush hour 
scene in the busy avenues of Metro Manila's business 
districts, the bastions of the inhumane tenets of capitalism 
and neoliberalism. In this work, Borlongan presents to 
the viewer a perturbing image of the banality of living 
and working in the present, in which man is desensitized, 
exploited, and dehumanized. Man is not in harmony with 
himself and others as a consequence of alienation (of 
labor). There is this only anguish-filled void of existing in 
a cruel society, where we are "designed" and propelled 

to becoming slaves of our preprogrammed destiny—the 
modern-day social cancer. In fact, the title of the work 
presents to us its antithesis; we are struggling to work our 
way to progress in a system designed to make us regress 
into the abyss of desolation, bondage, and subjugation 
(unless we collectively act against it). We have been 
deprived of a life and labor lost into the fracture of 
coercion and estrangement, whereas it should have been 
productive and fulfilling, therefore humanizing. 

As Borlongan once said in the Campomanes book about 
the people in his works: "The people in my paintings don't 
show so much emotion in their entire faces, but you can 
see it in their eyes." (A.M.)

Borlongan working in his studio. Image courtesy of Philippine Star.
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Buen Calubayan (b.  1980)

Hidalgo's Studio
signed and dated 2016 (upper left corner)
oil on canvas
24"x 36" (61 cm x 91 cm)

P 180,000
EXHIBITED
Blanc Gallery, Hidalgo: Towards a History from Within, 
Quezon City, June 11 - July 2, 2016

In Hidalgo’s Studio, Buen Calubayan aims to address the 
position of Felix Resurreccion Hidalgo and to seek the fine 
artist’s perceived locations in the “world” of art. His exhibit 
titled Hidalgo: Towards a History from Within explores 
the “world” that begins when it was first ambushed by 
significant changes towards the turn of the century. For 
Calubayan, it formed the coordinates where the possibility 
of “finding Hidalgo in the world” takes place. 

In the advent of what would become a major shift in art 
history, Hidalgo stayed in the safe space of Academism. 
As an ilustrado from a country that dragged him into 
its political struggles, primary concerns tend to trump 
experimentation. Given his achievement-based Catholic 
upbringing and limited resources, the most he can hope for 

is validation from his motherland as a painter and nothing 
beyond that. Furthermore, the strict Academic training 
did not allow Felix to make mistakes. This is evident in his 
numerous sketches done before doing the actual work 
where all errors and trials are mostly eliminated, making 
his masterpiece almost mechanically rendered. “Lacking 
its core organic emblem,” as Calubayan noted. Along 
with time, naturally, the world moves on. Then, in a blink, 
the economic and artistic evolutions changed the game. 

And, now, we are prompted to ask ourselves: where is 
Hidalgo indeed? (P.I.R.)

Resurrección Hidalgo in his Paris studio. Photo courtesy of 
Ambeth Ocampo and on exhibit at the Philippine National Museum.
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Ramon Orlina (b.  1944)

Ningning 2M-37
signed and dated 2003
carved Asahi glass
6 1/8" x 11" x 4 1/2" 
(16 cm x 28 cm x 12 cm)

P 700,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist

The genius of Ramon Orlina's rendition of the female figure 
is celebrated in a 2016 Inquirer article titled "Orlina draws 
optimal light from optical glass." Cid Reyes writes, "Thus, 
for instance, the female figure the sculptor brings to a 
full flowering via a more realistic rendition that delineates 
the contour of the female breasts and buttocks. But 
the feminine form itself can proceed without any overt 
reference to the female body. A master of the curvilinear 
form, Orlina can articulate the female form by the mere 
virtue of a series of sleek undulating lines, with all the 
eroticism sublimated within the energy and fluidity of the 
line." Art critic Eric Torres also noted, "The female breast 
Orlina exhorts is no mere object of voyeuristic prurience. 
[It is] a hymn to every woman generously endowed by 
nature. It is also a salute to the curve and the sphere as 
with an eye to perfection of form and finish. Orlina goes 
beyond the sensuous in the metaphysical."
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LOT 31

AMERICANS IN PARADISE:
Frank and Betty Anderson in Basilan

by L ISA GUERRERO NAKPIL

There’s an untold story to be found on the island 
of Basilan, the northernmost point of the Sulu 
Archipelago. 

This verdant island was the nerve center of the huge 
enterprise known as Basilan Lumber — headed by Frank 
Anderson who built not only a business but a family home 
with his wife Betty in the 1950s. Basilan Lumber would be 
a pioneer in professional forest and lumber management. 
Its initial capitalization at the time was a whopping P2 
Million.

Basilan Lumber would become so successful that both 
it and its proprietors would attract the coverage of Life 
Magazine, then the biggest photojournalistic publication 
in the United States.

Based on the surviving photographs, the Andersons had a 
sprawling home tended by maids and houseboys. It was 

surrounded by a beautiful garden where they would host 
festive dinners and entertain friends. There are photos of 
Mr. Anderson conferring with the mayor of Basilan, a man 
of American parentage, the honorable Leroy S. Brown, who 
was himself the owner of a bustling agricultural estate in 
Basilan. Mr. Anderson’s lawyer would be none other than 
Ferdinand E. Marcos who had a successful law practice 
before he entered politics as a congressman.

The Anderson house itself was filled with paintings — 
and one of them was a delightful Anita Magsaysay-
Ho, titled Fruit Market, bought no doubt on one of the 
Andersons’ trips to Manila, acquired directly from the 
Philippine Art Gallery.

(1) Basilan mayor Leroy Brown with Frank Anderson and friends 2) Frank and Betty 
Anderson. (3) Frank Anderson family eat dinner at home on Basilan Island. (4) Frank 
Anderson (R) w. guest at his home during barbeque. (5) Workers at Mahayhay 
Lumber Camp on Basilan Island. (6) Basilan Lumber Company and Isabela Mill. 
Office buildings and residences on Zamboanga on Basilan Island. (7) (Second from 
left) Frank Anderson with President Ferdinand E. Marcos. (1-6 images © James Burke)
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31  PROPERTY FROM THE FRANK AND BETTY ANDERSON COLLECTION

Anita Magsaysay-Ho (1914 -  2012)

Fruit Market
signed (lower left)
1957
oil on canvas
23 1/4" x 29 1/2" (59 cm x 75 cm)

P 22,000,000
PROVENANCE
Philippine Art Gallery, Manila

EXHIBITED
Philippine Art Gallery, November 30 - December 10, 1957

The hubbub of marketplaces would have a special 
resonance for Anita Magsaysay-Ho. They would 
also bring her prizes and national attention. In 

1952, Magsaysay-Ho would be declared not only the best 
artist in the country by the all-powerful Art Association 
of the Philippines, but also the first woman artist to be 
declared so for The Cooks. It depicted a bevy of women 
stirring up a rich chicken soup, captured in action 
as they each contributed to the pot, and was simply 
delightful. A well-publicized fight even broke out over it 
and serendipitously, the winning buyer happened to be 
a wealthy market vendor herself who came from Tabora 
Street in Divisoria.

Magsaysay-Ho would hold the art scene in thrall through 
the years with one riveting market scene after another : 
winning notice for Fish Vendors at the next semi-annual 
AAP competition, followed shortly by another triumph for 
Fruit Vendors, tail-gating the highly respected Fernando 
Zóbel the following year for top honors.

For Betty Anderson, an American housewife living on 
Basilan Island in the Sulu Archipelago, the rhythms of 
Filipino life, as defined by the fruit vendors, fish hawkers,  
coral and shell sellers were of great import.

Life Magazine would in fact capture Mrs. Anderson 
shopping in a Mindanao fruit market in 1951 and it looks 
straight out of the Magsaysay-Ho painting — festooned 
in hanging bananas and pineapples, capturing the hard-
working fruit seller in action.

Fruit Market is in the golden hues of an idealized world, 
the tawny skin tones of the women drawing in the eye of 
the viewer to the various attitudes of the women as they 
muse and meditate on the qualities of the fruits. There 

TOP: PAG tag attached verso with the price of Php 400. 
BOTTOM: Mrs. Frank Anderson (R) shopping at Zamboanga Basilan Island. 
© James Burke

Two Women, One Painting
by L ISA GUERRERO NAKPIL

are mangos, green and ripe, plantains and all manner of 
bananas. Magsaysay-Ho’s women are always intent and 
absorbed in their world that is filled almost to the brim 
pictorially with the scents and sounds of the marketplace.

The artwork was exhibited in the last solo show of the year 
of the Philippine Art Gallery as detailed in the all-important 
tag, taking place from November 30th to December 10th, 
1957 and it can easily be imagined that Mrs. Anderson 
and her husband, the busy proprietor of Basilan Lumber 
had traveled to Manila for a bit of Christmas shopping 
in the country’s leading gallery, the PAG. It certainly 
represents two women’s shared preoccupations, both 
comforting and authentic.

It would be part of an important milestone for Anita 
Magsaysay Ho: Her third solo exhibition at the PAG which 
happened to be at its new address on Arquiza corner 
M.H. del Pilar Streets in Malate.
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Le Pho (1907 -  2001) 
Composition
signed and signed again in Chinese (lower left)
oil on canvas
18" x 13" (46 cm x 33 cm)

P 1,400,000
PROVENANCE
Heidi Neuhoff Gallery, Inc., New York

Flowers ever since attracted artists for their beauty, 
symbolism, and diverse color palettes. From Monet and 
Manet to Van Gogh and O'Keeffe, Le Pho was among the 
well-known ones who mused their canvases with these 
petaled plants. 

Le Pho painted still life with flowers, as well as scenes of 
Vietnam and Vietnamese women, all his life. His floral still 
lifes evoke Asian sensibilities and an embrace of French 
art, endowing his oeuvres with elegance and grace. 
The oil piece at hand is a fine example of Le Pho's use 
of his signature floral motif often found in his Romanet 
and Findlay periods. He intricately rendered his flowers 
with refined form and unrestricted transparency of color, 
perfectly capturing his influences of Impressionism and 
Surrealism. As for color, the yellows of Le Pho were 
influenced by the playful palette of Pierre Bonnard. The 
colors marble, turquoise, and yellow were noted as crucial 
factors in Le Pho's career. In an artistic context, Le Pho's 
works of flowers were brimming with the vibrancy of bright 
colors as though illuminated by natural light. (P.I.R.)
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Le Pho (1907 - 2001)

Les Tulipes Bouquet Blanches 
signed and signed again in Chinese (lower right);
titled and inscribed 1304 / Galleries W.F. Findlay 
Chicago / Les Tulipes Bouquet Blanches (verso)
oil on canvas
24" x 14 1/2" (61 cm x 36 cm)

P 1,800,000
PROVENANCE
Wally Findlay Galleries, Chicago

Twentieth-century artist Le Pho, the tenth child in a family 
of twenty of Emperor Le Hoan, was born in Vietnam 
on August 2, 1907. Best known for his widely collected 
paintings of Vietnamese subjects in interior settings 
and exotic landscapes, Le Pho was cultured and well-
educated who was trained in brush painting. At eighteen, 
he was part of the first class of students who attended 
the French-sponsored Ecole Superieure des Beaux-Arts 
in Hanoi, directed by Victor Tardieu—a classmate of 
Matisse and Moreau—between 1925 and 1930. Here, he 

would also become an art professor from 1933 to 1936 
upon returning to Hanoi after a two-year scholarship in 
Paris where he studied painting. Le Pho then returned to 
Paris in 1937, serving as a delegate at the International 
Exposition and, later on, as a jury member. He also became 
an advisor to the Vietnamese Embassy in Paris, regularly 
exhibiting his works at the Salon des Independants. Well-
traveled, Le Pho promoted his work at galleries worldwide. 
He settled in France until his death on December 12, 2001. 
The artist’s prime distinct style, developed in the course 
of his stylistic development, is marked by a combination 
of eastern and western painting techniques. La Lettre 
is among Le Pho’s simple yet profound paintings that 
exhibit this fusion in aesthetic approach. Vietnamese 
subjects, surrounded with greenery and set against a 
vibrant background of predominant yellow, bring out a 
level of appeal and delight to the viewer. (J.D.)
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Ramon Orlina (b.  1944)

Swimming Upstream
signed and dated 2022
carved green glass
11 1/2" x 13" x 6" (29 cm x 33 cm x 15 cm)

P 2,200,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist

In this piece titled Swimming Upstream, the eminent 
Ramon Orlina draws inspiration from Chinese 
mythology, producing an evocative work that espouses 

the virtue of determination in the face of difficulties.
 
A popular and domesticated subspecies of the carp are 
the koi. The koi has long been a symbol of wealth and 
prosperity in Oriental cultures, especially in Japan and 
China, where they represent harmony and good fortune. 
Nishikigoi is the koi’s name in the Japanese lexicon, which 
means “swimming jewel.” From its Japanese name is 
evoked an enduring Chinese legend. 

There is this ancient Chinese legend that tells of the story 
of carp fishes, which were once teeming in numbers in the 
Huang He (Yellow) River. The lore narrates the story of 
the carp’s perseverance and its venture to go beyond the 
impossible to attain greatness. In Chinese mythology, the 
Longmen, which translates to “The Dragon Gate,” is the 
carp’s greatest obstacle to achieving its object of desire. 

In an account published in Anthony Christie’s 1968 book 
titled Chinese Mythology, it was said that the king, Yu 
the Great, had the mountains blocking the course of the 
Huang He bisected in order to prevent the flooding of the 
river (the Huang He is often called “China’s Sorrow” for 
the numerous floods it has caused throughout Chinese 
history). Yu’s actions gave rise to a towering waterfall, the 
Dragon Gate, in which its powerfully cascading course 
pushed the carp down into the deep ends of the river, 
thus preventing them from coming back to their original 
habitation. 

Dejected but clinging on to a little amount of faith, the 
carp complained to the king, Yu the Great, whose wife was 
the daughter of the heavenly deity, the Jade Emperor. The 

wife brought the fishes’ grievance to her mighty father, 
and the Jade Emperor promised that whoever could 
hurdle and successfully cross over the Dragon Gate would 
become a dragon, the paramount symbol of strength and 
wisdom in Chinese culture. 

The carp then competed annually, and those who achieved 
this arduous endeavor were instantly metamorphosed into 
formidable dragons and freely soared into the heavens as 
bounty for their supreme strength of character. (A.M.)

Ramon Orlina, 2014 © Tatler Asia
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Emmanuel Garibay (b.  1962)

Kisig 
signed (lower right)
oil on canvas
25" x 23 1/2" (64 cm x 60 cm)

P 240,000

Foremost social realist Emmanuel Garibay keeps not a secret 
his profound admiration for our national hero, Dr. Jose Rizal, 
and it shows in many of his paintings. Such is the case with 
this particular piece, in which Garibay depicts Rizal, dressed 
in a white garment, with his right hand holding a rose and, on 
his left, a copy of his great novel El Filibusterismo. An image 
of Inang Bayan hangs in the background. The work's title, 
Kisig, encapsulates Rizal's heroism and steadfast devotion to 
his motherland amid persecution by the Spanish authorities.

The image of Rizal delicately holding a rose symbolizes 
our connection with and love for the motherland. The 
metaphorical image of the flower evokes a passage in 
Rizal's first published essay titled El Amor Patrio (The Love 
of Country), where he writes: "For in the land of our birth, the 

memory of our earliest years still lingers like an enchanted 
fairy taking a stroll, visible only to the eyes of children, the 
flower of innocence and bliss sprouting at her feet…The 
woods and plains, every tree, every bush, every flower bear 
the images of people you love; you feel their breath in the 
sweet-smelling breeze, hear their song in the sound of the 
fountains, see their smile in the brilliance of the sun, sense 
their anxieties in the troubled howling of winds at night." 
(English translation by Fr. Raul Bonoan, republished in his 
article "Rizal's First Published Essay: El Amor Patrio" in the 
Philippine Studies journal)

The rose, along with the powerful image of the influential 
"El Fili," is also symbolic of Rizal's aspirations for genuine 
emancipation from the bondage of colonialism. In the 
same essay, he writes: "The rosy dawn rises in the horizon, 
scattering sweet and quiet rays of light, harbinger of life and 
peace…." 

For Rizal, el amor patrio is the most sublime kind of love, 
for it "has inspired the grandest, the most heroic, and the 
most selfless of deeds." Therefore, in this context, the term 
kisig is now translated into a compelling metaphor for 
one's unconditional love of the country and the unfaltering 
determination to safeguard the gift of independence and 
self-determination that our noble heroes and ancestors have 
gallantly fought for. (A.M.)
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Charlie Co (b.  1960)

The Crusader's Horse
signed and dated 2006 (lower right)
oil on canvas
60" x 24" (152 cm x 61 cm)

P 120,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

The image of the horse is a recurring element in the 
allegorical and provocative works of Charlie Co. In this 
piece titled The Crusader’s Horse, Co evokes the image 
of the “red horse” of the second horsemen in the Book of 
Revelation. A passage in the biblical text writes: “When 
he broke open the second seal, I heard the second living 
creature cry out, “Come forward.” Another horse came 
out, a red one. Its rider was given power to take peace 
away from the earth so that people would slaughter one 
another. And he was given a huge sword.” (Revelation 6: 
3-4, New American Bible Revised Edition). 

Co also evokes the bloody legacy of the medieval 
Crusades, the series of military expeditions sanctioned by 
the Pope to recapture the Holy Land from the Muslims. 
Although deemed “religious” in nature by its supporters, 
the crusaders committed acts of barbarity and savagery 
toward fellow Christians (those adhering to the Orthodox 
faith) and non-Christians, such as Jews and Muslims. 
Among the most notorious is the massacre of numerous 
Jews and Muslims in the Siege of Jerusalem during the 
First Crusade.

In contemporary history, the phrase Deus Vult (‘God Wills 
It!’), chanted by the crusaders of the First Crusade, was 
the cry of the 2017 white supremacist marches in the 
western hemisphere, all the while carrying flags bearing 
the crusader cross. After all, the medieval crusades have 
been used in propaganda attempting to justify bigotry 
and prejudice toward people deemed inferior.

By combining the biblical image of the red horse and the 
brutal history associated with the medieval crusaders, Co 
presents a compelling and relevant work that poignantly 
evokes the harrowing effects of despicable wars on 
modern-day society, which are often imperialistic and 
tyrannical in nature. With its fiery eyes emphasizing its 
aggressiveness and rage, the red horse represents war, 
violence, and bloodshed. The work’s background depicts 
blazing flames, symbolizing inferno—the unbearable pain 
of those forced into the seemingly eternal damnation 
and brutal destruction of war and oppression. The most 
destructive wars in today’s world are not waged by the 
oppressed to reclaim their humanity; the majority are 
done by the imperial powers to reinforce their hegemony 
and influence over the world. (A.M.)
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Abdulmari Imao (1936 -  2014)

Sarimanok Series
signed and dated 2009
brass
29" x 11" x 7" (74 cm x 28 cm x 18 cm)

P 400,000
Accompanied by a certificate issued by Mr. Toym de Leon Imao 
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

The art of National Artist for Visual Arts Abdulmari 
Imao possesses four distinct and interrelated 
themes: Islamic calligraphy, sarimanok, sari-

mosque (a design combining the forms of the sarimanok 
and the mosque), and the sari-okir (a combination of the 
sarimanok and the okir/okil, foliage patterns in curvilinear/
rectilinear designs and is particularly associated with the 
Maranaos). 

Imao employs the sari-mosque in this particular piece, 
as evident in the Islamic dome situated atop the head of 
the legendary bird. Imao exhibits his profound knowledge 
and understanding of his Islamic heritage. In Islamic 
architecture, the dome of mosques is the symbolic 
representation of the vault of heaven in Islam. It is also 
evocative of a later Maranao legend that tells of the story 
of the Prophet Muhammad going to the seven heavens 
and discovering in the first heaven a bird so large that 
its crest touches the second heaven. It is said that when 
the bird stops crowing, the Day of Reckoning (yawm al-
qiyāmah, literally “Day of Resurrection”) comes.
 
Imao did not hastily incorporate the sarimanok into his 
oeuvre; he deliberately studied and did research first on 
the legendary bird so as to remain faithful to its essence 
while incorporating his distinct touch. In a 1969 interview 
with fellow National Artist Nick Joaquin, Imao says: “I have 
been working on the sarimanok style. This is a design I 
am trying to improve, revitalize. That is why I have been 
doing research on this Muslim motif: to develop it into 
another design, which will be distinctively Muslim.”

The sarimanok has become a cultural trademark not 
only of Muslim Filipinos but the entire nation as well. As 
Imao had remarked: “The sarimanok is a bird of exquisite 
beauty and unique enchantment, a mythic creature with 
a fish in its beak or claws. Today, the sarimanok is no 
longer exclusive to Maranao culture. It is now part and 
parcel of the whole Filipino heritage, truly representative 
of Filipino culture.” (A.M.)

Abdulmari Imao. © Jovel Lorenzo.
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Eduardo Castrillo (1942 - 2016)

Linkage Form
signed and dated 2013
brass
50" x 31" x 5" (127 cm x 79 cm x 13 cm)

P 160,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

In an interview with Cid Reyes in 1989 and published in 
his landmark publication Conversations on Philippine 
Art, the eminent metal sculptor Eduardo Castrillo said: 
“I’ve worked with wood, but not that much. One of 
my sculptures—they say it’s one of my best ones—is 
something I did for the Don Bosco Chapel in Makati. 
It’s made of bronze and wood. It’s a religious piece, an 
impressionist Christ.”

“I think I can work on any given medium—to a point 
where I’ve been thinking of more mediums that I can 
invent,” remarks Castrillo in the same interview.

And indeed, some of Castrillo’s best works that encapsulate 
his artistic totality and versatility are those that combine 
the magnificence of metal and the delicateness of wood. 
A fitting example is the work at hand titled Linkage Form. 
In this piece, pieces of wood seemingly jut out from 
the brass forms. Castrillo effortlessly weaves wood into 
brass, exhibiting a compelling optical illusion that exudes 
visual resonance and delicate fluidity. When viewed at 
a distance, the piece manifests itself as a harmonious 
balance between two contrasting forces, where any form 
of tension is absent and an unruffled flow from wood to 
brass and vice versa is discerned. (A.M.)
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Marina Cruz (b.  1982)

Stand Properly
signed and dated 2008 (lower right)
oil on canvas
48" x 36" (122 cm x 91 cm)

P 200,000
EXHIBITED
Boston Gallery, Lest you forget: Portraits by Marina Cruz-Garcia, 
Quezon City, July 26 - August 14, 2008

As an artist, one of the main interests of Marina 
Cruz’s practice is the mystery that revolves around the 
idiosyncrasies of mundane and everyday life. Such a 
philosophy first emerged in Cruz’s work in the mid-
2000s where she created a series of paintings that 
took inspiration from the childhood photographs of her 
mother and her mother’s twin. These works seemingly 
heighten a sense of nostalgia, both as a celebration and 
critique of the concept, through stylized renderings of the 
scenes. But across Cruz’s works, the most striking element 

is undoubtedly the way she executes the clothing on 
her figures. Whether detailed or abstracted, the clothes 
always assume a character that heightens our connection 
with Cruz’s subjects. In a way, Cruz’s use of attire can 
be likened towards a cultural phenomenology; one that 
identifies the everyday clothes that we wear as not only 
a seminal part of our identity, but a reflection of how we 
want to be perceived. This can be seen in this 2007 work 
titled Stand Properly which showcases and hints towards 
the cultural norms of child-rearing at the time. (J.D.)



L E Ó N  G A L L E R Y5 5

40

Hernando R. Ocampo (1911 -  1978)

Festival
signed and dated 1978 (lower right); 
inscribed "Pls. ring me tonight / Reggie" (verso)
oil on canvas
30" x 40" (76 cm x 102 cm)

P 5,000,000
PROVENANCE
Private Collection, Manila

LITERATURE
De Jesus, Angel G. H.R. Ocampo: The Artist as Filipino. Quezon City: 
Heritage Publishing, 1979. Illustrated on page 174 with painting 
description on page 175. 

A ccording to Hernando R. Ocampo’s biographer, 
Angel G. de Jesus, in his book on the artist titled 
H.R. Ocampo: The Artist as Filipino, the eminent 

modernist “roughly outlines the period of his art into 
the following: “Aping Amorsolo Period” (1929 – 1934; 
characterized by the emulation of Amorsolo’s works); 
“Proletarian Period” (1934 – 1945; characterized by 
paintings of “poverty-stricken humanity, driftwood of the 
ebbing tide of war); “Transitional Period” (1945 – 1963; 
marked Ocampo’s maturation as he transitioned into 
non-objective painting, the simplification of forms and 
figures); “Mutants Period” (1963 – 1968; paintings of 
“symbols of mutants, fantasies on the havoc wrought by 
nuclear warfare” inspired by the American 1957 sci-fi film 
The Beginning of the End); and finally the “Visual Melody 
Period” (1968 – 1978; characterized by “pure painting, 
something akin to chamber music).

This particular piece, titled Festival, belongs to Ocampo’s 
“Visual Melody Period.” The book Kayamanan: 
Biographies of Philippine Visual Artists further describes 
this period where Ocampo “brought back tonalities and 
organic shapes into his abstract designs, creating a richer 
form of abstraction.” 

Seemingly antithetical to the work’s evocative title is 
Ocampo’s application of a muted monochromatic palette. 
Albeit known for his vivid and dynamic palette, this work 
is one of those pieces by Ocampo in which he veers away 
from his trademark identity as a foremost Filipino colorist. 

But Ocampo’s use of a monochromatic palette proves 
that he is a master of the exuberant. Ocampo evokes 
the gaiety of a festival through his undulating lines and 
sinuous curves, engendering an animated spectacle of 
merrymaking. Here, Ocampo’s monochromatic forms 
engage in a sublime visual dance, a confluence of 
expressions wrought in natural, uninhibited strokes. 
One can imagine a harmonious convergence of festival 
dancers frolicking on the streets, and everyone is in high 
spirits. It is as if the dancers flow harmoniously—lively, 
agile, and virtually acrobatic—extolling the praises of 
their native land. 

Festival is among Ocampo’s last works, having been 
painted in 1978, the year of his passing. Two years 
before his death, Ocampo was bequeathed the highest 
cultural award, the “Diwa ng Lahi,” by the City of Manila 
during the 1976 Araw ng Maynila festivities. Ocampo was 
posthumously conferred the title of National Artist for 
Visual Arts in 1991. (A.M.)



T H E  A S I A N  C U L T U R A L  C O U N C I L  A U C T I O N  2 0 2 3 5 6



L E Ó N  G A L L E R Y5 7

41

Bernardo Pacquing (b.  1969)

Do It Yourself Kit
signed and dated 2001 (verso)
mixed media
24" x 96" (61 cm x 244 cm)

P 400,000
PROVENANCE
Acquired directly from the artist

As one of the most innovative contemporary Filipino 
artists working today, Bernardo Pacquing constantly 
brings us to the fine line that separates figurative and 
abstract art.

In this piece titled Do It Yourself Kit, Pacquing endeavors 
his work to do two things. The first is to elicit a mnemonic 
response from the viewer. Although abstracted and 
somewhat obtuse, Pacquing’s forms may draw out 
familiar scenes and memories from the very shapes of 

the aforementioned objects. Different viewers may have 
different interpretations of these forms, such as ascribing 
the elements as everyday objects such as a rake, a cup, or 
a series of tubes, despite not being specifically identified 
as a rake, a cup, or a series of tubes. The second thing Do 
It Yourself Kit does is tied to the work’s title. Now that we 
have worked out what Pacquing’s forms mean to us, the 
title can now be seen as a call to action. What are these 
objects to us and what do we do with them? Are they 
warranted? Necessary? Or are they merely a product of 
our desires? Once again, the answer to these rely on the 
very interpretation of the viewer. Such an effect showcases 
how Pacquing has successfully blurred the lines between 
the effects of figurative and abstract art. (J.D.)
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Riel Hilario (1976 - 2021)

Celestial Family
undated
hardwood
31" x 30 1/2" x 14" (79 cm x 77 cm x 36 cm)

P 300,000
PROVENANCE
Acquired directly from the artist

Riel Hilario was born into a family of traditional 
woodcarvers and furniture manufacturers. As a young 
boy, he even had lessons in Santo-making under his 
uncle Jose Lazo in San Vicente, Ilocos Sur. However, 
Hilario did not take to craft-based work until very late 
in his formative career as an artist. He relearned the 
craft and retooled it to be a potent sculptural language 
in the platform of contemporary art. He created wood-
carved sculptures that were elements of an installation 
work, often sourcing for imageries in his dreams. He also 
worked on mid to large-scale works that were surreal in 
their construction and iconography without the benefit 
of studies and designs. A multi-talented artist, Hilario 
utilized wood, metal, paper, canvas, found objects, and 
other materials to produce art that was described as 
“ageless contemporary sculpture of an antique aesthetic, 
mythical and surreal images straight out of a religious-
folk experience.” Hilario received the 13 Artist Award from 
the Cultural Center of the Philippines in 2012. (P.I.R.)
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Vicente Manansala (1920 - 1981)

Planting Rice
signed and dated 1981 (upper right)
oil on canvas
26 1/4" x 33" (67 cm x 84 cm)

P 12,000,000
PROVENANCE
Acquired directly from the artist

If the post-war Manansala was in the orbit of Carlos 
“Botong” V. Francisco who he met in the newsrooms 
of the Evening News, and in the following decade, he 

would fall into the company of the Neo-Realist Hernando 
R. Ocampo, Manansala would, canvas by canvas, develop 
a style that was both original and therefore instantly 
recognizable as his. He would be Manansala, the master 
of ‘transparent cubism’ and would perhaps be the most 
sought-after artist of his generation.

He would say that the foundation of an authentic artist 
would be the ability to draw and would note wryly that 
he had little respect for the young abstractionists who 
could not wield a pencil. As a child living in the shanties 
of Intramuros, he would recount how he would walk 
barefoot at the age of 5 to cage free art lessons at the 
University of the Philippines’ School of Fine Arts.

Ironically, in the mid-century, the modernists would go to 
war with the conservative art hierarchy, the academics 
who believed in the classic expression of art and who 
were led by Fernando Amorsolo, then the grand old man 
of Philippine painting.

Fernando Amorsolo would popularize the myth of the 
golden Filipino countryside, peopled by beautiful farm 
girls, gathering mangoes, fetching water, and cooking 
noonday meals under the blossoming flame trees and 
rose-streaked skies. Of all of these beloved scenes, the 
panorama of ‘Planting Rice’ would be the most famous 
and would inhabit calendars, magazine covers and school 
books. (Amorsolo’s mentor and uncle would bring home 
the gold for his masterpiece of the same title at the St 
Louis World’s Fair in 1904, but it was Amorsolo who would 
perfect the dream.)

For Manansala to take this theme and make it his own 
offers the prospect of a delicious dialogue between this 
avid Neo-Realist — whose name itself spoke of presenting 
a whole new way of looking at the world — and the 
‘Maestro’ Amorsolo.

‘Planting Rice’, painted in 1981, is a commentary on 
not just the state of Philippine art but also the Filipino 
condition. Bowed backs, brown hands, heads bent, the 
Filipino farmer toils knee-deep in the fields, to this day 
taken for granted and forgotten.

A Modernist’s Dialogue 
with Amorsolo
by L ISA GUERRERO NAKPIL

Handwritten note from Manansala to Cora Rodriguez attests to their close 
relationship and was attached to his book.
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Mario Parial (1944 -  2013) 

Mother and Child
signed and dated 1983 (lower right)
oil on canvas
36" x 48" (91 cm x 122 cm)

P 140,000
PROVENANCE
Gallery Genesis, Pasig City
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Mario Parial (1944 -  2013) 

Kalikasan
signed and dated 1995 (lower right)
oil on canvas
36" x 48" (91 cm x 122 cm)

P 140,000
PROVENANCE
Gallery Genesis, Pasig City

Throughout his life, Mario Parial created 
a corpus of works that maintained a 
precarious balance between the real 
world and the realm of imagination. His 
art is suffused with music, where the 
chirping of birds at break of dawn greet 
the fish vendor or the flower maiden. The 
oil painting, on the other hand, is about 
a mother and her child, with solemn eyes 
they stare at each other as they float in 
the sky.

The people in Parial’s canvases reflect 
his changing moods and sensibilities. 
His earlier works, in the Seventies and 
Eighties, depict them with angular faces 
and somber miens against a subdued 

A prodigious painter was Mario Parial. 
However, it is not solely because of the 
number of works he produced during his 
lifetime or the various media he used in 
translating on canvas his views on life in 
prints, paintings, or painted photographs. 
Parial was a prodigious painter because 
of the range and diversity of the themes 
he chose to explore in his art. He is clearly 
best remembered for his wealth of artistic 
vision. Aside from his mother and child 
motifs or religious oeuvres, Parial also 
created paintings that captured nature 
in its most glorious and esoteric forms in 
still life, abstractions, and landscapes. He 

backdrop. From the book Mario VA 
Parial: Beyond Reality by Rubén D. F. 
Defeo, a quote of a veteran journalist, 
Margot Baterina, tells: “The details of 
the human figure are painterly distorted 
so much so that individual features of 

was deeply attuned to his surroundings, 
as observed in the prevalence of design 
in his pieces.

Parial’s prolific brushstrokes bring to 
mind Vincent van Gogh. Like the Post-

one’s anatomy – eyes, mouth, nose, 
arms – are not finely drawn as one would 
expect of a commissioned portrait. To 
be sure, the distortion is not surreal but 
more expressive of the emotions of the 
subjects.” (P.I.R.)

Impressionist painter, he rendered each 
of his paintings with palpable imagery. 
In this oil painting titled Kalikasan, 
Parial moved from one design pattern 
to another in an almost horror vacui 
disposition. (P.I.R.)
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Onib Olmedo (1937 - 1996)

Portrait of a Woman 
ca. 1990s 
acrylic on canvas 
36" x 24" (91 cm x 61 cm)

P 200,000
Accompanied by a certificate issued by Ms. Gisella Olmedo-Araneta 
confirming the authenticity of this lot

There is a sense of unease and familiarity that makes 
this particular piece by the renowned modernist Onib 
Olmedo so captivating and profound. Olmedo was a 
pioneer of the figurative expressionist movement that 
defined the Filipino visual arts landscape of the 60s 
and 70s. His style defied the conventions of the genre 
through his exaggerated forms, distorted dimensions, 
and amplified symmetry. His portraits captured the spirit 
of the age, reflecting not only his style’s core principles, 
but the burgeoning energy that defined the country’s 
sociopolitical and cultural atmosphere. Thus his works 
were not created in an attempt to beautify or romanticize 
the world around him, but rather to unearth the realities 
hidden within our collective experiences. (J.D.)
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Pacita Abad (1946 -  2004)

Beata
signed and dated 1982 (lower right)
oil on canvas
36" x 24" (91 cm x 61 cm)

P 700,000
LITERATURE
Fanega, Buddy. "A deeply personal, expressionist style." The 
Economic Monitor. May 1, 1985. Accessed online at https://
pacitaabad.com/usr/documents/press/download_url/163/gallery-
hopping-may-1985-by-buddy-fanega.pdf

EXHIBITED
Cultural Center of the Philippines Small Gallery, Paintings of 
People and Landscapes of Batanes, Curated by Ray Albano, 
Manila, February 22 - March 17, 1985

Painted in 1982, this oil on canvas work by Pacita 
Abad is among the rare portraits done by Abad. 
Titled Beata, the piece was painted at the ancestral 

home of Abad’s late grandfather, the former Gov. 
Bernardo Barsana in their home province of Batanes. 
The work itself features the late Segundina Senna Vasol, 
a native of Ivana, Batanes, as her muse. She is depicted 
smoking a cigar and wearing the ‘vakul,’ the traditional 
straw headgear worn by Ivatan women, particularly 
farmers, to protect them from the rain and sun. 

Eventually, Beata would become Abad’s centerpiece for 
her seminal solo exhibition titled “Scenes from Batanes” 
which was mounted at the Cultural Center of the 
Philippines and curated by Ray Albano. Exhibited at the 
CCP’s Small Gallery, “Scenes from Batanes” was Abad’s 
seventeenth solo exhibition that proved to be a unique 
experience as the works featured would come to be some 
of the only landscape and portraiture works by the artist. 

In the exhibit, viewers are transported into the lush home 
island of Abad; an experience that, during the time, was 
rare even for Filipinos. The paintings, which feature the 
huts, sceneries, and people of Batanes, don’t only allow 
audiences to view and imagine the day-to-day life of the 
island locals, but also contain within them a psychological 
aspect. One that hints towards the inner workings of 
Abad’s subjects. Such an approach effectively humanizes 
Abad’s elements, elevating them to something beyond 
merely figures on a canvas. 

During her active years, Abad spent a majority of her time 
learning and adopting various artistic traditions from all 
over the world. She then utilized these techniques not only 
as a way of improving upon her works, but as a medium 
for creating works that are truly diverse and global. This 
unique approach earned Pacita acclaim and recognition 
throughout the world as her practice sought to bring 
together previously isolated and distant cultures. (J.D.)

Pacita Abad painting in Batanes, ca. 1985.
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Romeo Tabuena (1921 - 2015)

Woman with Fruit
signed and dated 1970 (lower left)
oil on board
34 1/4" x 26 1/2" (87 cm x 67 cm)

P 300,000
PROVENANCE
Private Collection, USA

The art of Romeo Tabuena, rendered in oils, acrylics, and 
watercolors, is admired for its combination of Filipino 
and Mexican cultural themes. Aside from countryside 
sceneries, his canvases are also inhabited by native 
plants, traditional houses, and folk figures. Woman 
with Fruit evokes the same artistry that Tabuena is 
celebrated for.

Tabuena had the opportunity to study abroad and 
showcase his talent, as well as garner acclaim and 
accolades. In 1955, he moved to San Miguel de Allende 
in Mexico, where he would paint for decades to come. 
The works he produced while in Mexico exhibit colors 
from the entire spectrum and feature subjects such as 
villagers and street vendors. Tabuena lived a humble and 
simple life in the foreign land, and in there he met his wife, 
Nina, a Swiss woman who also studied art and learned 
about her future husband through a magazine. In 1995, 
he was honored with a major exhibit held by the Instituto 
de Bellas Artes, Centro Cultural Ignacio for his 40 years 
of residency and dedication to the artistic life of Mexico. 
(P.I.R.)
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49  PROPERTY FROM THE MILLET MARTINEZ MANANQUIL COLLECTION

Pablo Baens Santos (1943 -  2021)

Cityscape 
signed and dated 1999 (lower right); inscribed 
28 Marso 2000 / Kay Millet / Laging sariwa at 
kagigiliwan ang mga kuwento at kabataan 
ng nakaraan (verso)
oil on canvas 
19 1/2" x 13 1/2" (50 cm x 34 cm)

P 120,000
PROVENANCE
A gift from the artist to the present owner

In Cityscape, foremost social realist Pablo Baens Santos 
depicts a crowded city scene filled with vehicles and 
ordinary people busily engaging in their individual 
affairs and concerns. Palatial edifices loom out from 
the background, towering above a blue sky. Warped 
in a convoluted, chaotic setting, Santos emphasizes 
congestion problems in modern-day cities due to 
inefficient, deplorable urban planning.

Proper urban planning in the Philippines is still reserved 
for the wealthy. The class divide and segregation in 
our modern-day cities is very evident, which Santos 
compellingly captures in this piece. Numerous 
“developments” in urban areas are always bragged about, 
but these are confined particularly to business and mixed-
use districts, with only the well-to-do having the privilege 
and opportunity to revel in these forms of purported 
“progress.” Gated communities are an antithesis to the 
actual living conditions outside it. The workers who create 
the wealth of the city—and the nation—are plagued 
with an inefficient public transportation system, lack of 
decent housing, and a paltry income. The masses reside 
in dense, tightly packed communities, lacking a dignified 
and humane environment conducive to overall physical, 
mental, and emotional well-being.

Amid an impression of progress lies the distressed 
condition of the ordinary people borne from decades-long 
social inequalities. Through this piece, Santos enkindles a 
reclaiming and assertion of our inherent right to the city. 
(A.M.)
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50  PROPERTY FROM THE ARCHITECTS ANTONIO AND CRISTINA TURALBA COLLECTION

Romulo Olazo (1934 -  2015)

Diaphanous 253
signed and dated 1981 (lower left)
oil on canvas
60" x 36" (152 cm x 91 cm)

P 3,400,000
PROVENANCE
Acquired directly from the artist

The dynamic husband-and-wife team, Architects 
Antonio A. Turalba Sr. and Maria Cristina V. Turalba 
birthed one of the leading institutions in the real 

estate industry, Active Group of Companies. What began 
as an architectural design firm in 1970 prospered into 
a prolific real estate conglomerate built on its mission 
of building homes and creating "better lifestyles and 
communities for the Filipino." 

A UP graduate, Active Group's Chairman Antonio A. 
Turalba Sr. ranked fifth in the 1970 licensure examination 
for architects. In 1978, he became the first private sector 
representative to the Housing and Urban Development 
Coordinating Council. He was a recipient of the UP 
Alumni Association Award in Architecture in 1989 and 
named "Outstanding Professional in Architecture" by the 
Professional Regulatory Commission in 1996. Antonio Sr. 
is a noted environmental planner, a Fellow of the United 
Architects of the Philippines, and a former president of 
the Chamber of Real Estate Brokers Associations (CREBA) 
and Rotary Makati East.

Pioneering Filipino female architect and Active Group's Vice 
Chairman Maria Cristina V. Turalba is a retired University 
of the Philippines associate professor. She holds an MA 
in Environmental Planning from the same institution and 
a post-master's degree in Housing from the Katholieke 
Universiteit Leuven, Belgium, and the Parahyangan 
Catholic University, Indonesia. She is a recipient of the 
UP Alumni Association Outstanding Professional Award 
in Architecture. In 2020, she was granted the Gawad CCP 
Para sa Sining Award for Architecture, the highest award 
given by the Cultural Center of the Philippines. 

Maria Cristina is a heritage advocate who has led several 
major heritage-related undertakings of the United 
Architects of the Philippines’ Sentro ng Arkitekturang 
Pilipino, which she once headed. She has authored the 
books Philippine Heritage Architecture before 1521 to 
the 1970s (with Geronimo Manahan and Maria Joycelyn 
Bolhayon Mananghaya) and Philippine Heritage Homes 
(with Martin I. Tinio Jr. and Jaime Laya). 

Together, they built the august Active Group, which now 
encompasses a wide range of architectural ventures, 
including economic, socialized, and middle-income housing, 
high-rises, and resort and leisure communities, such as 

Architects Antonio and Cristina Turalba. 
Image courtesy of www.business.inquirer.net

the world-class Mount Malarayat Golf & Country Club and 
Residential Estates, Porto Laiya, and Mozzafiato. 

Just recently, the Active Group lent financial support to 75 
underprivileged students from the UP Los Baños - College 
of Engineering and Agro-industrial Technology through its 
“Turalba Scholarship Fund.” (A.M.)

Romulo Olazo’s Diaphanous oeuvre is a one-of-
a-kind form of abstraction that draws its origins 
from the Filipino identity: an amalgam of culture, 

climate, and character combined with local aesthetic 
concepts formed through history.

The term “diaphanous” has its origins in the Greek words 
dia and phainein, which translates to “through” and “to 
show.” Olazo’s approach is reminiscent of the age-old 
painting technique of glazing wherein translucent layers 
of oil paint are applied thinly and evenly until the desired 
tone and texture are achieved. The layered textures 
acquire qualities often related to sheets of wispy cloth, 
thus creating what is now Olazo’s notable series.

In the Diaphanous, form and color are fused as one in a 
subtle but interlocked relationship, and from this union 
emanates a spectral look. Olazo’s compositions in this 
series are veritable visions of light. Taken together, we 
are led to visualize delicate, fragile, and even seemingly 
ephemeral ensembles. The closer they appear to the 
naked eye, the more organic they seem to become. 
The thin films of color further lend to the sacral aspect 
of the piece, as they interact with each other through 
overlapping sequences.

As written in the monograph titled Romulo Olazo: “What 
distinguishes Olazo’s Diaphanous paintings from all other 
abstract works in the country and even elsewhere is the 
viewer’s immediate reception which is a mixture of awe 
verging on a sense of solemnity.” (P.I.R.)
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Orley Ypon (b.  1973)

Bathers Series 
signed and dated 2015 (lower left)
oil on canvas
30" x 48" (76 cm x 122 cm)

P 400,000
León Gallery wishes to thank the artist
for confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

A master of the classical form in the contemporary age, 
Orley Ypon’s works are able to communicate a sense of 
depth and nuance often attributed to more traditional 
pieces. A native of Toledo, Cebu, Ypon found his love for 
the arts at a relatively young age, when he found himself 
enjoying creating portraits for his family and friends. He 
then took a couple of semesters at the Cebu Institute 
of Technology and at the UP Cebu College of Fine Arts, 
but opted to learn about art by himself instead. In 2001, 
Ypon’s art finally garnered the attention it deserved after 
the artist won first prize at the Philippine National On-The-
Spot painting competition. Ypon also managed to bag the 
Grand Prize at the Petron National Painting Competition 
for his work titled Ober-ober in 2001, and then again in 
2004 for his work titled Pamaling. In 2011, he was given 
the Ani Ng Dangal award by the National Commission of 
Culture and the Arts. (J.D.)
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52  PROPERTY FROM THE LEOVINO MA. GARCIA COLLECTION

Lao Lianben (b.  1948)

Tryst 1998 
signed and dated 1998 (lower left)
mixed media on paper
22 1/2" x 30 1/4" (57 cm x 77 cm)

P 700,000
PROVENANCE
Acquired directly from the artist

"A secret rendezvous between lovers," as defined by 
the dictionaries for the word tryst. A fitting title for this 
piece, Lao Lianben evokes in this abstract composition a 
sensuality that is subtle as well as intense. The vast white 
canvas, almost blinding in its light, is interrupted by the 
shadows that inhabit its untainted surface. A tryst indeed, 
the darkness symbolizes the intimate space where the 
secret lovers can be together, hidden from the ones 
they hide from, and perhaps away from the purity that 
the world upholds so dear. The intense lines, rendered 
in strong strokes, indicate energy and emotions – their 
bottled-up desires unleashed, nobody and nothing to 
hinder them.

Once more, in this minimalist painting, Lao proves that 
he is the master of the monochrome, profound and 
unmatched in his ability to create worlds using the sparest 
of means. His abstract oeuvres are often associated 
with sound meditations and sincere contemplations. A 
myriad of feelings, experiences, and stories are imbued 
with enigmatic and evocative undertones in the artistic 
interpretations of Lao. (P.I.R.)
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LOT 53

FABIÁN DE LA ROSA Y CUETO (1869 - 1937)
by L ISA GUERRERO NAKPIL

L ike his uncle Simon Flores y de la Rosa before him, 
Fabián would find himself enrolled as well at the 
Manila Academia in Intramuros. Orphaned at age 

16, however, he would have to drop out in his third year to 
become the family breadwinner.

De la Rosa would take his talent for painting to eke out a 
living on the city’s sidewalks, selling small works to tourists 
for fifty centavos each. He would also seek employment 
at the famous Sala de Armas fencing school established 
by Antonio Luna. He was apparently talented enough 
to be taken on as an instructor; his students included a 
young Mabini, still able-bodied. 

He would, however, remain a lifelong friend with his 
painting master of the time, Don Lorenzo Guerrero, who 
he would admire throughout his own stellar career.

Between 1893 and 1897, Fabián de la Rosa would begin 
to make a name for himself, alongside his contemporaries 
Jorge Pineda and Ramon Peralta. He would become 
successful enough to become impatient and in 1898, 
began lobbying for the annual Madrid art scholarships 
be re-instated. It would be the only way that he could 
possibly afford to study abroad. His chances would be 
swept away with the arrival of Admiral George Dewey and 
the Philippine-American War that followed soon after. On 
the brink of being mustered into action, he was arrested 
by the American authorities and would have languished 
in jail if not for the guarantee of one of his new patrons, 
the American consul. The same consul would commission 
a work portraying General Lawton and that work hangs 
today in the Philippine National Museum.

He would go ob to to build a clientele of the wealthy and 
well-connected under the new colonial dispensation who 
would come to his studio to be immortalized in portraits.

At the pivotal St. Louis World’s Fair of 1904 — where the 
newly-minted American empire was eager to show off its 
latest possession — Fabián de la Rosa brought home the 

THIS PAGE: The master in the early 1900s.
OPPOSITE PAGE: Fabian de la Rosa in his studio with the famous 
"Planting Rice" that would win him a gold in St. Louis in 1904.
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gold for his work “Planting Rice”. It was the passing of 
the baton from Spain’s enfant terrible Juan Luna, away 
from the blood-soaked stones of the ‘Spoliarium’ and 
Resurreccion Hidalgo’s despoliation of the Christian 
virgins to the verdant vistas of Fabián de la Rosa. The 
new colonial caesars had correctly divined that art was 
the final act of conquest.

In 1908, he would be sent by Don Ariston Bautista Lin, one 
of the original ilustrados, educated in Madrid and friend 
to Juan Luna and Jose Rizal. He was not only a notable 
clinician but also the founder of the tobacco company 
Germinal Cigar and Cigarette Company. La Germinal 
would send de la Rosa to Europe as a pensionado to 
further his studies in painting. He enrolled with French 

teachers in Paris and travelled to both Genoa and Rome, 
soaking up the Italian arts. Upon his return in 1910, he 
would be appointed an instructor of the University of 
the Philippines School of Fine Arts. Upon the passing of 
Rafael Enriquez in 1926, he took on the mantle of the 
second director of the college.

Named as the second dean of the University of the 
Philippines School of Fine Arts, De la Rosa would become 
an important figure in the world of Philippine art, an 
intellectual and philosopher who believed that art was 
the pinnacle of a life of culture. He would contribute to 
the status of Filipino art, writing a survey for it for an 
authoritative encyclopedia on art as well as sending 
articles and giving interviews to the popular press.
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Fabián de la Rosa (1869 - 1937)

Filipina with Red Parasol
signed, inscribed Manila, dated 1911 (lower left)
oil on canvas
19 1/2" x 14" (50 cm x 36 cm)

P 700,000
PROVENANCE
Private Collection, Cincinnati, USA

Old master Fabián de la Rosa returns to the lyrical style 
that first put him on the road to renown, capturing a 
typical ‘Tipo del Pais’, or county woman. The ‘Filipina 
with a Red Parasol’ is a charming composition from 
1911, which puts him squarely back in Manila after his 
foreign studies in painting and as one of the respected 
instructors at the University of the Philippines School of 

Fine Arts which was founded just two years before under 
the American regime.

De la Rosa would be called one of the painters who could 
best capture a Filipino summer’s day. In this work at 
hand, a woman — interestingly dressed in the Philippine 
flag’s tri-color — strolls through a Manila borough. She 
raises the hem of her skirt daintily to reveal a dark velvet 
slipper. A dirt road, a thatch hut and a stand of banana 
trees wreath the feminine figure who looks away from the 
viewer. (Lisa Guerrero Nakpil)
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54

Ramon Martinez (1889 - 1950)

Market Vendor 
signed, inscribed Manila and dated 1911 (lower left)
oil on canvas
18" x 12" (46 cm x 30 cm)

P 600,000
PROVENANCE
Private Collection, Cincinnati, USA

Ramon Martinez y Bueso first gathered notice as one 
of the the painters whose work was represented in the 
Exposicion General de Filipinas of 1887, organized by 
Don Pedro Paterno at the Palacio Cristal in Madrid. He 
is recorded as having sent various ‘Tipos de Pais’ as well 
as oil paintings, some of which are still in Madrid on 
exhibition at the Museum of Anthropology.

Martinez was also appointed instructor at the Manila 
Academia de Dibujo y Pintura in July 1892, teaching the 
subjects of “Principles of Figures” and “Watercolor and 
Pastel”.

In 1904, he would bring home the gold, alongside his 
contemporary, Fabián de la Rosa, for the work called 
“Country Scene.”

Martinez, who was a “versatile” artist because he was 
also an accomplished sculptor, demonstrates this 
sensibility in the work at hand: The vendor carries a 
basket of vegetables and fish to market on one arm, while 
shielding herself expertly from the heat and the glare with 
an upturned sleeve. In the background is a wall covered 
with climbing vines. It’s a work that also puts together not 
just a charming snapshot but a quick character sketch of 
the hardworking and unstoppable Filipina. 
(Lisa Guerrero Nakpil)
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Fabián de la Rosa (1869 - 1937)

Landscape with Nipa Hut
signed, inscribed Manila and dated 1905 (lower right)
watercolor on paper
13" x 9 1/2" (33 cm x 24 cm)

P 600,000
PROVENANCE
The "Germinal" Cigarette Factory's Souvenir, 
Manila, August 1905

Private Collection, UK

In 1905, the year this peaceful paisaje or country scene 
was painted, Fabian de la Rosa had most certainly 
come into his own.

He had skillfully developed a talent for plein-air painting, 
honed on the sidewalks of Manila when he was obliged 
to make and sell handpainted postcards for the tourist 
trade.

De la Rosa had deftly followed in the tradition of his uncle 
before him, Simon Flores of renown, slowly but surely 
building a well-heeled clientele first of Spanish and then 
the newly-minted American officialdom.

One of his first patrons was the American consul Williams 
who would rescue him from imprisonment as a combatant 
in the Philippine-American War.

It was Williams who would arrange various important 
commissions including the depiction of “The Death of 
General Lawton.” That major canvas would travel to the St. 
Louis World’s Fair of 1904. It was another work, however, 
titled “Planting Rice”, that would attract public adulation 

at the American exposition designed to showcase its first 
colonial acquisition, the Philippines, and bring home the 
gold for de la Rosa.

Thus, he would be basking in the afterglow of this triumph 
when his old friend and another influential patron, Dr. 
Ariston Bautista Lin would commission this and probably 
other watercolors on behalf of the Germinal Cigar and 
Cigarette Company that he owned.

Dr. Bautista was one of the original ilustrados who had 
been educated in Madrid and lived in Paris, a familiar and 
confidante of Jose Rizal and the Luna brothers. The mark 
of La Germinal gives this charming artwork an additional 
pedigree and provenance.

The work at hand employs an rare and unusual approach 
to this paisaje : a view of a “sapa” or little creek as a 
device to mirror in its quiet reflection the gentle view of 
bananas and bamboos. The thatched hut appears to 
be constructed as an afterthought, although its careful 
detailing says otherwise.

Fabian de la Rosa
Master of Plein-Air
by L ISA GUERRERO NAKPIL
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Vicente Manansala (1920 - 1981) 
Trees
signed and dated 1952 (lower left)
watercolor on paper
18" x 24" (46 cm x 61 cm)

P 240,000
PROVENANCE 
León Gallery, The Asian Cultural Council Auction 2017, 
Makati City, 2 February 2017, Lot 184

57

Ang Kiukok (1931 -  2005)

Seated Figure
signed and dated 1985 (upper left)
tempera on paper
18" x 12" (46 cm x 30 cm)

P 300,000

Accompanied by a certificate issued by Finale Art File 
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Vicente Manansala captured his landscapes with refined 
composure and restraint, as seen in this watercolor 
painting titled Trees made in 1952. A true spectacle: 
He achieved this through the outstanding use of his 
favorite medium, watercolor. For him, "the beauty of it 
is that it demands that you control it, it is difficult if the 
artist allows it to control them." Manansala excelled in 
manipulating the medium, which he had been using since 
childhood, even if many people found the unpredictability 
of watercolor problematic. He masterfully used the clear 
surface of the paper as a foil to the layers of color he 

A seated figure is one of the iconic images in the already 
well-established oeuvres of Ang Kiukok. As an artist in 
a period of political turmoil, he sought an expression 
imbued with nationalist fervor and sociological agenda. 
For Kiukok, the people in his art are victims of a society 
that are being exploited and tormented. He captured in 
his canvases the terror and trepidation of his time, as 
observed in this 1985 painting. Aside from his renowned 
works in oil and watercolor, Kiukok also created pieces 
that used tempera. His paintings indeed prove his 
expertise in color, pictorial distortion, and sense of scale 
– the set of skills that granted him the coveted title of 
National Artist. (P.I.R.)

applied to it, creating a diffused effect due to the greater 
amount of water used and allowing the colors to blend 
into each other more subtly. 

In the early 1950s, the National Artist had the privilege 
of accepting a study grant to the prestigious École des 
Beaux-Arts in Paris, France. (P.I.R.)
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Emmanuel Garibay (b.  1962)

Man Playing Flute
signed and dated 2008 (lower right)
oil on canvas
36" x 36" (91 cm x 91 cm)

P 400,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

Wandering the streets of Metro Manila means 
encountering the urban poor, their plight, vulnerability, 
and the precarity of their socio-economic conditions. In 
Emmanuel Garibay’s works, one can also discern palpable 
images of these people, as if the artist had just painted 
them on the spot. 

Rod Pattenden writes in his article “Recognizing the 
Stranger: The Art of Emmanuel Garibay”: “Garibay’s 
deeply held concern for the poor was nurtured by his 

father, a leading Methodist preacher who gave his time 
to his flock with an open heartedness that also marks his 
son’s sense of hospitality…Art, in Garibay’s vocabulary, 
is a form of political and social speech that shapes our 
conscience.”

Created in 2008 at the time of the Global Financial Crisis, 
the image depicted in Garibay’s Man Playing Flute is as 
straightforward as its title. But the power of the piece lies 
in Garibay’s capability to evoke genuine empathy in his 
viewers, even in rather ubiquitous scenes of the urban 
poor, which we all have grown accustomed to in this 
poverty-stricken country. Through his downright depiction 
of a man playing his flute for his daily subsistence, the 
composition emerges compelling and genuine, borne 
from a man with a profound understanding of the masses’ 
plight and who wishes to dignify the poor. 

Empathy and familiarity can be found in those outcast by 
society. In fact, it is in their faces and personas where we can 
genuinely find and share our struggles. After all, we are but 
different ranks of the same oppressed class. (A.M.)
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Ramon Orlina (b.  1944) 

Emerald Journey 
signed and dated 2003
carved Asahi glass
13" x 39" x 12" (33 cm x 99 cm x 30 cm)

P 7,000,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist

The longevity of Ramon Orlina's artistic career, 
which spans a period of over four strong decades, 
is due in part to the plethora of themes from which 

the eminent glass sculptor turns for creative inspiration. 
The human body, abstract and metaphysical themes, 
animals, and the environment have all been featured 
prominently in Orlina's works. 

The Mountain Series of Ramon Orlina is among the 
grandest and most majestic in his oeuvre of ethereal 
glass sculptures. It is an earnest declaration of Orlina's 
unwavering advocacies as an environmental activist. 
Thus, it is an embodiment of Orlina's character and 
principles. 

In a 2013 interview with ANC for the program 'Green 
Living,' Orlina delved deep into his various ecological 
engagements. "I belong to the group named 'Ramon.' We 
plant trees…I think right now we have maybe planted more 
than 300,000 trees all over the Philippines," Orlina shares. 
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"I was also a member of the 'COCAP.' It's the 'Concerned 
Citizens Against Pollution.' We lobby Congress not to 
continue with the incinerator because these are against 
our Mother Earth."

Orlina usually employs the green color in his Mountain 
Series, which is the color symbolically and naturally 
associated with nature and the vitality of life. Such is 
the case with this work titled Emerald Journey. Here, the 
abundance and richness that nature has endowed to 
humanity are emphasized. But despite this life-sustaining 
gift of nature, humans, imbued with their selfish and 
greedy interests, have betrayed and been betraying 
nature. 

In Emerald Journey, Orlina depicts holes scattered 
throughout the sculpture. Do they represent humanity's 
reckless and self-serving transgressions against our 
lush forests and mighty mountains? Especially in the 
Philippines, forest area in the country has dramatically 

declined, particularly in the 1960s and the 1970s, in which 
the logging industry greatly benefited from detrimental 
government policies and rampant cronyism. According to 
Global Forest Watch, "from 2001 to 2021, [the] Philippines 
lost 1.34Mha [million hectares] of tree cover, equivalent 
to a 7.2% decrease in tree cover since 2000, and 784Mt of 
CO₂e emissions." Additionally, "from 2001 to 2021, 92% 
of tree cover loss occurred in areas where the dominant 
drivers of loss resulted in deforestation."

But Orlina does not easily give up all his hopes that the 
harmonious connection between humans and nature 
will eventually be rekindled. Green also represents 
regeneration, rebirth, and renewal. There remains a sliver 
of hope to rebuild and reestablish the inherent balance 
between all life forms. We all just need to collectively 
partake in the struggle and embark on the emerald 
journey toward that elusive yet worthwhile path of 
conserving and restoring our natural world for succeeding 
generations to appreciate and relish. (A.M.)
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Marcel Antonio (b.  1965)

The Early Hint of Spring 
signed (lower left)
2006
oil on canvas
40" x 30" (102 cm x 76 cm)

P 280,000
Accompanied by a certificate signed by the 
artist confirming the authenticity of this lot

In this work titled Early Hint of 
Spring, Marcel Antonio depicts the 
setsubun, which marks the passing 
of winter and the beginning of spring 
in the old Japanese lunar calendar. A 
term that means "seasonal division," 
setsubun is held a day before the 
beginning of the spring season, 
usually on February 2, 3, or 4.

The Japanese practice various 
traditions related to the setsubun 
to ward off evil spirits and "cleanse" 
the beginning of the year, as spring 
symbolizes rebirth and renewal. 
In the city of Nara, the setsubun is 
accompanied by the practice of 
lighting the 3,000 lanterns of the 
Kasuga-taisha Shrine at night, known 
as the setsubun mantoro (mantoro 
means "10,000 lanterns"). The light 
from the lanterns symbolizes the 
power of knowledge over ignorance, 
the light of wisdom overcoming 
the darkness of folly. During the 
setsubun mantoro, people write 
their wishes on a small piece of 
paper, after which they are put on 
the lantern. It is believed that these 
wishes are granted during setsubun.  

Antonio depicts in one of the lanterns 
the plum blossom or ume. Before 
the sakura, the ume was the original 
flower associated with spring. It 
was introduced from China in the 
8th century, during Japan's Nara 
Period (710 CE - 784 CE). The period 
is characterized by the Japanese 
importation of elements from 
Chinese civilization through sending 
emissaries known as kentōshi to the 
Imperial court of Tang dynasty China. 

In the Japanese traditional haiku or 
renga, the imagery of the ume is used 
as a kigo ("season word") for early 
spring. The ume, which symbolizes 
purity, were utilized as ornamental 

trees that adorned the gardens of 
the aristocrats, public places, and 
temples. It was also highly regarded 
as a means of protection against evil 
elements. (A.M.)
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Arturo Luz (1926 - 2021)

Imaginary Landscape
signed (lower right ) dated 2006 (verso)
acrylic on canvas
30" x 48" (76 cm x 122 cm)

P 1,000,000
Accompanied by a certificate issued by Ms. Luisa Luz-Lansigan
confirming the authenticity of this lot

The distilled magnificence of Arturo Luz's imaginary 
landscapes takes cues from the "reinvented" and 
"transformed" grandeur of ancient Oriental civilizations 
immortalized in his iconic Cities of the Past series of the 
1990s. Luz's vivid recollections of his extensive Asian 
travels during the late 1980s, supported by the numerous 
photographs he took during these sojourns, resulted 
in an acclaimed body of work that presents tangible 
heritages borne from his fertile imagination and rendered 
using his trademark geometric abstract-minimalist style. 

With his Cities of the Past and succeeding works, Luz 
reconstructed the numerous lost civilizations whose 
majestic urban landscapes are now only perceived in the 
annals of history. In Imaginary Landscape, Luz presents 
an assemblage of what seems to be ancient palaces. 
Monochromatic grids of lines form the framework of the 
grass-like edifices. With their sweeping vertical contours, 
Luz gives a dynamic quality to the structures. This distinct 
characteristic is enough to penetrate and stimulate the 
viewer's imagination so as to generate a picture of an 
architectural spectacle. Despite the potency of the piece, 
it does not come out as overbearing. The work gives off 
a tranquil atmosphere, akin to the gentle swaying of 
grass in the afternoon breeze, due to Luz's mathematical 
instincts resulting in a refined precision and coherence of 
linear forms. Thus, Luz breathes an idyllic, new life into 
the long-vanished structures that once dominated the 
sublime landscape of a lost city. (A.M.)
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Lao Lianben (b.  1948)

Monk's House
signed (lower left and verso) and dated 2013 (verso)
acrylic, charcoal on canvas
96" x 67.2" (244 cm x 171 cm)

P 5,000,000
LITERATURE
Lianben, Lao. Black Water: A Monk's Dream. Published to accompany 
Lao Lianben's exhibition of the same title. Quezon City: Blanc Art 
Space, 2015. Full color illustration on page 31 and painting description 
on page 30. Listed as "10 "Monk's House'" in the book's annotations 
at the back

EXHIBITED
Blanc Gallery, Black Water: A Monk's Dream, 
Quezon City, May 9 - 30, 2015

In viewing Lao Lianben’s works, a myriad of thoughts, 
explanations, concepts, and notions are sure to be 
conceived by the viewer. Leovino Ma. Garcia writes in 

the accompanying monograph for Lao’s 2015 exhibition 
Black Water: A Monk’s Dream, the show where the work 
at hand titled Monk’s House was among those featured: 

“Take time to listen deeply to these paintings. 
Bestow them “that purest and rarest form of generosity”—attention. 
Be drawn into a silence that speaks of compassion and joy. 

“Lao Lianben continues to will only one thing—to render what is 
“invisible to the eyes.” Like the empty bowl of a Buddhist monk, his 
paintings here, in their bare simplicity, offer an inexhaustible feast 
for thought.”

True enough, profoundly understanding Lao’s works 
means encountering in our innermost selves that innate 
affinity to engage in a sublime meditation basked in 
utmost composure and tranquility, in which the mind, 
body, and spirit all join in perfect harmony.  

And what is the perfect place to revel intimately in that 
exalted act of solace and peace than in the comforts of 
our private havens—our homes, our refuge—where we 
can be in our most uninhibited. It is a purifying abode 
where we can disconnect from the painful travails and 
tribulations of the world and set foot in a reposeful realm, 
where a sanctum for spiritual enlightenment and rebirth 
awaits. Lao’s Monk’s House evocatively depicts that 
experience. 

The work’s subject is as straightforward as its title. Lao 
depicts a serene landscape characterized by a village 

situated in the highlands, as evident in the imposing figure 
of a mountain that dwarfs the houses. Here, serenity and 
unceasing meditation abound.

The viewer’s attention is then shifted to the image of a 
table, where the entire “village” seemingly rests. Hence, 
a new way of seeing is enkindled. When viewed from an 
ample distance, the composition as a whole becomes a 
vast space of monochromes. The subject now becomes 
an object of meditation, a spiritual medium/altar through 
which we can peacefully convey and express all our 
personal struggles, whether concealed or apparent, 
our needs and wants, our emotions and notions, to 
enkindle harmony and oneness amid all conflicts and 
contradictions.

The composition is enigmatic in form yet spiritually explicit. 
It reveals itself to those who are willing to be enveloped 
by the spirit of Zen. It has been said at the beginning of 
this essay that Lao’s works “offer an inexhaustible feast 
for thought.” Thus, discerning this work is like immersing 
oneself in monastic silence and prayer, an expression of 
spiritual strengthening, respite, and quiet introspection. 
The viewer becomes a monk of their own, possessing 
that inherent faculty to silently ponder, philosophize, and 
commune with the soul. 

Engulf oneself in the stillness of the self. Quietly gaze at 
the work. Meditate. Listen to the voice within. Bask in the 
absorbing, intimate embrace of the spirit. Be drifted away 
to another world, where harmony is ever-present, and 
return more strengthened than ever. Thus, meditation 
becomes a cathartic and transformative act in which 
the spirituality and the self will eventually appear in their 
most immaculate. (A.M.)
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Orley Ypon (b.  1973)

Kanyang (Plein-air) 
signed and dated 2016 (lower left)
oil on canvas
18" x 24" (46 cm x 61 cm)

P 200,000
León Gallery wishes to thank the artist
for confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Orley Ypon is a realist painter from 
Cebu, whose passion for art started 
at a very early age. He did portraits 
of himself and his family and friends 
throughout his growing years. He left 
his province as a teenager, after a few 
semesters of studying architecture, 
to make his mark in Manila. A series 
of jobs as an export handicraft artist 
led him all over the country from 
Pampanga, Paete, Laguna, and 
Davao. He eventually returned to his 
hometown to pursue a career as a full-
time artist.

A master of the classical form, his 
oeuvres are able to communicate a 
sense of insight and nuance often 

attributed to traditional pieces. 
Although the adherence to classical 
techniques results in art that appears 
to portray beauty as idealized and 
utopian, Ypon deviates from this cliché 
by presenting stark and unfiltered 
scenes of ordinary life. This is best 
observed in his most famous works with 
themes that convey social issues and the 

human condition, but it can still be seen 
in several of his landscape paintings.

“I remember my love and interest in art 
started when I was five years old,” said 
Ypon in an interview. “Art gives my soul 
satisfaction. Even when I am at home 
and I see my artworks, they each give 
me total happiness.” (P.I.R.)
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Augusto Albor (b.  1948)

Expanse
signed and dated 2001 
(upper left and verso)
mixed media on canvas
10" x 18" (25 cm x 46 cm)

P 120,000
Accompanied by a certificate signed by 
the artist confirming the authenticity of this lot

Augusto “Gus” Albor is a master of 
direct, expressive restraint. Minimal 
in approach, his oeuvres reveal 
enigmatic and meditative qualities, 
making one absorbed in its intrinsic 
simplicity. Albor’s minimalist abstract 
expressionism does not overwhelm 
his viewers with loud colors and 
dissonant lines, and his aesthetic 
speaks volumes to viewers who seek 
a calm, serene rendering of raw 
visual elements.

True to his artistic style, Albor never 
fails to make his piece unique in its 
expression by creating a captivating 
and immersive experience for the 
audience as his art speaks freely for 
what it means. In this 2001 piece titled 

Expanse, the composition exhibits 
minimalism and the dominant use 
of his signature colors: black, white, 
gray, and brown – each possessing a 
significant meaning. (P.I.R.)
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Ramon Orlina (b.  1944)

Untitled
signed and dated 1988
carved green glass
8 1/4" x 10" x 8" (21 cm x 25 cm x 20 cm)

P 800,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

As the leading artisan in the field of Philippine glass 
sculpture, earning him the title “Father of Philippine 
Glass Sculpture,” Ramon Orlina has made his own 
alchemic techniques and procedures that no sculptor has 
imagined or done. For the common denominator of the 
western approach in glass sculpting is the employment of 
the hot process, however, Orlina used the cold process in 
sculpting which involved the direct carving on the glass 
to give the medium its shape and to release the form 
entrapped in glass’ space. He did not receive any formal 
sculptural training for glass sculpting as the medium 
was uncommon among artists at the time and hence no 
institution or program offered it. His creative process is 
the brainchild of his stint at Republic Glass Corporation’s 
factory where he asked the top glass engineers and 
observed the industrial science of glass. After his meeting 
with the company, Orlina also adopted his formal training 
in Architecture to achieve structural and foundational 
integrity in his works. Orlina’s mastery over his craft 
has allowed him to create exquisite works of art that 
seemingly bend the laws of physics to their will. 
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“Over here it seems if you are a friend of 
one Filipino, you are immediately a friend 
of all his friends. Nice custom.”  

— Charles “Chuck” M. Dwelley, 
Torpedoman 3rd Class, US Navy, 1 August 1945

A chance encounter with a young printer, Celso Al 
Carunungan — who would become an important 
Filipino novelist in the decades after the War — 

would lead the American torpedo man, Charles “Chuck” 
M. Dwelley to friendships with Vicente Manansala and 
Francisco Reyes.

Against the backdrop of wartorn Manila, devastated 
ironically by the return of the Americans in February 
1945, navy man Chuck Dwelley would write his wife and 
children almost daily and would capture both touching 
and illuminating vignettes of the artists and their art.

Dwelley would describe to his family, on 21 June 1945, 
how the friendships all started.“Yesterday while looking 
for some drawing paper, I went into a small print shop 
and in the course of conversation mentioned my own 
shop. The proprietor’s son (22) got started talking and 
we ended up very good friends. He is very intelligent and 
speaks perfect English and told me all about their shop — 
two job presses pumped by hand, a ruined linotype and 
Automatic cylinder — all that is left of a large business. 
The people were very well-to-do. Now they have nothing 
and live in the back of the shop. Celso (his name) is a 
book worm, a stamp collector, a music lover and very 
much interested in printing.. he said his worst moment 
was when he stood in the middle of his library, knowing 
he had to flee and trying to decide which of his treasured 
books he would take with him. His full name is Celso Al, 
Carunungan.”

Through Celso, Chuck Dwelley would meet many Filipinos, 
photographers, drawing instructors, and artists.

In August 1945, he would meet an artist, “whose work 
I had been admiring.” Dwelley says, “So today I went 
down to get acquainted too. I found him very nice and we 
had a long talk about art. He happens to be a very well-
known Philippine artist, former cartoonist on a big paper 
and popular figure in art circles. He draws a syndicated 
column for South America on the “Tarzan” line — only in 
Spanish. Very good. Francisco Reyes is the name.”

In no time, he meets another friend of  ‘Kiko’ Reyes, who he 
would call “Vic” short for Vicente. Of Manansala, Dwelley 
would describe him as “prize-winning” and “Vicente is the 
oil artist who has his work in the palace and in all the art 
galleries.”

LOT 66

FRIENDS FOREVER, 1945
Charles “Chuck” M. Dwelley, Vicente Manansala, 

Francisco Reyes, and Celso Al Carunungan.
by  L ISA GUERRERO NAKPIL

LEFT TO RIGHT: Francisco Reyes, Charles "Chuck" M. Dwelley, Vicente Manansala.
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ABOVE: Detail, Baguio Nose-Flute Players by 
Manansala. LEFT: The letters Charles "Chuck" Dwelley 
would write to his family about his Filipino friends, 
Manansala, Reyes, and Carunungan.

“Manansala says Baguio 
Nose-Flute Players is one 
of his best of that style —
and he knows art.” 

— Charles “Chuck” M. Dwelley, 
October 18, 1945
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Vicente Manansala (1920 - 1981)

Baguio Nose-Flute Players
signed, inscribed Manila and dated 1945 (lower left)
oil on canvas
20" x 16" (51 cm x 41 cm)

P 1,200,000
PROVENANCE
A gift from the Artist Vicente Manansala to Charles “Chuck” M. Dwelley, 
Torpedo Man, 3rd Class, while he served in Manila in 1945; and thence by descent.

now working on a painting of the nose-flute players of the 
mountains. Igorotes who play a strange flute, the wind 
being blown into it from the nostril instead of the mouth. 
The little story with the picture is that wooing by custom 
is done with the flute. Men learn to play as a matter of 
course and play for all sorts of affairs, but the girls have to 
learn if they wish to win a man. The man chooses the girl 
he desires and serenades her on his flute. When the two 
play together in perfect harmony, they are considered 
engaged and plans are made for the wedding. A girl who 
cannot play the flute is taking a chance of being an old-
maid. So they allm learn to play.

“Vic’s picture is of a young girl, dressed only in a short 
loin cloth, practicing her flute with two of her brothers. 
The picture is only started but I can see it is going to be 
a beauty. He has the girl’s face and part of her body, all 
roughed in. The face is something I can’t quite describe. 
The master’s touch, I guess. So few strokes, yet it stands 
out as if in perfect detail. I can see why Vic won medals. 
Would love to have it for our library but I know he has 
other plans for it — including bringing it to the States as 
a sample of his work when he comes… He was terribly 
anxious to work on it all day today but had to stop again 
and again to do pencil portraits. He works better with an 
audience and had one every time he got to work on it — 
Kiko (Reyes) and I at least and usually many more. I am 
fascinated at how the thing seemed to come to life under 
his brush.”

OCTOBER 12 ,  1945
Manansala’s Process and the Work’s Transformation

“Vic’s new painting of the nose-flute players was 
progressing so well he decided that I should take it (to) 
the States with me. I was thrilled beyond words. Then he 
began to make it “arty” looking and when I left today I 
was nearly sick from seeing it destroyed. It may be perfect 
when he finishes but it so warm and lovely as it was and 
now he has put in a cold background and instead of soft, 
smooth bodies, has decided on dash and color. So far 
he hasn’t touched the girl, who is the main figure, but 
I dread to look again for fear she will be changed, too. 
These artists! I couldn’t say a thing, of course, as it is to be 
a gift. Will try to stay away until it is finished and maybe it 
will be the “masterpiece” it first promised.

Charles “Chuck” M. Dwelley would have the 
extraordinary good fortune of meeting many of 
Manila’s artists, not just as a serviceman seeking 

souvenirs, but as a man who himself was interested in 
art, writing, and photography. Dwelley would run a small 
print shop of his own in the United States before the War 
and coming to the Pacific Theater, of which Manila was a 
major battleground.

Through a chance encounter with the young Celso Al. 
Carunungan, the son of a printer himself, he would be 
introduced to a wide circle of Filipino artists. Many of these 
men had been displaced during the War — we know that 
Manansala himself was reduced to living in a makeshift 
hut in Reina Regente Street, eking out a living as Dwelley 
would recount, making pencil portraits for G.I.s.

Through the letters of the navy man Dwelley to his family 
in October 1945, we accompany him on his journey in the 
making of he painting “Baguio Nose-Flute Players” as it 
would unfold. We learn how the idea for it began, the 
story behind it, and read an almost brush-stroke by brush-
stroke account of Manansala’s process in its creation.

Indeed the work at hand is a sumptuous depiction of 
the Northern tribespeople : A young girl, crowned with 
white, virginal flowers plays the nose flute; her eyes are 
closed as she dreams perhaps a dream of love; two gold 
necklaces in the pre-colonial style of thick beads circle 
her neck. Manansala has himself described it as a scene 
with her two brothers, both wearing traditional skullcaps, 
and both equally transfixed by the music. A backdrop of 
angular mountains and a carabao skull suggest that this 
is somewhere in Baguio.

Equally important, it is an uplifting testament of a 
friendship built on art among the ruins of battle, 
symbolizing both men’s hopes for a new Philippines.

OCTOBER 10 ,  1945
The Story Behind the Nose Flute : 
Courtship among the Igorots

Dwelley would send a letter describing an artwork 
Manansala was painting, intended as his “calling card” 
when he was able to move to the United States. “Vic is 
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OCTOBER 18 ,  1945
Manansala Declares “Baguio Nose-Flute Players” 
as One of His Best

“Vic has my oil painting done and as I expected, he put a 
few dabs of “dash” on the girl’s face and almost spoiled 
it. It’s very nice, tho, and you’ll love it. He says it is one of 
his best of that style —and he knows art.”

OCTOBER 19 ,  1945
The Painting is Ready to Go to Its New Home

“I brought my “Bagio (sic) Nose-Flute Players” back to 
the barracks today and even the unartistic went nuts over 
it. It’s good — everyone recognizes that immediately. Am I 
proud to own it! The others are trying to top it so even if they 
can’t, the results should be something to see. And own…
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LOT 67

FRIENDSHIP AND HOPE 
AMONG THE RUINS OF WAR

by L ISA GUERRERO NAKPIL

Illustrator, father of the Philippines’ “Jungle Lord” 
comic strip, and artist, Francisco “Kiko” Reyes is one of 
the unsung heroes of Filipino art, who foreshadowed 

the success of Mars Ravelo.

The comicbook encyclopedia carries this entry about 
Francisco Reyes, written by Dennis Villegas : “One of 
the pioneer Filipino comic illustrators. he was a student 
at the University of the Philippines School of Fine Arts, 
where his artworks greatly impressed his teacher 
Fernando Amorsolo. He won several awards in many 
art competitions. Upon graduation in 1932, Reyes joined 
Liwayway magazine. Later on, Reyes became the first art 
teacher of the young future National Artist Francisco V. 
Coching.

“On 7 July 1933, Reyes, in collaboration with writer 
Pedrito Reyes, created 'Kulafu', which was the first 
colored adventure strip, as well as the first two-page 
comic strip, in the Philippines. Heavily influenced by Edgar 
Rice Burroughs 'Tarzan', Kulafu's jungle-kingdom was set 
in the deep jungles of the southern Philippines, where he 
battled dragons, siukoy (mermen), and other mythical 
creatures.

“'Kulafu' became one of the most popular comic strips 
in the Philippines. It was translated into Bisaya, Bikolnon, 
Ilokano, and later, in Spanish for a South American 

magazine. The strip became a household name. It had 
become so popular that a local wine company even 
purchased the right to make "Kulafu" their brand name. 
Up to now, some 70 years after, Vino Kulafu is still selling 
well in the market.

“In 1936, Pedrito Reyes was unfortunately disabled. The 
task of bringing the weekly story fell on Francisco, who 
managed to develop further the plot originally scripted 
by Pedrito. Francisco even made a sequel in 1940 called 
'Anak ni Kulafu'. During the Japanese Occupation, Reyes 
discontinued 'Kulafu', and instead worked as an artist for 
Shin-Seiki a Tagalog-Nippongo publication.”

It was after the liberation of Manila that Reyes, aka ‘Kiko’ 
would meet and befriend the navy man Charles “Chuck” 
M. Dwelley. Dwelley would describe him as a “very well-
known Philippine artist, former cartoonist on a big paper, 
and a popular figure in art circles” and noted that he 
drew “a syndicated cartoon for South America in the 
‘Tarzan’ style.”

Dwelley would be so pleased to make his acquaintance 
that he wrote to his wife in the U.S., to order oil paint 
“which are hard to get.” He instructed, “Get a good oil. I 
enjoy making friends like these and I want to show that 
my friendship is not all on the receiving end. Cigarettes 
etc are welcome but seem so common.”
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Thanks to Chuck Dwelley’s regular 
correspondence with his family, we 
are able to re-live the moment from 
the time the painting was a lightbulb 
that went off in Francisco’s mind — 
and interestingly enough, abetted 
by his good friend, Vicente ‘Vic’ 
Manansala.

The work at hand depicts a character 
that could have stepped out of Reyes’ 
popular comic strips : A curvaceous 
girl adjusts her flowing tresses as 
she dips her toes into a green, lily-
strewn pond. In the background is a 
Philippine jungle of bamboo thickets, 
verdant hills and an emerald 
waterfall.

12  OCTOBER 1945
The Idea of a Bathing Beauty Begins

“(Reyes) did a sketch of one of the 
girls who was at the party and was 
to put her on canvas in a nice Flip 
gown for me. The rough sketch that 
developed from their afternoon 
exchange of opinions is an exotic 
picture with the girl in a sarong — 
jungle growth etc. Very attractive but 
where could you use such a picture?”

18  OCTOBER 1945
A Friendly Competition

“Kiko’s is coming swell — he’s really 
trying to top Vic’s (Manansala) but 
he’s out of his medium. I wanted him 
to do it in pen and ink but no again.”

20 OCTOBER 1945
The Sarong is Painted Out — then Back 
in by Manansala. A Unique Collab of 
Reyes x Mananasala.

“Remember I told you about the oil 
Kiko (Reyes) was doing — the girl 
taking a dip in a stream. It was my 
wish for a girl in a Balintawak dress 
and she ended up in a sarong. Well, 
today Kiko decided to take off the 
sarong and he did — nude as a 
babe. It didn’t quite suit him so Vic 

67

Francisco Reyes (1910 -  1990)

Bathing (Naliligo)
signed, inscribed Manila P. I. and dated 1945 (lower right)
oil on canvas
20" x 16" (51 cm x 41 cm)

P 120,000
PROVENANCE
A gift from the artist Francisco Reyes to Charles “Chuck” M. Dwelley, Torpedo Man, 
3rd Class, while he served in Manila in 1945; and thence by descent.

(Manansala) put it back on in white 
— sort of transparent. Then they got 
to arguing about the painting. I darn 
near died laughing. Vic would grab 
the pallet (sic) and brushes and paint 
his ideas on the canvas furiously. 
Then Rey would grab them out of 
his hand and show how he wanted 

it. Meanwhile the picture was 
blossoming out wonderfully well. It 
will be done by tomorrow, I think, but 
will not be Rey’s or Vic’s work — a 
combination of both so they are now 
arguing who will sign it. They say 
they are going to put my name on it 
and let me take the blame.”
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Jaime de Guzman (b.  1942)

Mother and Child
signed and dated 1972 (lower right)
oil on canvas
55 1/4" x 35 1/2" (140 cm x 90 cm)

P 500,000
PROVENANCE
Acquired directly from the artist

Jaime de Guzman was one of the most important figures 
in Philippine art in the late 1960s and early 70s: He was 
talented and fearlessly original, and above all, charismatic. 

In 1970, he would hit all the marks for the imprimatur 
of Manila’s cultural elite : anointed by Roberto Chabet 
among the very first of the all-powerful Cultural Center 
of the Philippines’ “Thirteen Artists”, selected to do the 
scenography of Virginia Moreno’s celebrated “Itim Asu” 
opera, and doted on by the country’s collectors who 

found his  stark and brooding works, however apocalyptic, 
strangely fascinating.

In the same year, he would be commissioned by 
the GomBurZa Centennial Commission to do the 
commemorative memorial of the three martyred priests; 
and they would send him on a grant to Mexico City to 
observe the art of large-scale mural making.

It was on that trip that he would meet the American 
ceramic artist Anne Polkinhome who he would marry 
and bring home to the Philippines and his home in Liliw, 
Laguna at the foot of the mystical mountain of Banahaw. 

The work at hand is a highly personal portrait of his wife 
Anne, breast-feeding their first son, Fausto. He hated 
to part with the painting but circumstances at the time 
gave him no choice. The couple would continue to work 
together as artists, even moving to Sagada in the 80s 
but would eventually return to his native province shortly 
thereafter.  The piece is as much an intimate memento 
aa much as a fragment of an important time of Filipino 
art history.

by LISA GUERRERO NAKPIL
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Jose Joya (1931 - 1995)

Morning Haze
signed and dated May 16, 1974 (lower left)
oil on paper 
14 1/4" x 22 1/4" (36 cm x 56 cm

P 800,000
Accompanied by a certificate issued by Mr. Alexander 
Richard Joya Baldovino confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Jose Joya's works are highly figurative and conventionally 
representational. Indeed, he was one of the few Filipino 
artists who combined a keen intelligence, a love of 
country, and a modern sensuality of form that is uniquely 
ours. As the National Commission for Culture and the 
Arts (NCCA) has noted of Joya, "he espoused the value of 
kinetic energy and spontaneity in painting which became 
significant artistic values in Philippine art. His paintings 
clearly show his mastery of 'gestural paintings' where the 
paint is applied intuitively and spontaneously, in broad 
brush strokes, using brushes or spatula or is directly 
squeezed from the tube and splashed across the canvas." 
In Joya, as Francisco Arellana once said, "one could see 
the power of abstraction, which is either only potential 
or false in others but becomes an actuality. And his 
abstraction is total and absolute. Joya's masterpieces are 
not of the things of this world. They are incredibly unique 
on their own."
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Gabriel Barredo (1957 - 2020)

Light
dated 2008
rubber, fiber glass, aluminum, metal, acrylic, bulb
51 1/2" x 11 1/4" x 10 1/4" 
(131 cm x 29 cm x 26 cm) each

P 600,000
EXHIBITED
Soka Art, Visions, Beijing, July 26 - August 4, 2008

The saying “one 
man’s trash is 
another man’s 

treasure” is undoubtedly 
personified by the works 
of Filipino mixed media 
artist Gabriel Barredo. A 
graduate of the University 
of Santo Tomas, Barredo’s 
artistic practice has 
evolved into a seemingly 
theatrical display of found 
objects, mixed media, and 
other ephemera molded 
into otherworldly and 
surreal sculptures and 
installations. The contents 
of his sculptures include 
rods of electric fan covers, 
broken particles of car 
windshields, wood, paper, 
wrought-iron, antique 
radios, coconut husks, 

bottle caps, bed springs, fire-hose coils, conveyor belts, 
wooden beads, computer and refrigerator parts, cement 
grinders and other original materials to create a feast for 
the senses out of mundane objects. 

Given the nature of Barredo’s practice, one can argue 
that Barredo was one of the foremost practitioners of 
Maximalism in the Philippines. Unlike Minimalism, which 
is undoubtedly not only alive in Philippine art but in both 
Modern and Contemporary movements, Maximalism is 
not often looked at through much of an academic and 
critical lens. Despite this, the term is often used to describe 
an aesthetic of excess. In contrast to Minimalism’s 
insistence that less is more, Maximalism touts that more 
is indeed more. By being redundant, overtly complex, and 
excessive, one can see the richness and depth of art and 
design through its possibilities. Such is undeniably seen 
in Barredo’s art, whose excessive use showcases how a 
succinct vision is not muddled by how much material is 
utilized. (J.D.)
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Ramon Orlina (b.  1944)

Virtuality in Cobalt Blue
signed and dated 2014
carved cobalt blue glass
6" x 8" x 4" (15 cm x 20 cm x 10 cm)

P 300,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

Glass, prior to Ramon Orlina’s renowned oeuvres, was 
mostly valued only for its utilitarian function as drinking 
vessels or window glass panes. However, the creative 
vision of an architect saw beyond the humble origin of 
this industrial glass residue, culminating in an exultant 
body of works. Ever since, Orlina pieces have astonished 
the art world and been prized by numerous collectors. He 
has triumphantly transformed the medium by lifting it to 
the dignity and respectability of art.

“Glass is indeed an endlessly intriguing material,” Orlina 
has said. “This gives me a greater challenge to explore its 
possibilities.”

Using his own method and homemade tools, Orlina 
carves his figures from glass blocks without heat. His 
studies with light extend to experimenting new colors, as 
seen in this 2014 sculpture made of blue glass, a shade 
darker and deeper than his original liquid green.

2014 was a prosperous year for Orlina. His art museum, 
Museo Orlina, which showcases his finest and famous 
glassworks, was opened to the public. The glass house 
gallery also features a sculpture garden and amphitheater 
for musical and other artistic presentations, as well as 
photographs of Orlina’s famous works around the globe. 
In the same year, Orlina received the 2014 People of 
the Year Award from Stargate People Asia and the 
Rotary Club, along with the Quezon City Government, 
awarded him the Rotary Golden Wheel Award in Arts 
and Culture. (P.I.R)

With lightbox
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Augusto Albor (b.  1948)

Expanse (In DN Minor)
signed and dated 2007 (lower right);
signed again, titled and dated 2007 (verso)
acrylic on canvas
24" x 48" (61 cm x 91 cm)

P 180,000
PROVENANCE
Private Collection, Makati City

The lot at hand titled Expanse (In DN Minor) is among 
the “Expanse” series of Augusto Albor whose abstract 
oeuvres excel in the absence of premeditated structure, 
concept, or approach. The word “expanse” is defined 
in the dictionary as a great extent of something spread 
out, and in this case, it shows in the artist’s distinct use of 
space and color.

Albor’s artistic preference for minimalism is exhibited in 
this oil painting. His minimalist abstract expressionism 
does not overwhelm his viewers with bold colors and harsh 
lines, and thus his aesthetic speaks volumes to viewers 
that seek a calm, serene rendering of raw visual elements. 
Albor employed a variety of brushstroke techniques, 
incorporated gradients, and explored the capacity of 
color to create a realm of sensation and insight. As a 
result, Albor allowed the colors in his canvas the illusion 
of atmospheric space.

In 2007, the year this piece was made, Albor held a solo 
show titled Small Works at the Avellana Art Gallery and 
was also in a group exhibit titled “Santiguar” Saint at the 
Alliance Française. (P.I.R.)
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L etty Jimenez-Magsanoc was a Filipino journalist, 
and the former editor-in-chief of the Philippine 
Daily Inquirer. She was the first woman and the 

longest serving editor-in- chief of the daily newspaper she 
co-founded in 1985. Under her leadership, the Inquirer 
published major scoops, exclusives, investigative reports, 
that shaped national conversation, national inquiry, and 
influenced reform.

She was a patriot who made sure nothing stood in the way 
of democracy, freedom and justice. For Letty, journalism 
was a vocation, a public good necessary for a robust 
democracy. She was fearless in exposing leaders who 
were a threat to democracy, leaders with an insatiable 
appetite for power and wealth that bred corruption and 
violence.

While she was the editor-in-chief of the Inquirer, the 
writing style of the newspaper, especially the front page 

was described by many as “alive.” National Artist Ricky 
Lee said reading the Inquirer was “as if you were watching 
television.”

She saw to it there was a human face to facts, figures and 
issues. Profiles surfaced the essence and uniqueness of 
each subject matter.

Letty simplified and contextualized the most abstract, 
complex issues. She also celebrated positive news in the 
same fervor as the paper crucified the corrupt.

David Briscoe Jr., Manila Bureau Chief of the Associated 
Press in the 1980s described Letty as “A dear friend 
and hero of global journalism… Letty Magsanoc of the 
Philippines was, and is, a shining example (of) the best 
and boldest journalism can be—anywhere.”

She demonstrated what journalism can achieve when 
journalists stayed true and committed to the truth. 
In an interview with the Inquirer on its 30th founding 
anniversary, she reminded journalists “we have to keep 
our noses clean, so that they cannot throw anything at 
us…You have to live a scrupulously clean life. I mean, it’s 
necessary for the job.”

Letty said she always wondered why people called her 
brave. She said she was simply doing her job and there 
was no overthinking to be done. United Kingdom-based 
novelist and former Associate Editor of Mr. and Ms. 
Special Edition Candy Gourlay observed, “When you were
there, on the day, to witness Letty doing something 
courageous…saying things the way they really were and 
not accepting the safe, easy, convenient, escapist, let-
things-be route—you were never aware of the fearlessness 
or even the danger of the moment. All you knew was 
what Letty always made clear: It was imperative to tell 
this story. Some stories just had to be told. Should the 
consequences stop you from telling it?”

Letty had a big heart for her colleagues in media, even 
from rival media organizations. She mentored and 
protected them like family. Colleagues would run to her 
for professional and personal counsel. She was their 
biggest champion especially when freedom of the press 
was threatened.

Letty never wanted to talk about her vital role in shaping 
the country’s history and future. She shunned the limelight. 

LOT 73

LETICIA JIMENEZ-MAGSANOC
Icon of Democracy

Letty Jimenez-Magsanoc in the various phases of her life. 
UPPER RIGHT: Letty Jimenez-Magsanoc, recipient of the 1981 TOWNS (Ten 
Outstanding Women of the New Society) awards in the field of Journalism
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She was never comfortable being photographed or 
interviewed. Candy Gourlay said Letty always reminded 
journalists that “Writing is never about the writer. We are 
not the story!”

Letty’s life was a living prayer. She was steeped in faith, 
the source of her strength and courage and firmness of 
purpose. She heard daily Masses and did daily meditation 
walks.

In 2006, Time International hailed her as one of Asia’s 
60 heroes for the celebration of its 60th anniversary. In 
1993, she won the Honor Medal for Distinguished Service 
in Journalism from the University of Missouri. In 1981, she 
won the Ten Outstanding Women of the New Society.

After her death in 2015, the Philippine Senate passed a 
resolution citing her contribution to the restoration of 
freedom in the Philippines. In 2016, the Philippine Daily 
Inquirer named her as 2015 Filipino of the Year. In the 
same year, the Spirit of EDSA Foundation honored her as 
one of the fighters for freedom, justice and democracy.

TOP: Letty Jimenez-Magsanoc at the Bulletin Today Office where she was Editor-in-
Chief of the Panorama Magazine. MIDDLE: With former President Noynoy Aquino 
and former USA President Barack Obama, 2014. BOTTOM: Letty Jimenez-Magsanoc 
(standing 2nd from left) with fellow awardees of the University of Missouri Honor 
Award for Distinguished Service in Journalism. Judy Woodruff of PBS News Hour 
(2nd from left), Betty Cole Dukert of NBC Meet the Press (3rd from left),  U.S. 
Representative Helen Delich Bentley (seated left) and John Sengstacke of the 
Chicago Daily Defender (seated right).
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73  PROPERTY FROM THE LETTY JIMENEZ-MAGSANOC COLLECTION

Betsy Westendorp (1927 - 2022)

Poppies and Daisies 
signed and dated 1983 (lower right)
oil on canvas
43 1/4" x 77" (110 cm x 196 cm)

P 1,600,000
PROVENANCE
Acquired directly from the artist

EXHIBITED
Rustan's Gallerie Bleue, Manila, 1983

The flowers in Betsy Westendorp’s oeuvre evoke ethereal 
pictures of delicate gardens in which tranquility and 
freshness abound. Her sublime paintings of different floral 

species stem from her profound appreciation of her subjects. 

In an interview with Cid Reyes and published in the catalog of 
Westendorp’s 2021 retrospective at the Metropolitan Museum 
of Manila, the artist happily remarks: “With flowers, you have 
to know them also.” Westendorp also revealed that she would 
paint flowers she had just received. “I find flowers fascinating. 
Flowers are for everybody,” she adds. 

In this monumental work from 1983, Westendorp gives us 
a glimpse of her artistic garden featuring an assemblage of 
various flowers, such as poppies, azaleas, dandelions, and 
daisies. Her realistic renderings of the flowers give them a sense 
of palpability; it is as if one can touch their soft petals and smell 
their freshness and sweet fragrance. Westendorp’s realism gives 
tenderness and delicacy to her flowers. 

But flowers do not live forever. They are living creatures not 
absolved from the inescapable reality of death. Thus, the 
delicate elegance of Westendorp’s flowers evokes the Japanese 
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concept of mono no aware, which translates to “the realization 
of the impermanence of things” and its bittersweet admiration. 
Westendorp knows this, and she found a simple way for her 
flowers to sustain their innate beauty.

Cid Reyes writes in the same catalog: “[Westendorp] did the 
thing that would keep her flowers ever fresh and imperishable: 
she bred them in memory. Like some avid botanist, she had 
closely studied their physical structure and preserved them not 
only in her memory bank, impervious to the changing seasons 
and passage of time. She absorbed their essence, internalized 
them consciously and subconsciously to fuel her aesthetic 
engine. Thus, all her flowers are painted from memory, where 
they are always present and in perpetual bloom.”

Realizing and grasping the inescapable fact that things in the 
world are inherently ephemeral, especially life, is as poignant 
as the dreaded notion of death itself. But like flowers, the 

(melancholic) beauty of existence lies in its transience. 
Impermanence is ever present for us to appreciate the essence 
and actuality of everything. 

Flowers are among the most enjoyable things in the world due 
to their inherent beauty and fragrance. But as the popular cliché 
says, all things beautiful lead to an ultimate end. In this fast-
paced world, this thought is often forgotten until that beautiful, 
fleeting moment has already faded into the sands of time. Be 
that as it may, through Westendorp’s sublime works, the beauty 
of flowers will remain in perpetual bloom, always there for 
everyone to enjoy. It is a fitting reminder to make each moment 
count, fueling reflection and instigating creativity in the process. 
And indeed, that is the celebrated Besty Westendorp’s legacy in 
Philippine art. 

Like the eternal bloom of her flowers, Westendorp’s name and 
artistic contributions will endure in the annals of Philippine 
art. (A.M.)
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Bernardo Pacquing (b.  1969)

Notes on Ways & Means IV
signed and dated 2001 (lower right)
mixed media
27" x 39 1/2" (69 cm x 100 cm)

P 200,000
PROVENANCE
Acquired directly from the artist

Bernardo Pacquing continues to explore the expressive 
potential of abstraction through the use of various 
found objects that confront and confound perceptions 
of aesthetic representation, form, and value. His art 
displaces notions of indisputable forms by focusing on 
the organic contours of visual reality, creating space for 
coexisting affirmations and denials.

In visual art, mixed media refers to artwork that 
incorporates more than one medium or material. The 
most common examples of art that use mixed media are 
assemblages, collages, and paintings, and the materials 
are often all sorts of paint or any found objects. Pacquing’s 
mixed media pieces are inspired by the overlooked traces 
of urban life, a collection of ephemera and detritus from 
the street. The abstract painting at hand is titled Notes on 
Ways & Means IV and is dated 2001. In 2000, Pacquing 
was given by the Cultural Center of the Philippines the 
Thirteen Artists Award, an award granted to exemplary 
artists in the field of contemporary visual art. (P.I.R.)
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75

Juvenal Sansó (b.  1929)

The Golden Expanse
signed (lower right)
ca. 1960
oil on canvas
15" x 31" (38 cm x 78 cm)

P 1,000,000
Accompanied by a certificate issued by Fundacion Sansó
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

A modernist master is Juvenal Sansó, whose art is noted 
for its enigmatic allure. His ability to reflect his sentiments 
into his oeuvres truly captures the essence of his artistry. 
He is always inspired by his environment, stimulated by 
real and imagined settings, and the deep bond between 
the artist and nature is revealed in his oil canvases that 
depict surreal landscapes and seascapes.

As per the New York Herald Tribune, “Sansó shows 
attractively wishful landscapes and sea-coast scenes, 
some of the latter, painted in the Philippines and 
featuring cathedral-like constructions for trapping fish at 
low tide.” The solitary sceneries of Sansó are often devoid 
of human presence, however, an existential change 
within the fine artist will be reflected through the colors 
that seep into his compositions. According to “After the 
Deluge Comes the Dawn,” it first came as background 
hues of reds or blues in his barong-barong and baklad-
inspired paintings, and later it then manifested into his 
landscapes and seascapes. Sansó painted his skies with 
blues, reds, yellows, and oranges – colors reminiscent of 
nature. His brilliant use of light to create a unique sort of 
surrealism evokes a beauty that is iridescent, as observed 
in The Golden Expanse. One can see in this Sansó piece 
the minutiae and intricacies, mastery of forms, and genius 
vision that led the world-renowned painter to craft the 
aesthetic that flaunts his talent and imagination. (P.I.R.)
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Emmanuel Garibay (b.  1962)

Sagrada Familia 
signed and dated 2001 (lower left)
oil on canvas
36" x 34" (91 cm x 86 cm)

P 400,000
PROVENANCE
Private Collection, Iloilo City

In his works revolving around Christianity and theology, 
Emmanuel Garibay has always aimed to situate Jesus 
Christ, the saints, and other religious figures within 

the context of the Filipino masses. Garibay is well-versed 
in theology, holding a Master of Divinity from the Union 
Theological Seminary in Cavite. Garibay then has been 
using this learning to amplify the repressed voices of the 
impoverished with a kind of Christianity that is closer 
to the masses' experience. In Rod Pattenden's article 
"Recognizing the Stranger: The Art of Emmanuel Garibay," 
the artist remarks: "I am concerned to find a Jesus who is 
contextualized into our own life and national situation. 
A Filipino Jesus continues to be part of the colonial past 
that is still present. This is a Jesus with a four-hundred-
year history who looks white. The church continues to 
support this colonial view and allows it be embellished 
with gold, and therefore, more importantly with power 
and authority." 

The previous statement resonates more deeply with 
Garibay's evocative depictions of the Holy Family, a 
subject that has seen several interpretations in his oeuvre. 
Garibay touches on the Filipinos' affinity for the family 
to present an unvarnished image of the Filipino family, 
stripped of any romanticization. A prominent example 
is this 2001 work titled Sagrada Familia. Here, Garibay 
depicts a family of three living in a jeepney, which, for 
many Filipino urban poor families, serves as their means 
of sustenance and habitation.

Garibay enkindles a new way of seeing through this 
work. Far from the majestic depictions of the Holy Family 
in traditional Christian art, Garibay's Sagrada Familia 
situates the image of Mary, Joseph, and Jesus within the 
people's material conditions, emphasizing the precarious 
living of many Filipino families. The family's nakedness 

represents vulnerability. As one can see, the mother's 
and father's lips are intentionally left out, symbolizing 
how the voices of the masses are repressed, their 
grievances suppressed, and their actions brutally stifled 
by those in power. Like in his other variations of the Holy 
Family, the jeepney, according to Garibay, also alludes to 
running away from the endless cycle that is poverty and 
oppression, resembling the Holy family's flight to Egypt to 
escape Herod's persecution. 

But hope remains, however elusive it may be. Garibay 
shifts the viewer's attention to the child, the work's 
central figure. Alluding to Rizal's famous line in his A la 
juventud filipina, Garibay espouses the belief that the 
youth remains the "fair hope" of the motherland; they are 
inherently and historically militant and progressive and 
possess innate vigor. The child is depicted in the Salvatore 
Mundi pose, a metaphor evoking Emmanuel Lacaba's 
enduring maxim, "Awakened, the masses are Messiah!" 
The same goes for the radiant halos surrounding the 
figures' heads, representing that the people are an 
enlightened force who possess the power to overthrow 
the triangle of oppression.

Through this work, Garibay instills that God is ever-present 
in the oppressed, the downtrodden, and the wailing 
masses. God incarnate through Jesus was born poor, 
raised poor, and died poor and persecuted, which is the 
brutal reality for many Filipino families. Contextualizing 
the image of the merciful, omnipotent, and omnipresent 
God within the actual situation of many Filipinos is a 
road towards a liberating Christianity and theology, in 
which humans are humanized, religion is transformed 
into an instrument of dissent, and God's image becomes 
more empathetic, i.e., able to partake in the masses' 
suffering. (A.M.)
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Ramon Orlina (b.  1944)

Untitled 
signed and dated 2011
carved asahi glass
11" x 8 1/2" x 8" (28 cm x 21 cm x 20 cm)

P 1,400,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

The enduring love for glass as a delicate yet powerful 
medium in sculpting has always been the primary catalyst 
for the genius and magnificence of Ramon Orlina’s 
works. Orlina’s works exude that kind of calming and 
comforting aura, which comes from the artist’s treatment 
of his works as a creative praxis bordering on the divine 
and spiritual. Thus, viewing Orlina’s works is having that 
fortuitous opportunity to catch a glimpse of his graceful, 
sublime, and sophisticated virtuosity. The work at hand is 
the quintessential Ramon Orlina, in which the divine and 
the mundane harmoniously converge. (A.M.)
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78

Mauro Malang Santos (1928 - 2017)

Church and Houses
signed and dated 1980 (lower right)
tempera on board
30" x 30" (76 cm x 76 cm)

P 700,000
Accompanied by a certificate issued by West Gallery
confirming the authenticity of this lot

PROVENANCE
Museum of Philippine Art

Mauro “Malang” Santos was renowned for his diverse 
oeuvres, from the figuratively abstracted to the purely 
abstract renditions of folk figures to still lifes and 
landscapes. His aesthetic draws inspiration from urban 
and rural realities. As a notable comic artist, the paintings 
of Malang emanate an alluring resemblance of his 
cartoonwork, as seen in this 1980 piece.

The little town paintings of Malang glisten and gleam, a 
rare spectacle that perfectly captures a quality unique to 
Filipino art. A sense of vibrant life is conveyed by the warm 
colors modulating in various intensities. The influence 
of cubism is observed in the simplified, geometricizing 
treatment of the town structures. His depictions of built 
elements have long been praised and cherished for their 
distinct reductive qualities. Malang employed the use 
of “cluster-images” and his affinity for a vibrant palette, 
rendering the row of houses or barong-barongs as almost 
playful and light-hearted. A year after the creation of this 
piece, in 1981, Malang was awarded the Patnubay ng 
Sining at Kalinangan from the City of Manila. (P.I.R.)
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The tall, handsome, intelligent gentleman with a 
leonine air was an imposing presence in Manila’s 
august business and cultural gatherings for 

several decades. A formidable and intimidating figure, 
he was greeted with respect, affection, and effusiveness 
by all the people who mattered. Yes, he could be stern 
and irascible, specially when encountering mediocrity 
and unscrupulous behavior, yet he was always indulged 
because of his sincerity and stature. Born in the highest 
reaches of Manila society prewar, he lived up to the 
privilege and distinguished lineage with an extensive, 
expensive education and an excellent professional 
record. A profoundly nationalistic and altruistic man, 
Benito J Legarda was the Manila patrician personified. 

Benito Justo Fernandez Legarda V was an economist by 
profession and a historian by avocation.

Beniting Legarda had a dreamy, musical, and poetic side, 
according to his daughter Dr Isabel: “He could identify 
almost any piece of classical music that was playing 
on the radio, and he could recite poetry from memory, 
thanks to formative years spent ensconced, under the 
tutelage of the Jesuits, with the likes of Tennyson and 

Swinburne. Whenever we would be out at night and 
there were clouds around the moon, he would quote ‘The 
Highwayman’ by Alfred Noyes and say, ‘The moon was a 
ghostly galleon tossed upon cloudy seas.’ On the night 
he died, when my husband, daughter and I went out for a 
quiet dinner outdoors (including oysters, in his honor), my 
daughter looked up at the sky and exclaimed, “It’s Abu’s 
moon!” And indeed, there it was: a half moon surrounded 
by a few clouds, a few wisps of which could be seen adrift 
across its luminous surface — a ghostly galleon tossed 
upon cloudy seas.”

Dr Isabel Legarda shared their family life: “The dinner 
table was our place to spend ‘quality time’ with him, 
and it was a banquet of stories as well as delicious food. 
Some that I remember: he enjoyed chasing after fireflies 
as a child, and relished the taste of ‘salabat’ (ginger tea 
--- AG) after Mass from a stall outside the church; his 
grandmother as a teenager took a stroll in Paris with 
José Rizal the year the Eiffel Tower was completed; when 
he was 16 a Japanese soldier threatened his life; when he 
was ready to attend university he had to time perfectly his 
leap from a bobbing dinghy to a rope ladder dangling off 
a larger ship to sail to America; he was unsure of which 
public restroom to use in the US after the war — the one 
labeled ‘white’ or the one labeled ‘colored;’ and some of 
his happiest memories came from his adventures with 
the Harvard Glee Club.”

Dr Isabel continued: “He had a sense of humor and 
very much enjoyed a good laugh. He would erupt with 
laughter over my children’s antics or stories when they 
were younger. One time I showed him a video of my son’s 
school orchestra playing a Halloween concert for which 
each player came out and played in costume. How my 
dad guffawed with delight at the sight of his grandson 
playing violin in a sheet with two eyeholes cut into it, like 
the ghosts in the ‘Peanuts’ cartoon strips.”

Don Beniting Legarda. © Instituto Cervantes

LOTS 79 - 81

MEMORIES OF 
DON BENITO J. LEGARDA JR. (1926 -2020)

by AUGUSTO M.  R .  GONZALEZ I I I
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79  PROPERTY FROM THE DON BENITO J. LEGARDA JR. COLLECTION

Alfredo Carmelo (1896 - 1985)

Sailboats
signed and dated 1949 (lower right)
oil on canvas
16" x 20" (41 cm x 51 cm)

P 600,000
PROVENANCE
Acquired directly from the artist

Carmelo's paintings are characterized by their use 
of bright colors and bold brushstrokes. He often 
incorporates an often overlooked genre in art; Marine 
painting. His artistic practice led him to create body work 
that featured ships, boats, and sailors docked at lively 
harbors or traversing the high seas. Carmelo had taken 
up painting during the first decade of the turn of the 
twentieth century. The painting of ships and seascapes 
came naturally to him; primarily the scenery surrounding 

Pasig River and Manila Bay. This would become a 
lifelong quest. Whether he was in Manila, Hongkong, 
or Barcelona, those around him noted that he would 
often be seen with brush and canvas in hand, painting 
the different kinds of ships he saw and learning about 
their distinct local histories. From galleons to battleships 
and brigantines and brigs, Carmelo’s interest in maritime 
affairs and the impressive feats of engineering that allow 
us to conquer the waves lead to numerous highly sought 
after works, around a hundred of which can be found 
in notable public and private collections not only in the 
Philippines but around the world as well. (J.D.)
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ELIAS AND SALOME: 
Heroes of Rizal’s Lost Chapter of the Noli

by   PROF.  MICHAEL CHARLESTON “XIAO” BRIONES CHUA

FILIPINO PUBLIC HISTORIAN

Once again, our national hero Dr. José Rizal is the 
hot topic of a new generation.

Recently, the major TV network GMA-7 re-imagined his 
novels and turned it into a phenomenal television series, 
Maria Clara at Ibarra. It featured a Gen-Z character, Klay, 
who is sent by her professor to the past to experience the 
world of 19th-century Philippines.  The tv series breathed 
new life and renewed interest in Rizal’s works which had 
been previously reduced to required reading in schools 
through the decades.  Thanks to the teleserye, people 
were brought out of their jaded attitude about an all too 
familiar work and felt the emotions that our ancestors 
must have felt when they first read the Rizal novels.

The Noli me Tangere and El Filibusterismo were said to 
have helped create our nation.  Their stories gave those 
before us a sense of common suffering that united  the 
country in a national sentiment.  

The Jesuit historian Father José Arcilla gave an interview 
in June 2011 during the 150th birth anniversary of our 
National Hero José Rizal in Howie Severino’s documentary 
Pluma:  Si Rizal, ang Dakilang Manunulat.  When he 

talked about Rizal’s first novel he said, “In Don’t touch it 
(Noli Me Tangere), bahala na,  Rizal wanted to wake up 
the Filipinos,  because of this really tremendous let down 
he experienced in Spain, his realization that everyone is 
free there, not in my country.  Because the Filipinos are 
patay-patay!”

The statement can be easily be misunderstood as Fr. 
Arcilla’s own general put-down of the Filipinos, after all, 
he is an expert on Spanish colonialism.  But listening 
carefully, one realizes that when he says that the Filipinos 
were “patay-patay,” it was actually Rizal’s own view.

To further clarify what Fr. Arcilla meant, we turn to 
what Azerbaijan-born German Rizalist scholar Manuel 
Sarkisyanz tells us that when Rizal went to Spain, he was 
able to distinguish what he called “The two Spains.”  

Rizal came from the Spain of colonial Philippines, 
backward and not progressive, where most of the people 
were uneducated and there was not much freedom.  And 
then in 1882, he arrives in “Mother Spain” and despite 
its imperfections, found the people there free to express 
their discontent with the government and are talking 
about science and liberal ideas.  This also explains the 
oddity that the Filipino propagandists in Europe were 
campaigning to assimilate, first to dismantle the colonies 
and become a Spanish province and for Filipinos to 
have the same rights as Spaniards rather than urging 
for complete independence. This is the premise in which 
Sarkisyanz told the young Ambeth Ocampo in an interview 
that in the end, “Rizal was a Victim of a Struggle between 
Spain and Spain.”

We have lionized his characters in the Noli me Tangere 
as Rizal’s ideal characteristics of Filipinos.  Many of us 
see Rizal in Crisostomo Ibarra, only to realize that Rizal 
actually told his friend José Alejandrino that he regretted 
killing Elias and making Ibarra live to plot the revolution 
in his second novel because success cannot be expected 
in any undertaking of an egoist who only wanted revenge.  
We see Maria Clara as the model “babaeng Filipina” only 
to see her upon second look as a weakling who was not 
able to fight for her love, and in many ways, who would 
even betray Ibarra.  With this realization, some have 
ev branded Rizal a misogynist because he made all his 
women characters weak.  Most especially the character of 
the mother, Sisa, an abused wife with two kids brutalized 
by the parish priest as they served in the church.  Both 
kids would go missing and she would have a mental 

“On the batalan of the hut, a girl of about seventeen 
to twenty years is busy sewing a camisa of bright 
colors. She is attractive and beautiful, but her 
beauty is like the flower that grows wild not 
attracting attention at first glance, but rather whose 
beauty is revealed when we examine them carefully. 

“Now and again, she would watch the lake, 
waiting for the arrival of Elias. Suddenly, she 
heard footsteps. She laid aside her sewing and 
waited patiently beside the bamboo stairway. Elias 
appeared carrying a bundle of firewood and a bunch 
of bananas which he placed on the floor while he 
handed a wriggling dalag to Salome.” 

— From “Chapter X”, the missing chapter of 
Rizal’s Noli Me Tangere, translated by Charles Derbyshire
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breakdown, going around town, looking for her sons.  
Doña Victorina suffered from a colonial mentality and 
wanted to be white, and Doña Consolacion, the military 
commander’s india wife, imposed severe cruelty on Sisa.  
 
Many are surprised about this because we were taught 
many times that the Noli me Tangere was just an attack 
against the Spaniards and their colonial system imposed 
upon Filipinos, the social cancer.  This is correct, but we 
should also see it as Rizal’s warning against our own 
tendencies to be weak and submissive, which many don’t 
realize because many are not educated.  After all, the 
Noli me Tangere was a technical term for a cancer in the 
eyelids.  We continue to suffer a problem of perception. 

Again, although it can be argued that Rizal was not only 
criticizing colonialism, but he was also making a wake-up 
call to our tendency to be timid in the face of oppression, 
especially the women of the 19th-century. These 
novels were read and talked about, and helped usher 
a conversation which eventually led to the Philippine 
Revolution of 1896 and to the end of Spanish colonialism 
in the islands two years after.

This whole context is needed to see why this early painting 
of National Artist for the Visual Arts Fernando Amorsolo, 
Elias and Salome, is important and valuable.

Rizal’s financial problems would hinder the publication of 
the Noli, if not for the generous contribution of his friend, 
Maximo Viola, dubbed the savior of the Noli.  Finding the 
cheapest printer in Berlin, run ironically by women, Rizal 
was able to produce 2,000 copies for P300.00.  Yet, to be 
able to print that number of copies, he had to take out 
some parts of the novel that would not affect the over-
all storyline.  One of the pages sacrificed was a whole 
chapter entitled ‘Elias and Salome.’  It would damn the 
woman beloved of Elias into an intended  and eternal 
oblivion.

Naturally, in the subsequent editions and translations of 
the novels which were based on the printed version, the 
chapter would be missing.  Elias developed an image of 
being the noblest, most selfless and patriotic character in 
the novel, whose only love was his native land.

But Rizal’s original manuscript of the novel — which 
was safeguarded by the family — would also be read 
and examined and it became apparent to anyone who 
did that there were missing parts from the printed Noli.  
Unlike in the El Filibusterismo, when in his depression 
Rizal ink-brushed whole chunks of deletions violently, he 
only marked the deleted pages of the Noli with a line at 
the side of the passages, and hence they could still be 
read.

Despite being sentenced by its author to oblivion, the 
ghost of Salome would re-appear, in later editions and 
translations of the Noli, in newspaper articles, and in 
dramatic portrayals like Rain Matienzo’s brief but powerful 
performance as Salome in GMA’s 2002 television series 
Maria Clara at Ibarra — and in art, such as Fernando 
Amorsolo’s 1934 painting, Elias and Salome.

Amorsolo depicted what Rizal described as the setting, 
“On a batalan or bamboo porch, taking advantage of 
the light of day, a young girl of some seventeen years is 
sewing a shirt of brilliant colors and transparent weave.  
Her clothes are ragged but clean and decent.  Her blouse, 
like her skirt and tapis are covered with patches and 
stitches.  All her adornment, all her jewelry, consist of a 
single plain turtle-shell comb to keep her simply dressed 
hair in place, and a rosary of black beads hanging from 
her neck over her blouse….  Now and then she would look 
towards the lake whose waters are somewhat disturbed, 
suspend her work and listen carefully, but not discovering 
anything, return anew to her sewing with a slight sigh.”  
Although Rizal described only ducks, chickens, turkeys, Rizal’s Noli sparked a revolution.
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and pigeons in the scene, Amorsolo also added a Filipino 
dog in it.

Detailed in the chapter, Salome would hear footsteps.  
Elias finally arrives and talks about the famous incident 
during the picnic on the lake and Salome realizes that her 
lover is now a fugitive from the authorities.  With tears in 
her eyes, she also reveals that she needs to leave the hut 
in which they shared happy moments together to live with 
her relatives in Mindoro because it is not proper that she 
lives alone in San Diego.

Elias asks if is it because she has lost interest in him and 
Salome professes that the only beautiful time she has 
is when she looks forward to their afternoon meetings.  
She then proposes that he join her in Mindoro.  This is 
when Elias says that this is impossible because of what 
happened in the lake that morning.  Ibarra saved him 
from the crocodile, and Elias now owes his life to him; he 
has sworn from then on that he will protect this man from 
anything.  He also says that wherever he goes, his past 
will only haunt him and he will be discovered.

Understanding this, Salome entrusts her humble home to 
Elias and asks him to lie and dream where she once slept 
so that when she is Mindoro she would think of home and 
it would still be there as if they were together.

With this, Elias is overcome with emotion but hesitates to 
say more and finally bids goodbye to the love of his life.  
The sound of his footsteps fade away as Salome watches 
her lover move further and further away until his figure is 
lost in the woods.

Elias, as it turns out was Rizal’s real hero in his novels, not 
Crisostomo Ibarra.  Yet, he is humanized in this lost chapter 
and is depicted as capable of giving love to a person.  He 
is full of giving and loving because he also knows how to 
receive love.  And Salome, despite being ejected from the 
novel, endures through time because she matches Elias’s 
strength and fortitude.  Historian Mary Jane Rodriguez-
Tatel, a professor of Philippine Studies and Rizal in the 

University of the Philippines, uses Rizal’s characters as a 
frame as to how 19th century women were depicted in 
lithographs in her paper “Sulyap ni Maria Clara, Titig ni 
Salome: Dalawang Mukha ng Salaysay ng Kababaihan 
sa Litograpiya ng Ika-19 na Dantaon sa Pilipinas.”  She 
differentiates Maria Clara’s confused identity as a 
colonized native to Salome’s difficult upbringing which 
resulted in a more resolute character who knows her 
identity and culture.

The ghost of Salome, however brief her appearance was 
in the Noli, must always re-emerge for Filipinos of many 
generations because she fills our need to be assured that 
our National Hero did not only think of Filipina women as 
weaklings.  Because many of us will never accept that the 
model of the Filipina woman should be poor Maria Clara.  
Paraphrasing the French, if Salome did not exist, it would 
have been necessary to invent her.

And this is the reason why even if deleted in Rizal’s novel, 
Amorsolo’s Elias and Salome should be the foremost 
enduring image in the Noli me Tangere, the work that 
helped give birth to the nation.  Because the story depicted 
in the painting will remind us how we Filipinos really think 
of love — and that true love is the willingness to sacrifice.
 

A small part of the essay were lifted and revised from the 
author’s Walking History Columns of 10 and 17 January 2023 
at The Manila Times.

Jose Rizal, Philippine National Hero
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80  PROPERTY FROM THE DON BENITO J. LEGARDA JR. COLLECTION

Fernando Amorsolo (1892 - 1972)

Elias and Salome
signed and dated 1934 (lower right)
oil on canvas
13" x 19 3/4" (33 cm x 50 cm)

P 5,000,000
LITERATURE
Roces, Alfredo R. Amorsolo: 1892 - 1972. Makati City: 
Filipinas Foundation Inc., 1975. Full color illustration 
and painting description on page 186. 

Only the magnificent talent of Fernando Amorsolo 
could do justice to this moving scene from the lost 
chapter of Jose Rizal’s Noli Me Tangere. It instantly 

reveals the Maestro as a devoted Rizalist familiar with this 
little-known part of the hero’s first novel. (His daughter 
Sylvia Amorsolo Lazo confirmed that indeed “he admired 
Rizal as a hero, writer and artist.” She added, “Definitely, 
he had read the Noli and the Fili since Papa painted 
subjects that referred to Rizal’s life and works.”)

Elias and Salome would be known as Chapter X, Rizal’s 
eminent translator Charles Derbyshire would write, partly 
because Rizal would excise it by writing a large X over its 
words. It is believed that he did so in order to save money 
on the book’s printing cost by cutting its pages.

For the work at hand, Amorsolo has faithfully depicted the 
backdrop of Rizal’s missing scene: The fateful batalan (or 
porch) perched on the lake’s edge and the chickens in the 
yard that Salome would tend. He has added, however, a 
pale aso (dog), perhaps a symbol of Salome’s loyalty and 
steadfastness, but also as a premonition of tragedy. 

Interestingly, in the only known photograph of Rizal’s 
execution, a white dog is also present. An eye-witness 
account of the soldier Hilario Martinez, of that dark 
day most significant to our nation, would recount that 
‘Suddenly, as if from nowhere, a small dog appeared 
and ran in circles around Rizal’s fallen body, barking and 
whimpering.’ Martinez believed that it foretold misfortune. 
That pup was captured standing near the Spanish soldiers 
in the famous picture and indeed, it would bode the end 
of the Spanish empire in the Philippines.

Salome is painted as Rizal describes her in his mind’s eye, 
beautiful but not instantly noticeably, sewing diligently a 
many-colored camisa (blouse), possibly because it was 
so well-worn and covered in patches and stitches like 
the rest of her clothes. She wears a black rosary around 
her neck, proof of her simple but powerful piety; a single, 
plain turtle-shell comb is seen in her hair. There is a bower 
of bamboo trees whose rustling leaves which Salome says 
gives her comfort on her solitary nights. Elias sits beside 
her clasping her hand; he is in the middle of bidding her 
a painful goodbye. Salome clings to the hope that he will 
nevertheless come home to her little hut even when she has 
departed, allowing her to dream that they are never apart. 

Another presence may also be felt in this painting : 
Amorsolo’s glorious vista of the mystical Laguna de 
Bay and the rose-colored sunset sky above it is a third 
character on its own. He would paint landscapes after all 
that were inseparable from the people who would till and 
cultivate it, whose contours, light and shadows would be 
woven into their lives. Indeed, it was the same for Jose 
Rizal, a proud son of Laguna, and whose own memories 
of his beloved lake would also become an eloquent 
metaphor of his characters’ lives, mirroring or countering 
their fates with its ebb and flow. (Could that be perhaps 
Mount Sembrano’s blue outline in the distance?)

That this rare work is from the collection of Don Benito J. 
Legarda Jr. (1926-2020) makes it even more exceptional. 
Legarda was a widely respected scholar, an economist 
by profession and a historian by personal preference. 
He also had a talent for seeking and acquiring the most 
extraordinary of Philippine art, books, maps, and religious 
iconography; and the keen eye and means to pursue 
them. He came from impeccable pedigree; and was both 
a patriot and a public servant, serving in the government 
in various capacities, including the Central Bank.

 Jorge Pineda’s rendition of the only known photograph of the Execution of Jose Rizal. 
A white dog is captured among the Spanish officers.

A National Artist 
Captures the National Hero
by L ISA GUERRERO NAKPIL
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I remember visiting Alcuaz's studio in the Holiday Inn 
Manila (now the Manila Pavilion) quite a few times 
when I was a little girl. My mother was taking oil 

painting lessons from Alcuaz, and she would sometimes 
bring me along. I recall being intrigued by the idea of 
a painter living in a hotel—that sounded like fun!—and 
I remember Alcuaz as a kind, playful man who could 
make me laugh. One time—I think I was about seven*—I 
happened to be wearing my favorite faux-pearl headband 
and a yellow dress my parents had bought for me in 
Disneyworld, with puffy white sleeves and light blue bows 

at the shoulders. Almost on a whim he told me to sit with 
my Little Red Riding Hood doll and started to sketch me 
(with pastels? I'm not sure). He worked so quickly. It was 
done in a short time. He put a title on it and read it to me 
with great satisfaction: "Pretty Tweety." I felt that he had 
made me look much prettier in the drawing than I looked 
in real life, but it's probably good for young girls to see 
that others can see them in such a positive light—that's 
a gift he gave me that I'll always cherish. The drawing 
hung in our living room in the States for many years, then 
in my parents' home in Greenhills until their death.

TOP: A photo with the matriarch Dona Trining Fernandez Legarda and other family members with the painting in 
the background. BOTTOM: Isabel with husband, Eric Thompson, and their two children Bianca and Jean-Michel.

PRETTY TWEETY
by ISABEL "TWEETY "  LEGARDA
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81  PROPERTY FROM THE DON BENITO J. LEGARDA JR. COLLECTION

Federico Aguilar Alcuaz (1932 - 2011) 

Pretty Tweety
signed and dated 1978 (lower right)
pastel on paper
22" x 28" (56 cm x 71 cm)

P 120,000
PROVENANCE
Acquired directly from the artist

"I spent my early childhood in Manila but moved 
with my parents to the States at age 9. I studied 
literature in college, then went to med school 

and now work as an anesthesiologist at Massachusetts 
General Hospital. I still keep connected to my literary 
roots, however, and have published several poems and 
short stories in literary journals in the U.S. and Australia."

— ISABEL " TWEETY "  LEGARDA
Tweety wearing the same dress as the painting.
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82

Norma Belleza (b.  1939)

Still Life with Flowers 
and Glass Lamp 
signed and dated 1996 (upper right)
oil on canvas
24" x 30" (61 cm x 76 cm)

P 200,000
PROVENANCE
Private Collection, Manila

A true auteur of the rural and the 
idyllic, Norma Belleza is known 
for her delightful interpretations 
of Philippine life. Through her 
vibrant color harmonies, distinct 
brushstrokes, and fascinating figures, 
Belleza’s works have undoubtedly 
captured the spirit of the everyday 
folk activities and preoccupations. 
More than painting vendors in the 
market, she also depicts outdoor 
vendors of local food such as the 
halo-halo, among others one can see 
being sold in the parks and streets. 
She celebrates the richness of rural 

83

Francesca Enriquez (b.  1962)

Interior (Dining Room)
signed and dated 1993 (lower right)
oil on paper
22" x 27" (56 cm x 69 cm)

P 100,000
PROVENANCE
Finale Art File, Makati City

Francesca “Keka” Enriquez is a multi-
awarded artist whose oeuvres are 
always rendered in expressionistic 
brushstrokes and colorful 
compositions. Her interior paintings 
are described as “something that 
is easy on the eyes in terms of 
color and composition using a lot 
of thick paint.” Keka would look 
at photographs, read magazines, 
and visit galleries, continuously 
exploring various artistic processes. 
Her works showcase a genius kind of 
randomness and confident intuition, 
also pure passion and dedication to 

the craft. Her paintings of colorful 
domestic interiors are reminiscent 
of the Post-Impressionist works of 
artists such as Pierre Bonnard and 
Henri Matisse. Unlike these masters, 
however, there are decidedly no 
people inhabiting these spaces 
of domesticity, making them 
romanticized images belonging 

more to a realm of idealized and 
decorative “magazine” beauty rather 
than a real space of habitation.

The lot at hand is a 1993 oil on paper 
piece titled Interior (Dining Room). 
A year after its creation, in 1994, she 
became a recipient of the CCP Thirteen 
Artists Award. (P.I.R.)

life and the joys of being Filipino.
In this work, Belleza seemingly takes 
a step back from her usual depiction 
of the hustle-and-bustle of rural and 
local life and presents to us still-life 
piece. Here we see a set of flower 

arrangements supplemented by a 
variety of other decorative motifs. 
Though it does not contain her usual 
outings, one can still feel the warmth 
and welcoming charm attributed to 
Belleza. (J.D.)
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84  PROPERTY FROM THE LLITA TORRALBA LOGARTA COLLECTION

Angelito Antonio (b.  1939)

Fisherman 
signed and dated 1990 (lower right)
oil on canvas
29 1/2" x 41 1/2" (75 cm x 105 cm)

P 500,000
León Gallery wishes to thank Mr. Marcel Antonio 
for confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist

Angelito Antonio is a genre artist acclaimed for his bold 
diagonal lines, unique approach at figurative distortion, 
and use of black combined with strong primary or muted 
tertiary colors. In the early days of his artistic career, his 
Neorealism stood out from the rest as he delineated his 
shapes with linear clarity, then blurring the adjacent areas 
into washed-out tones. In his recent canvases, afterwhile, 
colors are more intense and opaque. Antonio attempts 
to accomplish the same effect with a restricted black and 
white palette highlighted by their varied tones and hues 
by doing away with his primary and tertiary colors.

Half a century spans the creative practice of Antonio. He 
was an art student at the University of Santo Tomas. He 
owns more than twenty local and international awards to 
his credit, some of these awards include the 3rd Prize in 
the 1963 annual art competition of the Art Association of 
the Philippines and the Grand Prize in 1964. He became 
a recipient of the Thirteen Artist Award in 1970 and the 
Patnubay ng Sining at Kalinangan Award from the City of 
Manila in 1984. Antonio is married to fellow artist Norma 
Belleza, with three children who are also painters. (P.I.R.)
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85  PROPERTY FROM THE COLLECTION OF A DISTINGUISHED COUPLE

Ang Kiukok (1931 - 2005) 

Still Life with Pitcher
signed and dated 2000 (lower right)
oil on canvas
24" x 22 1/2" (61 cm x 57 cm)

P 1,800,000
PROVENANCE
Finale Art File, Makati City

In the book Kiukok: Deconstructing Despair, Alfredo 
Roces writes that “of the modernists, [Ang] Kiukok has 
worked the still life to the fullest.” Roces continues: 

“Starting from linear forms in austere grey and brown 
on a textured surface, over decades Ang Kiukok took his 
series on “crates” to more complex and bright-colored 
cubistic groupings of tabletops containing a potted plant, 
or some fruits, or bottles. The lines and planes perform a 
dance of spatial illusion.”

Before Ang became the revered modernist that he came 
to be, he was first known as the son of Chinese immigrants 
who owned a sari-sari store in Davao. There, the Kiukok 
family sold various goods, including abaca, dry goods, 
and grocery items. By the late 1930s, the family business 
expanded, operating three stores, one in the city and two 
in a neighboring town.” 

“We lived by the beach,” Kiukok shares, “and my father 
would buy abaca and coconut to take to the pier in Davao 
City. He was a trader, so he would bring back canned 
goods and rice to sell to the outlying areas.”

It was this exposure to a manifold of produce where Ang 

acquired his mastery of the still life, breathing diverse 
characters, expressions, and (often muted) emotions.

In this piece, Ang presents a simple yet delectable feast. 
Here we can see an assemblage of fruits—ripe mangoes 
placed in a bowl and a guava, a slice of fresh watermelon, 
and a hand of bananas distributed in different parts of 
the table. A pitcher filled with water stands prominently. 
With the vibrancy of the composition, one can palpably 
relish the enticing and palatable sweetness of the fruits. 

Ang’s still lifes are orderly, yet they have a subtle and 
delicate hint of expressionism. The artist explores and 
dissects the essence of the subjects by rendering them in 
his signature Cubist language. The subjects appear like 
puzzle pieces fastened to form an integral whole. This is 
particularly evident in the table, in which the crispness 
of the colors and starkness of lines employed by the 
artist lend spatial illusions and a diversity of expressions. 
Moreover, Ang’s planar and spatial acuity is discerned. 
Composition is flattened, distortion is employed, and 
intense colors are applied, emphasizing the subjects’ 
essence rather than its materiality. Perception is what 
Ang aims to underscore. (A.M.)
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86  PROPERTY FROM THE COLLECTION OF A DISTINGUISHED COUPLE

Romulo Olazo (1934 -  2015)

Hong Kong Suite #86
signed and dated 1995 (lower right)
acrylic on paper with pinatubo ash
14" x 18" (36 cm x 46 cm)

P 240,000

87  PROPERTY FROM THE COLLECTION OF A DISTINGUISHED COUPLE

Romulo Olazo (1934 -  2015)

Untitled 
signed and dated 1986 (lower left)
oil on board
14 1/2" x 24" (37 cm x 61 cm)

P 200,000

The Hong Kong Suite series of Romulo Olazo started in 
1995, as the first piece of it is dated that year. He, the 
artist, was known to adopt a system of assigning a serial 
that utilized Roman or Arabic numerals, as exhibited in 
his Diaphanous series. The system was implemented to 
catalog and maintain a record of the number of paintings 
that Olazo has produced. However, these Hong Kong 
Suite series are actually part of Olazo’s Untitled Series. 

The Untitled Series constituted Olazo’s experimental 
stage. His works under this series took his art to a new 
dimension. Although it is regarded by some as a betrayal 
of his beloved Diaphanous, others view it as artistic 
transition.

The Untitled Series was described in the monograph 
Romulo Olazo as: “In gestural abstraction, the artist 
makes his presence felt, involved as he is in the very act 
of painting. In geometric abstraction, the artist makes his 

The charm of an Olazo piece is its simplicity, its artistic 
candor. Apart from his renowned Diaphanous and 
Permutation series, Olazo also produced a sizable 
collection in his Untitled Series. Most of Olazo’s Untitled 
pieces showcased the artist’s creative genius at its most 
pure and fundamental state. The modern maestro 
exhibited exquisite restraint with his deft hand and keen 
eye, more so with his play on light and motion – as is in 
this oil painting. Owing to the bold and broad swathes 
of assorted colors, the abundance of drama and gravity 
in this piece is apparent. The shapes and planes seem 
predestined to be cohesive in the construction of spatial 
complexity, creating a delicate as well as elegant effect. 
Though Olazo is best remembered for his major works, 
without his Untitled Series, we would have never witnessed 
the master’s raw artistic vision.

departure known by leaving behind the tracks of Euclid 
and his mental meanderings.” Olazo, with this series, 
succumbed to the intensity of one and the indulgence of 
the other, but preserved the integrity of both.

A decade earlier when this artwork was created, in the 
‘80s, Olazo participated in two major art exhibitions in 
Hong Kong: Philippine Contemporary Art in 1980 and 
Trends in Philippine Art in 1983. (P.I.R.)

A celebrated personality in the art world, Olazo is among 
the premiere abstractionists who left an indelible mark on 
the culture of Filipino abstract art. In 1986, he held a solo 
show at the Luz Gallery in July with 43 pieces exhibited, 
among those are eight Untitled pieces. The influential 
curator Ray Albano and Olazo also had a two-man show 
at the Cultural Center of the Philippines. And in October, 
the first father-and-son show titled “Olazo and Olazo" 
was held at the De La Salle University, Manila. (P.I.R.)
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88  PROPERTY FROM THE COLLECTION OF A DISTINGUISHED COUPLE

Romeo Tabuena (1921 - 2015)

Landscape and Cowheads with Buffaloes 
signed and dated 1966 (lower left)
oil on wood
16 1/4" x 22 1/4" (41 cm x 57 cm)

P 240,000

Romeo Tabuena’s artistic practice is an intense and 
articulate exploration of many latent common folk themes 
touched by quiet cultural symbols and local imagery 
that are seemingly distant from the social realities that 
are often depicted in other Modern works of art. Though 
mostly known for his idyllic genre scenes, Tabuena has 
often experimented with other themes and subject-
matter; utilizing his signature style in order to infuse his 
chosen figures with an inherent sense of lightness and 
grace, but also of vivacity and playfulness. 

This oil on wood still life piece is emblematic of Tabuena’s 
highly inventive technique. In Landscape and Cowheads 
with Buffaloes, we see Tabuena utilize his colorful and 
prismatic style that he adopted in 1955 after moving to 
San Miguel de Allende, Mexico. A notable shift from his 
previous approach that prioritized a sparse color palette 
and muted tones, here his figures are dappled in an array 
of colors that seemingly reflect Tabuena’s appreciation of 
the multifaceted and diverse world of folk and proletarian 
subjects and life. (J.D.)
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Vicente Manansala (1910 -  1981)

Nude
signed and dated 1971 (upper right)
charcoal on paper
13" x 10 3/4" (33 cm x 27 cm)

P 100,000

Vicente Manansala’s nude works, whether in any medium he 
employed, demonstrate the master’s profound understanding 
of human anatomy. In his heydays, a model would come to his 
house on Wednesdays to pose in the nude. His sessions would 
last from morning to afternoon, with no less than two nude 
works produced daily. Manansala created numerous nudes in 
charcoal.

Manansala’s cubist sensibility is evident even in his nudes, as 
exemplified by this work. But cubism’s tendency to bisect forms 
did not spill over to Manansala’s depiction of the female form. 
Instead, he shows his dexterity and familiarity with the human 
body, rendering with utmost likeness the beauties and flaws of 
the flesh. Light and shadow engage harmoniously as Manansala 
ingeniously plays with their dynamics. 

Isabel Nazareno writes in the book Discovering Manansala: 
“[Manansala] reminisced that during his student days at the 

UP…they used to copy a skeleton together with the layers of flesh 
and body parts, while their professor pointed out and explained 
the different bones and muscles in the body.” (A.M.)

90  PROPERTY FROM THE COLLECTION OF A DISTINGUISHED COUPLE

Federico Aguilar Alcuaz (1932 - 2011)

Basket
signed and dated 1978 (lower right)
oil on canvas
20" x 16" (51 cm x 41 cm)

P 140,000
León Gallery wishes to thank Mr. Christian Aguilar
for confirming the authenticity of this lot

From the apples of Cezanne, the bottles of Morandi, to the cafe 
items of Picasso – indeed, a simple subject can be a spectacle 
on an artist’s canvas, as is in this oil painting of a basket by 
Federico Aguilar Alcuaz. The still life pieces of the National Artist 
exhibit a profound alteration of the image, intentional angling of 
planes, and colors that appear as complementary oppositions. 
His compositions can at times be formal, almost geometrical in 
its symmetry. However, as he was able to shift with ease from 
figurative to abstract painting, Alcuaz could also move from 
geometric to gestural free-form brushworks. Still, there are 
plenty of paintings that displayed his capacity to adapt any 
visual grammar and imbue it with his own mode of seeing.

The lot at hand is titled Basket and dated 1978. In that year, 
Alcuaz’s The Tres Marias series was in the works, and his muses 

were the waitresses at Cafe Coquilla, Rotisserie, and the Chinese 
restaurant in Manila Hilton, where he was residing. He also held 
a solo exhibition titled Tableaux Intimes at the Odyssey Gallery, 
Manila. (P.I.R.)
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Romeo Tabuena (1921 - 2015)

Philippine Pastoral 
signed and dated 1966 (upper right)
oil on masonite board
9 1/2" x 22" (24 cm x 56 cm)

P 180,000

Romeo Tabuena took inspiration from his Filipino roots 
with his groundbreaking landscape paintings. His 
ethereal scenes with carabaos, farmers, and barrios or 
nipa huts were done in an exquisite style. He acquired 
signature techniques such as calligraphic brushstrokes 
and a distinct figurative style. Furthermore, a noteworthy 
detail in Tabuena’s works is his color choice which is often 
soft pastels and pleasing hues. As a Filipino artist who 
resided in Mexico, the majority of his works in oils, acrylics, 
and watercolors exhibited a combination of Filipino and 
Mexican cultural themes.

In this 1966 oil on masonite board piece, Tabuena was 
able to imbue a certain lyrical and literary beauty into 
the simple folk life. His use of attenuated figures that 
are spread out in large tonal areas, evoking an early 
morning fog, all the more elevates the mundane into the 
transcendental sublime. A year before the creation of this 
oil piece, in 1965, Tabuena attended the eighth Biennial 
in Sao Paulo, Brazil, as the official representative of the 
Philippines. (P.I.R.)



L E Ó N  G A L L E R Y127

The 1960s would be an important period for 
Fernando Zóbel : The first year of the new decade 
would feature his participation in the Guggenheim 

show Before Picasso and After Miró. It would be as rich 
and eventful as the current years 2022 through 2024 
that would find Fernando Zóbel in a solo show at the 
Museo Nacional del Prado that will journey to Manila and 
Singapore when it closes in March 2023. It is a signal honor 
for a modern artist to be in at Spain’s national repository 
of Medieval and Renaissance art and an expression of its 
desire to connect to a new generation of art enthusiasts 
by creating a unique dialogue.

In 1961, Zóbel held a landmark first show at the newly 
opened Luz Gallery and then moved to Madrid for good, 
marking both occasions with exhibitions of the Serie 
Negra, black calligraphy on white that would define his 
work from 1959 to 1962. In that year, he would participate 
in a collective show at the Tate as well as the Venice 
Biennale.

LOT 92

ZÓBEL IN THE 1960s
by L ISA GUERRERO NAKPIL

Scenes from the second solo exhibition of Fernando Zóbel in 1964 at the Luz Gallery.
TOP: Enrique Zóbel (right) at the opening; Lee Aguinaldo and his wife (facing the 
camera). BOTTOM: Fernando Zóbel (center).
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Fernando Zóbel (1924 - 1984)

Untitled
signed and dated September 1963 
(lower right and verso)
oil on canvas
31" x 31" (80 cm x 80 cm)

P 7,000,000
EXHIBITED
The Luz Gallery, Zobel: Paintings, Drawings, Prints, 
Manila, 6 - 19 February 1964

The reverse of the painting showing Zóbel's signature and the date of the painting.

Angeles Villalba Salvador, his biographer, would record 
the following regarding the years beginning in 1963, the 
year this work was created.

The years elapsing between 1963 and 1975 constitute the 
longest stage in Zóbel’s painting. This year, he returns to 
color and slowly, the siennas, dark browns, ochres and greys 
start to appear, as in works like Atienza, Armadura III and 
Pancorbo. 

The theme of memory, hinted at in previous series, begins 
to take shape in this new stage, in which Zóbel, by means 
of forms, objects and imagination, seeks “to remember in 
pictorial terms”, as he himself put it. In the prelude to this 
colorist stage, Zóbel develops the idea of painting based on 
the memory of the experience lived, a concept whose literary 
equivalent is to be found in Marcel Proust’s great work, À la 
recherche du temps perdu.

In 1963, the idea of creating a museum outside Madrid 
would begin to take shape following a historic trip to 
Cuenca.

He would exhibit once more at the Luz Gallery in 1964 
and archival photographs capture the opening night, 
which included works such as the one at hand.

Once again Zóbel demonstrates the effortless balance 
and delicate composition that belies the careful and 
deliberate construction that is the foundation of all his 
works; and that was underlined at the recent Prado 
exhibition, Zóbel : The Future of the Past.
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Mauro Malang Santos (1928 - 2017)

Fruit Vendor
signed and dated 12-VIII-03 (lower right)
oil on canvas
20" x 16" (51 cm x 41 cm)

P 700,000
León Gallery wishes to thank Mr. Soler Santos
for confirming the authenticity of this lot

The art of Mauro “Malang” Santos is often seen as a 
celebration of folk life and the indomitable spirit of the 
Filipino people. His works never stressed the trials and 
tribulations that other artists would usually portray in 
their depictions of the common people. However, that 
is not to imply that his works were willfully ignorant 
of his surroundings. Instead, they were regarded as 
revolutionary in the way they evoked hope and upliftment 
without snubbing the social realities that bound them to 
the ground.

Ever since his career as a cartoonist to his breakthrough as 
a painter, Malang always had a penchant for illustrating 
the realities of daily life. Malang adapted an abstract and 
cubist approach as his practice when he traded his pen 
and ink for oils and acrylics. As his art matured into an 
abstract figurative style, he also began capturing women 
dressed in traditional clothing.

The serene atmosphere of rural life is typified in this 
depiction of a fruit vendor, a period of abstraction in 
Malang’s metamorphosis. His influences from Picasso 
and Matisse to Manansala and Ang Kiukok formed the 
basis of a style that was liberal in its enumeration of 
images, range of colors, and evocation of parochialism. 
Fruit Vendor from 2003 perfectly captures the essence of 
Malang’s art — modernist in approach yet traditional in 
imagery. (P.I.R.)
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Augusto Albor (b.  1948)

Element in Time #2
signed and dated 1995 (upper left and verso)
acrylic on canvas
33" x 33" (84 cm x 84 cm)

P 220,000

Augusto Albor’s works are never meant to be a window 
into the visible reality. His art is committed to the 
ambitious task of translating physics into painting. And 
as an artist who is grounded in the imageless image, his 
acrylic piece entitled Element in Time #2 is a view into 
the seemingly invisible. His use of the color gray adds to 
the inexpressibility of the abstraction. Gray is the color 
of intellect: exuding such qualities as refinement, enigma, 
and restraint.

“Abstraction, after all, is a language of the spirit, but the 
practice of which, alas, can easily lead to a visual sorry 
mess, as if the artist had painted with his eyes closed and 
hoped for the best,” wrote Cid Reyes on the exhibition 
catalog for Albor’s “Era.”

“As we all know, modern art is about new ideas — it has 
become the mantra of some artists whose visions aim for 
progress — navigate an open-ended channel. Therefore 
we grow and mature collectively, we come up with our 
own unique visual language,” Albor said.

In 1995, when this piece was made, Albor held a solo 
show titled “Lie Detector” at the Crucible Gallery and was 
in a group exhibit titled “Albor, Olazo, Lao” at The Luz 
Gallery. (P.I.R.)



L E Ó N  G A L L E R Y133

95  PROPERTY FROM THE COLLECTION OF A DISTINGUISHED COUPLE

Arturo Luz (1926 - 2021)

Desert Architecture
signed (lower right) 
2007
acrylic on canvas
30" x 42" (76 cm x 107 cm)

P 1,000,000
Accompanied by a certificate issued by Ms. Luisa Luz-Lansigan
confirming the authenticity of this lot

This work by Arturo Luz comes from his iconic “Cities of the 
Past” series. The group of works stemmed from Luz’s 1988 
extended visit to various Asian countries. He visited sites 
of ancient cities and temples. These included Sukhothai 
in Thailand, Borobudur in Indonesia and Angkor Wat in 
Cambodia. Carrying a simple camera, Luz took the usual 
touristic shots done by any traveler, but his fascination 
in the majestic yet derelict buildings and temples forced 
him to take a serious second look. Returning with a more 
professional camera borrowed from his own daughter 
Angela, Luz captured the scenes of the majestic temple of 
Borobudur, the 9th century Mahayana Buddhist temple 

located in the forests of Java. The temple complex with 
its geometric symmetry and closed detailed carvings in 
its architecture piqued Luz to reimagine and recreate the 
temple in a more minimalist composition. Thus began his 
series known as the Cities of the Past, which he recounted 
to art critic Cid Reyes in 1999. The same philosophy has 
extended to his other works, including this 2007 piece 
titled Desert Architecture.

A founding member of the Philippines' Neo-Realist 
movement, Arturo Luz's works were exhibited in various 
cultural centers. In 1955, he represented the Philippines 
at the Asian Artists in Crystal Exhibit with his work 
entitled "Harana". He also represented the country at an 
exhibition entitled "Arte de America y Espana," organized 
in Madrid and exhibited in the major cities of Europe. 
Luz's fellow artist Fernando Zóbel was enamored by 
the skill and craftsmanship that Luz imbues each of his 
works with that Zóbel would eventually claim Luz as the 
"painter's painter." Zóbel often noted that whenever a 
Luz piece went up for sale, the buyer was often another 
painter, aware of Luz's technical skill and mastery over 
his craft. (J.D.)
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Onib Olmedo (1937 - 1996)

Untitled 
signed and dated 1994 (lower right)
pastel on paper
22" x 27 1/2" (56 cm x 70 cm)

P 140,000
León Gallery wishes to thank Mrs. Gisella 
Olmedo-Araneta for confirming the 
authenticity of this lot

Onib Olmedo, a leading expressionist 
artist in the country, made a name for 
himself for his highly original works 
which go beyond external appearances 
to explore the human spirit. His intense 
and abiding interest in people and the 
world as subjects of his art matured 
in the streets of Manila, particularly 
in Malate and Ermita. From the 
destitute women hustling foreigners 
to the old and blind street musicians, 
he developed a deep sympathy for 
the masses. The expressionist mood 
in Olmedo’s oeuvres is fused with an 
absorbing interest in form, since he was 
not primarily concerned with the plane 
of external appearances. He composed 
his figures not only on the surface but 

also in-depth, interpenetrating one 
another and creating the effect of a 
wraithlike apparition.

The ‘90s was a memorable decade for 
Olmedo. In 1990, he mounted his first 
and only show at the Cultural Center 
of the Philippines. Two years later, in 

1992, he received the Thirteen Artists 
Award and also became a recipient 
of awards from the Internationale 
Exposition des Peintures at the Château 
Musée de Cagnes-sur-Mer, France. Then, 
in 1994, this pastel piece was made. 
After two years, Olmedo passed away in 
1996. (P.I.R.)

97  PROPERTY FROM THE COLLECTION OF A DISTINGUISHED COUPLE

Cesar Legaspi (1917 -  1994)

Landscape
signed and dated 1976 (lower right)
pastel on paper
18" x 24" (46 cm x 61 cm)

P 120,000

Cesar Legaspi was color blind, interchanging red for green 
oftentimes. Fortunately, in this pastel-on-paper piece, there is 
no need to resort to the imagination because the landscape 
is indeed in the lush colors of a verdant forest. Although 
he had a reduced ability to discern color or differences in 
color, this did not deter him from pursuing his passion for 
art. Legaspi is an inspiration to everyone, as seen in how he 
overcame his challenge and made an important contribution 
to Philippine art. 

From a Tatler article, Legaspi’s “distinctive style and daring 
themes contributed significantly to the advent and eventual 
acceptance of modern art in the Philippines.” He holds the 

record of five retrospective exhibitions at different venues, 
one of which was held at the Museum of Philippine Art in 
1978, two years after the creation of this 1976 piece. Legaspi 
was awarded the coveted title of National Artist for Visual 
Arts in 1990, a few years before he passed away at the age 
of 76. (P.I.R.)
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Felix Resurreccion Hidalgo y Padilla was 
born in 1855 to the rich, propertied Padilla 
family of Binondo, Manila originally 
from 1700s Lingayen, Pangasinan.  For 
starters, he was painted at the age of four 
in 1859 [or age of six in 1859 if born in 
1853;  historians have varied dates] with 
his maternal grandfather Narciso Padilla 
by the Tondo maestro Antonio Malantic.  
Narciso Padilla was a rich lawyer and 
merchant with several businesses and 
many commercial real estate properties 
in Manila and surrounding “arrabales” 
districts.  Narciso’s daughter, Barbara 
“Baritay” Padilla de Resurreccion Hidalgo, 
Felix’s mother, inherited many valuable  
properties from him, among them several 
big warehouses in the Divisoria entrepot 
in Tondo which lined the Pasig river.

The affluent Padilla family had [ and 
still has ] a long history distinguished by 
high professional achievement, wealth, 
conservatism, and prudence.  The 
Padilla descendants recall that, with 
characteristic frugality, their forebears 
had transferred the “bahay na bato” 
ancestral house in Lingayen, Pangasinan 
beam by beam and brick by brick to 
Calle General Solano in posh San Miguel 
district, Manila in the late 1800s.  Frugality 
notwithstanding, the transfer of whole 
houses “in toto” was not an unusual 
practice during the Spanish colonial era. 

FÉLIX RESURRECCIÓN HIDALGO 

POET OF THE PHILIPPINE LANDSCAPE
by L ISA GUERRERO NAKPIL

Among the most coveted 
works by Félix Resurrección 
Hidalgo are his Philippine 

landscapes, created when he was 
at the first crest of his distinguished 
career, as a young prodigy at the 
Manila Academia. He was already 
destined for greatness.

Resurreccion Hidalgo would know 
better than his family what his 
ultimate fate would be, as intoned 
by an admirer, painter and culturati 
Fabian de la Rosa as one of the ‘two 
pillars of Philippine art alongside 
Juan Luna.’

Remarkably, he would have a first 
and public presentation of his works 

while a student at the well-known 
Teatro-Circulo de Bilibid, possibly financed and arranged by his wealthy 
family. That exhibition would feature his legendary works La Barca (a view 
of an elegant india stepping into a boat) and Vendedora de Lanzanos (the 
fruit seller.) Several of these works would receive such acclaim that they 
would be sent to the Philadelphia Exposition years later in 1879.

He would next try out at an important competition, vying for the honor 
with his own teacher to illustrate the cover of the monumental La Flora 
de Filipinas, the botanical brainchild of Fray Manuel Blanco. Resurreccion 
Hidalgo would not win that particular award but instead be selected as one 
of the pensionados to the Royal Academy of Fine Arts of San Fernando in 
Madrid.

The work at hand reflects the audacious talent of Resurreccion Hidalgo, so 
delicate and pristine as it captures a country scene at the river’s edge. It’s 
astonishingly dexterous, with such fine brushwork that nevertheless details 
a scene of bucolic bliss. A stand of banana trees and dark foliage partly 
conceal a hut. In the immediate foreground is the outline of a man who 
has taken his horse to water; the house’s thatched roof can be glimpsed 
because a pair of grey and white birds sit at its very top. To the side is 
a lushly verdant mango tree, the kind that is unstoppable in its growth 
even after it has been felled by a storm that often visits these islands.  
Resurreccion Hidalgo has added an effect of a fine mist that brings the 
background cleverly out of focus, foretelling his future obsession with the 
newfangled art of photography in his later years in Paris. It is a tour de 
force by such a young man.

Félix Resurrección Hidalgo, c. 1880s.

About Félix Resurrección Hidalgo 
by AUGUSTO MARCELINO 
REYES GONZALEZ I I I
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Félix Resurrección Hidalgo (1855 - 1913) 
Orilla del río Pasig, Manila
signed and dated 1876 (lower right)
oil on board
6 1/2" x 9 1/2" (17 cm x 24 cm)

P 2,000,000
PROVENANCE 

Private Collection, Spain

About Félix Resurrección Hidalgo 
by AUGUSTO MARCELINO 
REYES GONZALEZ I I I
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Arturo Luz (1926 - 2021)

Homage to Fernando Zóbel
signed (bottom)
dated 1979 - 1980
steel
34" x 81" x 42" (86 cm x 206 cm x 107 cm)

P 700,000
PROVENANCE
Private Collection, Manila

LITERATURE
Reyes, Cid. Arturo Luz. Makati City: Ayala Foundation and The 
Crucible for Globe Telecom, 1999. Full-color illustration and 
description on page 174.

After defining the prolific 50s and 60s decades of 
Arturo Luz, figuration was suddenly abandoned by the 
artist in 1969. The circus performers, carnival forms, 
urban landscapes, and still lifes that had dominated 
Luz's canvases were buried in the sands of time; not 
even vestiges of them can be discerned. Luz says of 
this decision: "Through the twenty years or so that I 
have been painting, it has always been at the back of 
my mind to work in a completely non-figurative, non-
objective style."

In Cid Reyes' book on the artist, Luz reveals the catalyst 
for his decision to abandon figuration and explore 
sculpture. "I suddenly realized: Why do I insist on using 
a subject when my work was progressively becoming 
more and more linear and more and more abstract?... 
The important elements were line, composition, 
relationships. The second thing that occurred to me 
was: Why not do sculpture?... I knew I was good with 
my hands. I had a feeling for form, and I decided that 
my sculpture was going to be abstract. It was a natural 
move."

Like his paintings, Luz's sculptures were first constructed 
from numerous studies and small-scale models. His 
sculptures, especially his monumental ones, were 
free-standing forms influenced by the Zen nature of 
spontaneity and intuition. Indeed, Japanese aesthetics 
left a lasting mark on Luz's three-dimensional works, 
mainly seen in Homage to Fernando Zóbel and Homage 
to Gerardo Rueda. 

Cid Reyes writes: "Another Japanese-derived inspiration 
of Luz was origami, the art of folding to create sculptural 
figures... Expectedly, Luz's treatment of origami was 
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Arturo Luz (1926 - 2021)

Homage to Gerardo Rueda
signed (bottom)
dated 1979 - 1980
steel
26 1/2" x 55 1/2" x 51" (67 cm x 141 cm x 130 cm)

P 700,000
PROVENANCE
Private Collection, Manila

LITERATURE
Reyes, Cid. Arturo Luz. Makati City: Ayala Foundation and The 
Crucible for Globe Telecom, 1999. Full-color illustration and 
description on page 175.

totally abstract, never even hinting vestigially at any 
form of reality. Folded into flat planes in irregular 
but rhythmic intervals, Luz composed felicitous 
configurations of striking simplicity. 

"One piece entitled Homage to Fernando Zóbel alludes 
to Zóbel's penchant for working on a square canvas. As 
with all of Luz's sculptural works, the origami models 
were sent to the steel foundry execution by artisans in 
the prescribed material and style."

Luz and Zóbel had been friends since the early 1950s, 
during their PAG days. Hence, the piece is that unique 
moment where we witness the sublime intersection of 
the two pioneers of non-objective art in the country as 
if spiritually conversing with each other. Luz also had 
that enduring admiration for Zóbel, deeming him "very 
exceptional."
 
Meanwhile, Homage to Gerardo Rueda sees Luz evoking 
Rueda's monochromatic geometric forms that exhibit 
sublime austerity. Rueda was one of the founders of 
the Cuenca Group and the Museo de Arte Abstracto 
Español, alongside Gustavo Torner and Zóbel himself. 

All in all, these two works show the intersection of Luz, 
Zóbel, and Rueda and how they all traversed the same 
paths as artists, each becoming a renowned stalwart of 
minimalist abstract art in their own right. (A.M.)
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Kamagong Aparador
19th century (1825–50)
Kamagong wood 
(Diospyros discolor/Diospyros blancoi)
91 1/2" x 53 1/2" x 21 1/2" 
(232 cm x 136 cm x 55 cm)

P 1,000,000
PROVENANCE
Private collection, Ilocos Sur

During the Spanish colonial period, a major problem 
of people, specially the rich, was how to conserve 
their clothing, the quotidian and the special, the 

latter tragicomically enough made out of fragile textiles 
like pina and silk which deteriorated quickly in the tropical 
humidity, which encouraged damaging molds, but were 
also prey to a plethora of hungry insects and insatiable 
rodents.  The instant solutions were the local narra 
wood chests and the Chinese and Japanese lacquer and 
camphor wood chests, but they still proved to be short–
term solutions.  Most of the narra chests were smallish 
and could not contain enough, and unless the wood 
was mature,  still prey to white ants/termites and the 
persistent “bukbok”/woodborers.  To the consternation 
of the senores and senoras, they found out soon enough 
that mice had an appetite for Chinese and Japanese 
lacquer and were soon consumed to thin air.  Camphor 
wood chests lasted a little longer, but improperly stored 
in unsuitable warm and wet weather conditions, they 
succumbed to wood rot.  Seeing examples of imported 
furniture and their materials at the Divisoria, Tondo 
entrepot --- Chinese, Japanese, Indian, American, and 
European, “Sangley” Chinese and Filipino craftsmen 
from Binondo adapted and interpreted the foreign 
designs with local materials.  The cabinets/wardrobes of 
kamagong and narra wood with marquetry of lanite and 
kamagong, sometimes of “madreperla” mother–of–pearl, 
were created.  Both by intent and happenstance, they 
proved to be efficient storage units for clothes and even 
jewelry.  The hard kamagong was impervious to the teeth 
of white ants/termites, “bukbok”/woodborers, and even 
rodents.  The narra backing allowed the air to circulate 
so the fragile textiles did not rot.  Finally, there was an 
excellent storage solution.  However, they were expensive 
because of their good materials and laborious execution, 
so only the rich could afford them.

The crest of this unusual and tall kamagong aparador 
in the late neoclassical style is an elegant carved frieze 
of interlacing scrolls, anthemion flowers, and acanthus 
leaves, a pattern more English Georgian than Greek or 
Roman Classical.  Two urn–shaped finials surmount the 
two sides of the crest. 

A concave molding tops the main case of the aparador.  
The two doors are made up of two kamagong planks 
framed by bars;  a raised neoclassical panel with 
chamfered edges was carved on each door panel.  Both 
sides of the aparador are made up of only one plank of 
kamagong framed by bars;  a raised neoclassical panel 
with chamfered edges was carved on each side panel.  
Instead of detached or engaged colonettes/pilasters, 
this interesting aparador features engaged balusters 
topped by long lancet forms on the lower half of the case 
frame.  Inside, there are four levels of  shelving --- under 
the fourth level are three small drawers --- an interesting 
arrangement for a neoclassical Filipino cabinet produced 
from 1825–1850.  A prominent and respected furniture 
collector and connoisseur remarked on the unusually 
wider widths and longer lengths of the kamagong used 
for this aparador.  Kamagong, even mature examples, 
rarely exceed 20.32 cm/8” inches width and 121.92 
cm/48” inches length
  
Three long panels of narra wood form the back of the 
cabinet.
 
Below the elegant doors is an inverted triangular apron 
in kamagong wood.  The cabinet is supported by four 
stylized urn–shaped feet of kamagong.

Adhering to the late neoclassical style, the aparador 
maintains the attributes of order, balance, and restraint.

Neo-Classical Elegance 
from the North
by AUGUSTO MARCELINO REYES GONZALEZ I I I



T H E  A S I A N  C U L T U R A L  C O U N C I L  A U C T I O N  2 0 2 3 140

Neoclassical kamagong aparadors were observed as 
Manila in origin by leading antique dealers Ramon 
N Villegas and Osmundo Esguerra in the mid –1980s 
because they were usually found by antique scouts in the 
area of Metropolitan Manila or what is now termed as the 
NCR National Capital Region.  Interestingly, many were 
also found in Ilocos Sur and Ilocos Norte, probably through 
the riverine trade as well as the influx of craftsmen from 
south to north and vice–versa.  As mentioned previously, 

the dominant style was American Federal (due to the 
majority of American trade with Las Islas Filipinas in the 
1800s) with English Regency/George IV and German 
Biedermeier influences.   This type of cabinet was usually 
found, invariably neglected, in the ancestral collections of 
Manila’s oldest clans like the Tuason–Legarda– Prieto–
Valdes, Roxas–de Ayala–Zobel–Soriano, and the Roxas–
Zaragoza–Infante–Preysler.      
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A Kamagong Comoda (Commode)
19th Century (1825–50)
Case: Tindalo, Kamagong, and Narra (Afzelia
rhomboidea, Diospyros discolor/Diospyros blancoi,
and Pterocarpus indicus; 
Marquetry: Lanite and Kamagong  (Kibatalia 
Gitingensis And Diospyros discolor/Diospyros blancoi)
42 1/4" x 46" x 20" (107 cm x 117 cm x 51 cm)

P 1,000,000
PROVENANCE
Laguna or Batangas
Private Collection, USA

Classical Filipino furniture, although finely crafted 
from beautiful hardwoods, usually fell prey to 
improper storage, natural disasters (typhoons, 

floods, earthquakes), shifts in domestic taste, political 
upheavals, World War II, with the most dangerous being 
the Filipinos’ penchant for current fashions.  That is why 
the remarkable survival of this early comoda (commode) 
from Batangas province is noteworthy, having been 
brought to the Southern United States by a prosperous 
trader in the early 1800s and quietly kept there for two 
hundred years.  It now returns to the land of its origins.

This rare comoda in neoclassical style is crafted from 
red–purplish “tindalo” and figured “kamagong” woods 
and is intricately decorated with inlay in lanite and 
kamagong wood. The fine marquetry is similar in style 
and workmanship to the crests of Manila and Ilocos 
aparadors, the salient feature that caught the eye of a 
distinguished collector. Although of Philippine make, 
there is an unmistakable, underlying Indian influence to 
the piece.

The comoda has a “binandeja” (framed) top of tindalo 
wood.  Underneath the top is a small band of stylized 
acanthus leaves which runs through the three sides of 
the piece.  There are two drawers with one long drawer 
underneath; all drawer fronts are of kamagong.  Between 

the two drawers is a shield–shaped panel enclosing a 
cartouche ornately carved with “boteh”/leaf shapes 
and floral and foliar motifs featuring the initials of “V 
d E,” most likely the first owner of the piece.  The three 
drawers are decorated with panels having concave sides 
formed by a succession of lanite diamonds and ropework 
designs enclosing marquetry “boteh”/leaf and circular 
shapes painstakingly incised with foliar designs;  the 
keyholes are underscored by marquetry feather shapes 
also etched with foliar designs.  All drawer slots as well 
as the sides are bordered with gadrooning/beadwork; 
the drawer pulls are distinctive pyramid–type finials also 
found atop carved stone gateways, as banister finials 
on “escaleras principales” (principal stairways), and 
“banggera”/“vanguera” (dishrack) finials in early Filipino 
“bahay–na–bato.” Flanking the two drawers are two 
rounded, elaborately carved finials with leaves and reeding 
--- suggesting acanthus leaves --- pointed downwards, a 
detail seen in unusual Batangas comodas.  The sides are 
adorned with square panels formed by lanite marquetry 
with engraved ribbons enclosing “boteh”/leaf shapes 
incised with foliar designs at the four corners centered by 
a small marquetry circle likewise etched with foliar motifs.  
There is an elaborate carved apron of intertwined grape 
leaves in relief.  There are four neoclassical reeded and 
detailed baluster legs of kamagong with inverted cup feet.

by AUGUSTO MARCELINO REYES GONZALEZ I I I
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This repatriated comoda shares similar features and 
details with a famous and unusual Batangas comoda 
in the Leandro Valencia Locsin–Cecilia Araneta Yulo 
collection.

In much the same way as the early nineteenth century 
Manila and Ilocos aparadors were designed after American 
Federal furniture --- as the United States, ironically not 
Madre Espana, was the major trading partner of Las Islas 
Filipinas during the 1800s --- the latter American furniture 
was modeled after the streamlined neoclassical work of 
England’s “Big Three,” its great cabinetmakers Thomas 
Chippendale (1718–1779), George Hepplewhite (1727–
1786), and Thomas Sheraton (1751–1806) during the late 
eighteenth century.  The English “Big Three” in turn were 

influenced by the inevitable artistic and cultural transfers 
from across the channel by the French Neoclassical style 
radiating from the Palace of Versailles, the epicenter of 
all architectural, interior design and decoration, dress 
and lifestyle fashions in Europe for much of the 1600s 
to the 1700s.  Aristocrats and tastemakers Anne–Claude 
de Caylus (Comte de Caylus) and Abel–Francois Poisson 
de Vandieres (Marquis de Marigny, brother of Madame 
de Pompadour), architects Ange–Jacques Gabriel and 
Claude–Nicolas Ledoux, painters Jacques–Louis David 
and Jean–Auguste–Dominique Ingres, and cabinetmakers 
David Roentgen, Jean–Henri Riesener, Martin Carlin, 
Adam Weisweiler were the main proponents of the early 
French Neoclassical style.
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Dinemonyo Mesa Altar
17th century
Balayong and Kamagong wood (Pterocarpus
indicus and Diospyros discolor/Diospyros blancoi)
29 1/2" x 31 1/2" x 25 1/2"

P 600,000
PROVENANCE
An old Agustinian Church, Ilocos Norte 
Private Collection

Perhaps one of the earliest examples of furniture 
during the Spanish colonial period (1571–1898) was 
the “mesa altar.” Requested as functional tables 

and storage units for church/ecclesiastical use during 
the earliest days of the “Conquista” by the Spanish 
friars and naval officers in collaboration with Chinese 
and Filipino craftsmen, it was directly inspired by the 
Chinese altar tables from the Ming dynasty. Although 
no physical evidence exists today, it was highly probable 
that the simpler Ming dynasty tables were brought by the 
entrenched Chinese trade to the islands, to show to their 
islander trading partners why they were buying tropical 
hardwood/lumber in bulk to bring back to the Chinese 
mainland, an activity first recorded during the Tang 
dynasty (618–907 AD) but most probably happening 
many centuries before that. It was also highly probable 
that the Chinese traders were teaching the islanders 
carpentry skills so they could bring finished products 
back home, which seemed to be the case in Batangas 
province where Chinese influence and Chinese–style 
furniture abounded.  In any case, the mesa altar was soon 
followed by other storage units like the “baul” (chest) and 
the “vestuario,” (vestry drawers/large cabinet), as well 
as the “armario” (aparador). The inevitable presence of 
expert Chinese craftsmen and trained Filipino assistants 
soon allowed for more elaborate models, hence the more 
complex and intricate “dinemonyo” mesa altar and the 
ensuing fancier baul, vestuario, and aparador. These are 
all still extant four hundred years later at the San Agustin 
Church and Convent Museum.

This genuine example of a “Dinemonyo” “mesa altar”/
altar table with grotesque masques, of narra and 
kamagong wood (Pterocarpus indicus and Diospyros 
discolor/Diospyros blancoi) from Ilocos Norte, has a 
“binandeja” framed top with receding moldings on the 

sides. The entire tabletop is supported by the four legs of 
the casing. There is a single drawer with an unusual ogee 
arch carved on the drawer front, a reference to Arabic 
and Spanish design motifs. Underneath the single drawer 
is a thick molding which mirrors that of the tabletop, and 
under the molding is a long, thick apron with undulating 
C–scroll cutwork.  

The sides of the casing are solid pieces of “narra” carved 
with a single double diamond shape (another reference 
to Arabic and Spanish design motifs) under which are 
thick aprons with the same undulating C–scroll cutwork;  
the back of the casing is also one solid piece of “narra” 
carved with two double diamond shapes (yet another 
reference to Arabic and Spanish design motifs), under 
which is a similar long and thick apron with the same 
undulating C–scroll cutwork, connected to the legs. As 
in front, so with the back. Supporting the four sides of 
the case are elegant albeit attenuated cabriole legs 
topped by grotesque masques (hence the diminutive, 
“dinemonyo”) terminating in ball–and–claw feet atop 
curved plinths.  

In an ode to Sinitic rigor, the four ball–and–claw feet sit 
on the intersections/connections to the molded stretchers 
which are executed in the complex “xinmianping” 
style, a discreet trademark manifested by all genuine 
1600s–1700s “Dinemonyo” altar tables.  

Overall, despite the Chinese–Filipino craftsmanship and 
the austere and frugal Ilocano air (the smaller dimensions 
of the wood and the marked absence of design elements 
standard to a dinemonyo mesa altar), there is a distinct 
Arabic–Spanish “mudejar” character to this unusual 
“dinemonyo” mesa altar from Ilocos Norte.

by AUGUSTO MARCELINO REYES GONZALEZ I I I
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One of the earliest pieces of Filipino furniture was 
the “mesa altar” or altar table intended for the holy 
Christian–Roman Catholic images of a household. Ming 
dynasty altar tables were the inspiration for the earliest 
prototypes from the late 1500s–early 1600s. The massive 
altar tables with legs adorned with Oriental grotesque 
masques (derived from the Asian mother goddess “Kala”) 
and ball–and–claw feet all on stretchers, colloquially 
termed dinemonyo (“with a demon”), were developed 
sometime in the 1600s, when they first appeared in 
church inventories. The pinnacle of the “mesa altar” was 
reached in the mid-1700s with the “comoda de Batangas” 
or “Batangas Uno” altar table (according to Ramon N 
Villegas and Osmundo Esguerra), a spectacular hardwood 

conglomeration, still in the Sinitic tradition, of red 
“tindalo” wood and black “kamagong” wood with three 
to five drawers, delicate piercework flanges and apron, 
occasional inlays of “kamagong” wood and carabao 
bone, all supported on cabriole legs over stretchers.  
The elaborate Batangas altar table was succeeded by a 
plain version with cabriole legs on stretchers, some with 
serpentine drawer fronts, the “Batangas Dos.” However, 
both the “Batangas Uno” and the “Batangas Dos” types 
of altar tables were made well into the first half of the 
1800s. Western European – Victorian tables became all 
the fashion during the second half of the 1800s and the 
Sinitic tradition ended there.
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104   PROPERTY FORMERLY IN THE ANTONIO “TONY” MARTINO COLLECTION

Two Bishop's Chairs
18th century
Baticuling wood (Litsea leytensis) with abraded 
gilding and polychrome, originally upholstered 
with red velvet and passementerie
42" x 29" x 23" (107 cm x 74 cm x 58 cm) each

P 180,000
PROVENANCE
Pampanga
Private collection (–2023), 
Distinguished Lady Collector, 
Distinguished Collector, 
Antonio Martino (1975–1980)

These two bishop’s 
chairs come down 
from the collection 

of a very discerning and 
judicious collector who 
began in the 1970s.  The 
backs have crests of 
conch shells topped by 
unfurling acanthus leaves 
terminating in “catmon” 
flowers (the larger 
terminals in the center 
are C–scrolls suggesting 
p o m e g r a n a t e s ) 
underscored by ovals 
flanked by descending 
leaves and flowers.  The 
large undulating arms 
terminating in C–scrolls 

are bordered by gadroons and supported by truncated 
balusters.  The seats have aprons of stylized “catmon” 
flowers and the stylized urn feet are interpreted as turned 
balusters.  Originally, they were upholstered in red velvet 
and passementerie, as seen in surviving examples at the San 
Agustin church museum in Intramuros.

These bishop’s chairs are emblematic of the taste of the 
highly–esteemed antique dealer Antonio Martino, known 
simply as “Tony,” who in the 1970s was one of the influential 
“Four Winds” of the bustling Ermita antique trade along with 
Romeo Bauzon, Willy Versoza and Jean–Louis Levy, and Terry 
Baylosis.  The dashing Tony was a respected connoisseur and 
authority on antique furniture and wooden and ivory santos.  
He was the “Kilabot ng mga Peke” (“Terror of the Fakes”) as 
his eagle eyes could easily spot the restorations, the  best 
fakes and reproductions, be they furniture or santos.  Overly 
restored and inferior antiques could never pass muster with 
him.  By the 1980s, Tony Martino had built up a serious 
collection of antique furniture and santos remarkable for 
their original condition, patina, and sterling  provenance 
--- rivaled only by those of equally serious and passionate 
collectors Romeo Bauzon, Paulino Que, Antonio Gutierrez, 
and Romeo Jorge.

In his younger years, Tony looked like the handsome 
Hollywood actor Omar Sharif (“Dr Zhivago”);  he continued 
to look good even as a senior.  He dressed well, clothes 
hung well on his lean frame;  perhaps because of his Italian 
ancestry, he had “sprezzatura” or stylish nonchalance in 
dressing.  He also had sardonic Italian wit, something he 
shared with his scintillating aunts, the sisters Marie–Theresa 
Gallardo Lammoglia–Virata (“Bebe”) and Ana Maria Gallardo 
Lammoglia–Harper (“Bambi”).  Tony could be very naughty:  
one of his most memorable anecdotes was a visit as a young 
antique dealer in the early 1970s to the legendary collector 
Felipe Kleimpell Hidalgo at the latter’s more–than–maximalist 
residence on R Hidalgo street in Quiapo district, very near 
the San Sebastian church.  When shown Felipe’s master 
bedroom with its great canopied matrimonial bed entirely of 
kamagong wood, Tony was fixated for a while, mouth agape.  
Felipe presumed that his visitor was impressed by the great 
bed, as with everyone else, but the ribald  Tony was really 
thinking:  “How many couples could be having fun on that 
bed at the same time???”       

Two people closest to Tony Martino shared their fond 
memories of the man:

Jose Martino (“Seppo”), Tony’s son:  

1.“The first time Papa and I got into a conversation in front 
of the beloved “Nuestra Senora del Rosario de Hogar,” he 
told me that he had not acquired it in its entirety like that, he 
had to augment it with bits and pieces from here and there.  
I was surprised to find out that it was he himself who chose 
the different pieces that made the whole that it is today.  
This was at the height of our participation in the annual 
IGMP Intramuros Grand Marian Procession, I believe it was 
2007–2008.  That specific time in my life, before 2010, was 
when Papa and I would mostly play chess, scrabble, or paint 
random stuff together.  It was the first time he had shared 
his passion for antiques, and the first time I ever heard him 
talk about his collection so enthusiastically.  I remember 
complaining that we had been in the prayer room for an hour 
or so, and if I could excuse myself to play outside the house.  
Now I can only look back, and wish that I had stayed to listen 
to his stories just a little longer.”    

2.  “In high school, Papa and I found ourselves in a bit of a 
situation.  The household previously occupied by three, had 
withered down to two, due to unfortunate circumstances.  
Many of you may be familiar with the story, as it was a very 
dark blotch on our family history.  This was the time he 
had nothing to rely on except his collection, which he had 
amassed over the years.  This collection became our only 
hope for survival – and it has not disappointed.  Even Papa 
himself was surprised by how much his collection protected 
us by keeping hunger at bay, and a roof over our heads.  It 
was during my junior year of high school when he sat me 
down and explained some numbers to me, that I was made 
aware of just how much our foundations depended solely on 
his collection.  A week before I was sat down, he had found 
and given me an old brass pocket watch, that Papa himself 
claimed did not work, the watch face frozen.  As if moved by 
fate (but assuming it was by my tinkering, although it was 
timely in its own way), the watch started moving.  Consider 
it deus ex machina, but that period held meaning in my life.  

by AUGUSTO MARCELINO REYES GONZALEZ I I I
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I told Papa about it and he agreed that perhaps it was a 
significant sign that we just had to keep moving and we 
would get through the situation eventually.”  

3.  “Perhaps the fondest memory of I have of Papa, was on a 
very bland afternoon merely a couple of years ago.  I was still 
working the graveyard shift and I had bought a gunpla kit (a 
toy model that you meticulously assemble through hundreds 
of small parts to build a robotic figurine) and showed it to 
him.  He was amazed as I had spent roughly nine hours 
working on that kit, a few of those hours in front of him while 
he was reading the newspaper in the afternoon.  The first 
thing he asked was:  “Where do you get the patience for that?  
You’re usually incredibly impatient.”  As we were complete 
opposites in most things, I told him that this might be to me 
what antiques were to him.  We then placed a wager that if I 
could continue building these small figurines, without losing 
my patience or getting bored, he would give me any of the 
older pocket watches that he had at the time.”
 
“We were very very different, Tito Toto.  He was a father, to an 
unexpected son.  But we did have peculiar similarities.  We 

were collectors alike;  him in fine arts and antiquity, myself in 
modern collectibles and technology.  We were impatient in 
things that were uninteresting, both with very short tempers.  
We also operated on our own time – which caused a lot of 
arguments because we were essentially similar, but with 
different outlooks altogether.  It’s the constant arguing and 
disagreements that make us miss him more.  Even through 
all those, I still knew I could count on him, and that he was 
my father.”  

Ana Maria Gallardo Lammoglia–Harper (“Bambi”), Tony’s 
aunt:  “Tony was the son of my first cousin Nicola Lammoglia 
Martino.  In all the years I knew him we never argued or 
quarreled.  He was always ready to help and extremely 
supportive.”  

“Bleeding heart type which a lot of people took advantage.  
He was also very devoted to Our Lady.”  

“He paid his partner’s debts even when he didn’t need to.  
Miss him lots.”
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105  PROPERTY FROM A VERY DISTINGUISHED COLLECTOR

A Pair of Silver Ramilletes 
Early 19th Century 
Solid Silver 80%
18" x 7" x 5 1/4" (46 cm x 18 cm x 13 cm) each

P 160,000
PROVENANCE
Pampanga

These two lovely “ramilletes” in the neoclassical style 
come from a very discerning and discriminating 
collector who began in the heady 1980s, a time 

when only the very best antiques were purchased and 
only the deepest pockets participated in the game.  The 
central motif is a shield–shaped cartouche surrounded by 
small, exquisitely rendered floral and foliar forms.  There 
are “Catmon” flowers and leaves.   Visible are some 
“rocaille” flowers and leaves which are remnants of the 
previous rococo style, showing the transition of the pieces.  
These two specimens are very remarkable because after 
two hundred years they still have the original backings 
of “baticuling” wood (Litsea leytensis) and the bamboo 
(Bambusa vulgaris) receptacles for artificial flowers of 
silk or “lagang” shellwork or even candles.  During the 
Spanish colonial period (1571–1898), these were installed 
on the two “gradillas” levels of main altars in churches, 
three on either side of the tabernacle alternating with 
three candleholders, a total of twelve “ramilletes” for 
each altar.  

“Ramilletes” (bouquets of flowers in Spanish) in Spanish 
Filipinas (1571– 1898) were artificial bouquets of flowers 
rendered in Mexican solid silver 80% for altars in 
churches.  The most beautiful examples of “ramilletes” 
(and ecclesiastical silver in general) were produced in 
the rococo and neoclassical styles by expert Sangley 
(Chinese) and Filipino silversmiths in Binondo, Manila from 
around 1750–1850. These were purchased by the major 
religious orders (Augustinians, Dominicans, Franciscans, 
Jesuits) and parishes and sent to their more prosperous 
parishes from the North to the South.  Before the 
antique collecting craze that began during the 1950s, the 
Augustinian churches of Ilocos Norte and Sur, Pampanga 
and Bulacan, Batangas;  the Dominican churches of 
Pangasinan, Cagayan and Isabela;  the Franciscan 
churches of Laguna and the Bicol peninsula were all 
teeming with antique ecclesiastical silver.  These fell into 
disuse after the reforms of the Vatican II Council (1962–
65) and thereafter were sold off to antique collectors 
and traders who melted them down in the crucibles of 
Meycauayan, Bulacan.      

by AUGUSTO MARCELINO REYES GONZALEZ I I I
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The Despujol-Rocha Dagger
1897
Iron, carabao horn, tortoiseshell,
Mexican solid silver 80%
blade length: 10 1/4" (26 cm)
width: 1 3/4" (4 cm)
hilt: 5 1/2" x 1" (39 cm x 3 cm)
pommel: 1" x 1 1/4" x 1" (3 cm x 3 cm x 3 cm)
scabbard: 10" x 2 1/4" x 1/4" (25 cm x 6 cm x 0.64 cm)

P 300,000
PROVENANCE
Sr Don Ramon Despujol Y Sabater (1866 -1934),
Marques De Oliver, cavalry officer and aide–de–camp
to his Paternal Uncle Gobernador–General Sr Don
Eulogio Despujol Y Dusay (Eulogi Despujol I Dusay),
Conde de Caspe
Binondo, Manila

Formally known as Ramón María de Despujol y Sabater, 
he was born in Gerona, a city in Spain on September 13, 
1866. He came from an aristocratic family of Catalan 
military men. Many members of the Despujol family had 
high-ranking positions in the Spanish Army. 

According to the historical sources consulted, Ramón 
Despujol lived in Manila from 1891 to at least 1897, as 
his signature appears on some documents of the trial 
against Rizal. 

In 1905, King Alfonso XIII granted him the title of Marquis 
of Oliver and in 1912 he was made a Knight of Alcántara. 
In 1921,  he was still active in the military and was a chief 
of staff with the rank of colonel, participating in the war 
in Morocco (1921-23). He died in Madrid on January 22, 
1934.

Ramón Despujol was the nephew of Eulogio Despujol 
y Desay (1834-1907), who was Governor-General of the 
Philippines between November 17, 1891 and May 3, 1893. 

According to his memoirs of his command that the 
Governor himself wrote, José Rizal sent two letters from 
Hong Kong to Despujol. The first of them went unanswered 
— as Rizal’s second novel El Filibusterismo was at the time 

circulating in Manila. However, in the second one, Rizal 
expressed his desire to found a Philippine agricultural 
colony on the north coast of Borneo, then under the 
protectorate of England, and asked for permission to 
travel to Manila. The Governor accepted and Rizal arrived 
in Manila on June 26, 1892. 

On June 27, the Governor granted pardon to his father 
and his widowed sister for the past events in Calamba. 
Rizal had the honor of being received by the Governor in 
three meetings that he held in just ten days, in which he 
expressed his desire to replace the friars with the secular 
clergy and for the Philippines to have representation in 
the Spanish Cortes, like Cuba and Puerto Rico. In the 
third of these meetings, held on July 6, 1892, due to some 
anticlerical papers that were found when he arrived at 
the port, Rizal was arrested and sent to prison in Fort 
Santiago, prior to his exile to Mindanao. Despujol’s 
arbitrary actions were not, however, approved by Maura, 
Spain's new liberal president, who quickly sought a 
replacement for him.

Ramón Despujol, the owner of the daga (dagger), stayed 
in Manila at least from 1891 until 1896, being then first 
lieutenant of the infantry and his uncle's aide-de-camp. 
He was the person in charge of arresting José Rizal at 
Malacañang Palace on the occasion of his third and 
last visit to the Governor and accompanied him in the 
Governor's carriage to Fort Santiago, where Rizal was 
imprisoned for eight days. It was also Ramón Despujol 
who personally informed José Rizal on July 14, 1892 that 
he would be taken to Dapitan and exile the next day.

The dagger would have been an appropriate gift for a 
military man such as Lt. Despujol, especially so since it 
was a traditional gift for royalty, (Despujol came from an 
aristocratic family.) The initials “J.M.” are probably those 
of the unnamed giver.  Ramon Despujol, incidentally, 
would marry a mestiza Filipina (of Spanish / Chinese 
ancestry) named María Rocha Tuason, with whom he had 
seven children.

Ramon Ma. Despujol 
y Sabater (1866 - 1934)
The Man Who Arrested Rizal

by  DR.  JORGE MOJARRO
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This splendid knife of engraved iron, carved carabao 
horn, and reticulated tortoiseshell from 1897 exemplifies 
the excellence of the Filipino blademaking tradition and 
was a valued heirloom of the aristocratic Despujol–de 
la Rocha family of Spain and Filipinas. The name of the 
original owner is engraved on the fine blade: “Al Sr Dn 
Ramon Despujol y Sabater Pasig 16 Dibre (Diciembre) 97 
J M,” as are Greek anthemions and other floral motifs.  
The magnificent handle of carabao horn is carved with a 
bouquet of “catmon” flowers and leaves on its top side 
contrasted with diamond shapes on the underside (for 
steady handling); the edges of the handle are carved with 
a pattern of acanthus leaves. Both sides of the handle 
are decorated with silver beads reminiscent of those in 
antique gold “tamburin” necklaces; the terminal of the 
handle is embellished with a stylized pineapple and 
leaves in solid silver. The elegant sheath of reticulated 
tortoiseshell has piercework motifs of densely intertwined 
grape leaves underscored by a silver section chased with 
“catmon” flowers and leaves.

The history of weaponry in Las Islas Filipinas does not 
only go back to the Spanish colonial times (1571–1898) 
and the precolonial Islamic communities (before 1571) 
but to the early history of the archipelago --- the Iron Age 
--- as the inhabitants crafted primitive hunting equipment 
like knives, adzes, hammers, bows and arrows as well as 
domestic utensils. The Islamic communities produced 
masterpieces of weaponry in iron, brass, bronze, silver, 
and gold using ancient Persian and Arabic techniques.  
Magnificent utilitarian knives as well as ceremonial 
daggers and swords were produced for the use of the 
Muslim royal courts and their subjects. During the 
Spanish era, the production of military weapons logically 
led to the manufacture of all manner of knives in Manila 
and provincial towns like Taal, Batangas and Apalit, 
Pampanga which became blademaking hubs. Nineteenth 
century Taal and Apalit blademakers produced splendid 
knives comparable to the Despujol–de la Rocha knife 
made in Manila. Today, Mr Sean Alonzo produces 
remarkable artisanal knives in the Filipino blademaking 
tradition.

Ramon Despujol y Sabater, Marques de Oliver, was the 
son of Ramon Jose Maria Despujol y Dusay, a brother of 
Eulogio Despujol y Dusay. Ramon was a nephew of the 
Gobernador–General de Las Islas Filipinas.

Ramon Despujol y Sabater married the Spanish mestiza 
Maria Emilia Josefa Casiana de la Rocha y Tuason of San 
Miguel de Tanduay, Manila in 1895. For some reason,  
Maria Emilia de la Rocha had been born at the Palacio de 
Malacanang. Her ancestors (great–great–grandparents) 
Don Jose Luis de la Rocha y Camina and Dona Gregoria 
Tuason de Zaballa were the original owners of the Palacio 

de Malacanang property in 1750. The de la Rochas were 
a branch of the aristocratic, extremely landed Antonio 
Maria Tuason clan, the most affluent in late 1700s Manila, 
and the only one with a “mayorazgo” noble estate.

After a few years in Manila, the couple returned to the 
Despujol ancestral estate in Barcelona, Cataluna, Spain.

Gobernador–General Sr Don Eulogio Despujol y Dusay 
married Leonor Rigalt y Muns. He was an avid athlete 
and he struck up a close friendship with Don Sabas del 
Rosario, a Catalan sportsman like himself living in a 
fine house on Calle Ezpeleta off Calle Gandara in Santa 
Cruz, Manila. The friendship resulted in the del Rosario 
residence becoming a second Palacio de Malacanan for 
the three short but eventful years of Despujol’s tenure as 
he frequented and enjoyed the elegant soirees hosted by 
Don Sabas, his beautiful and artistic wife Dona Mariquita, 
and their two pretty and talented daughters Francisca 
(“Paquita”) and Dolores (“Loleng”). In those days, Dona 
Mariquita and the Senoritas Paquita and Loleng became 
the collective arbiter elegantiarum of fashionable Manila, 
dazzling their social peers with their beauty, talents, and 
dernier cri dresses and jewelry. Paquita became the 
second Mrs Benito Cosme Tuason Legarda and Dolores 
became Mrs Leonardo Osorio, of the important political 
Cavite clan. (Dolores del Rosario de Osorio was the 
grandmother of contemporary socialite Frannie Osorio 
Aguinaldo–Jacinto).

The Marquis' Dagger
by AUGUSTO MARCELINO REYES GONZALEZ I I I
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107

Ivory Crucifix in a 
Black Lacquer Box
19th Century (1825–50)
Ivory corpus, 18 K gold accessories (INRI insignia
and “cantoneras” terminals), kamagong cross
(Diospyros discolor/Diospyros blancoi),
narra base (Pterocarpus indicus)
Crucifix: 10 3/4" (27 cm)
Ivory head to toe: 4 1/2" (11 cm)

P 200,000
PROVENANCE
Binondo, Manila
de la Rocha family, Despujol–Sabater family

This beautiful and valuable crucifix of ivory, gold, 
and kamagong wood was a cherished heirloom 
of the aristocratic Spanish–Filipino de la Rocha 

family.  The ivory corpus is of the “Cristo Expirante” type 
(“Agonizing and Dying Christ”), as contrasted to the 
“Cristo Moribundo” type (“Dead Christ”).  The three nails 
are of 18 K gold.  The cross itself is of kamagong hardwood 
(Diospyros discolor/Diospyros blancoi).  The INRI insignia 
(“Jesus the Nazarene, King of the Jews”) above the corpus 
and the three “cantoneras” or terminals of neoclassical 
design are of 18 K gold.  The base is of golden narra 
wood (Pterocarpus indicus).  The crucifix is ensconced in 
antique purple velvet.  The black lacquer pinewood box 
of Chinese–Filipino origin is marked “Emilia Tuason de 
Rocha” (Marquesa de Oliver) the Spanish mestiza heiress 
who received the crucifix from her de la Rocha great–
grandparents.

The affluent Spanish mestiza Maria Emilia Josefa Casiana 
de la Rocha y Tuason of San Miguel de Tanduay, Manila 
married the Spanish (Catalan) Ramon Despujol y Sabater, 
Marques de Oliver, in 1895.  He was a nephew and aide–
de–camp to his uncle, the Governor–General Eulogio 
Despujol y Dusay (1891–93).  He was the son of Ramon 
Jose Maria Despujol y Dusay, a brother of Governor–
General Despujol.  For some reason,  Maria Emilia de la 
Rocha had been born at the Palacio de Malacanang.  Her 
ancestors (great–great–grandparents) Don Jose Luis de la 
Rocha y Camina and Dona Gregoria Tuason de Zaballa 
were the original owners of the Palacio de Malacanang 
property in 1750.  The de la Rochas were a branch of 

The De La Rocha - Tuason 
Crucifix
by AUGUSTO MARCELINO REYES GONZALEZ I I I

the aristocratic, extremely landed Antonio Maria Tuason 
clan, the most affluent in late 1700s Manila, and the only 
one with a “mayorazgo” noble estate like the Spanish 
aristocracy.       

After a few years in Manila, the couple returned to the 
Despujol ancestral estate in Barcelona, Cataluna, Spain.
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108  PROPERTY OF AN OLD SOUTHERN FAMILY

Niño Dormido
18th century
Ivory and accessories in 18 karat gold
head to toe: 8 1/2" (21 cm)
body: 1 3/4" x 2 3/4" (4 cm x 7 cm)
crib: 4 3/4" x  14 1/2" x 11" (12 cm x 37 cm x 28 cm)

P 600,000
PROVENANCE
Cebu or Bohol

This magnificent ivory and gold Nino Dormido comes 
from the collection of an old family from Bacolod, 
Negros Occidental.  It could have originated in 

Bacolod as the town was founded in 1755 but it could 
have also come from someplace much older and more 
established like Iloilo (1566), Cebu (1565), or Manila 
(1565).  This Nino Dormido is replete with a bib, two 
bracelets, a “tapis” apron/diaper, and slippers/sandals --- 
all 18 karat gold accessories of the dazzling eighteenth 
century “sala–salamin” type, wherein highly polished 
bits of gold in almond, diamond, and other rhomboid 
shapes enclosed by tiny beadwork or rope patterns were 
superimposed on less polished gold sheets, giving the 
glittering effect of gemstones.  Piling Pelion on Ossa, the 
accessories were further adorned with “cristal de roca” 
rock crystal and paste gemstones.  Antique ivory Nino 
Dormido figures, specially those with their original high–
karat gold accessories, are currently the most coveted 
and fashionable acquisitions in the thriving market for 
antique ivory religious figures in Manila.      

Spectacular Nino Dormido ensembles can be found 
in private and even government collections.  There 
are three spectacular Nino Dormido ensembles in the 
magnificent Paulino and Hetty Que Collection --- a 
stunning rococo silver fantasy from Vigan, Ilocos Sur 
(1770s), a stately neoclassical silver one from the Pardo 
de Tavera estate (early 1800s), and a third exquisite silver 
one also in neoclassical style (early 1800s) --- as well as 
a splendid kamagong vitrine filled with various Ninos 
Dormidos.   Although nineteenth century (1860s), there 
is a spectacular Nino Dormido at the Big House at the 
Villa Escudero, distinguished by its gold and pearl tiara 
(actually a reshaped antique “peineta”) and “binanig” 
woven gold vestment.  There is a spectacular and 
charming nineteenth century Nino Dormido ensemble 
replete with an entire village scene in blown glass in the 
highly–selective Antonio Gutierrez–Cecilia Berenguer 
Collection (1840s, previously in the Antonio Nazareno–
Victoria Amalingan Collection).  The most spectacular 
Nino Dormido ensemble is at the National Museum and 

Splendor in Ivory
by AUGUSTO MARCELINO REYES GONZALEZ I I I
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is the one recovered by a private buyer for the Philippine 
national government at a London auction.  The sleeping 
ivory Nino is in a magnificent silver filigree bed of Chinese–
Filipino workmanship embellished with enamels, ivory, 
and kingfisher bird feathers (early 1700s) and was the one 
brought to England by Lieutenant General William Draper 
after the British Occupation of Manila from 1762–64.  

The highest point of the Nino Dormido ensembles were 
found in southern Cebu and in Bohol island during the 
eighteenth to the nineteenth century.  These were fantastic 
assemblages centering on an ivory Nino Dormido with 
San Jose and the Virgen Maria likewise in ivory, the Seven 

Archangels Michael, Gabriel, Raphael, Uriel, Barrachiel, 
Judiel, and Sealtiel in ivory and silver, silver palm and 
fruit trees, carved wooden farm animals and houses, as 
well as blown glass figures of townsfolk, animals, houses, 
trees, and plants all on top of painted halved coconut 
husks covered with “salagubang” beetle carapaces, 
“madreperla” mother of pearl shells, and colored glass 
bits encased in gilded “urnas” wood and glass cases.  

There is an eighteenth century ivory Nino Dormido with 
18 karat gold accessories on an 18 karat gold bed in the 
Leandro Valencia Locsin–Cecilia Araneta Yulo Collection.
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109  PROPERTY FROM A VERY IMPORTANT COLLECTOR

La Inmaculada Concepcion
18th century
Molave wood (Vitex parviflora/Vitex pinnata) 
and polychrome with “estofado” decorations
57 1/2" x 25 1/2" x 13 1/2" 
(146 cm x 65 cm x 34 cm)

P 300,000
PROVENANCE
Bicol (from an old OFM Ordo Fratrum Minorum/Franciscan church)

This large altar image of “La Inmaculada Concepcion 
de la Virgen Maria” is from the Bicol region as 
manifested by the sheer heft of the hardwood 

and the robust roundness of the carving.   The face has 
refined Sinitic female features --- high arched eyebrows, 
almond eyes heavily–lidded, long straight nose, rosebud 
lips, prominent chin, a neck ring.  The image is dressed 
in the modest “Hebrea” style (Hebrew style:  a simple 
dress with the cloak draped across the front, meeting 
at the waist) in contrast to the Spanish baroque court 
dress;  the dress is painted red with parcel–gilt “estofado” 
decoration while the “manto” or cloak is painted blue.  
It has a “contrapposto” posture (one foot forward, body 
weight on the other foot) with the right foot forward, 
both shoeclad feet peek out from under the dress.  The 
image stands on an upturned half–globe of scrolled Ming 
dynasty–style clouds with a crescent moon peeking out on 
both sides, all on top of what is an ostensible “ochovado” 
(eight–sided) base.           

As the image was probably located in the uppermost tier 
of the altar “retablo” (as most images of “La Inmaculada 
Concepcion”), best appreciated from a distance, there 
was no need to carve the back scrupulously, although 
there is a rudimentary “suksok” (the “manto” or cloak 
tucked in at the back midsection), a distinguishing feature 
of eighteenth century Filipino Marian images, be they of 
ivory or hardwood, small or large.  As it is of the Bicol type, 
it must have originated from one of the old OFM Ordo 
Fratrum Minorum/Franciscan churches in the peninsula.  
The image comes from one of the country’s top art and 
antique collections begun in 1981. 

The Roman Catholic dogma of the Immaculate Conception 
states that:  “We declare, pronounce, and define that the 
doctrine which holds that the most Blessed Virgin Mary, 
in the first instance of her conception, by a singular grace 
and privilege granted by Almighty God, in view of the 
merits of Jesus Christ, the Savior of the human race, was 
preserved free from all stain of original sin, is a doctrine 
revealed by God and therefore to be believed firmly and 
constantly by all the faithful.”

The BVM Blessed Virgin Mary has been honored as 
absolutely pure and sinless in Roman Catholicism since 
its establishment.  However,  the idea of Mary as The 
Immaculate Conception --- meaning that Mary was 
conceived by her mother Anne without the stain of original 
sin inherited from Adam and Eve, in preparation for her 
becoming the Mother of Jesus Christ, the Mother of God;  
it also meant that she lived her whole life in the service of 
God entirely without sin --- had a complex evolution.  The 
Franciscans supported it while the Dominicans opposed 
it;  the scholar Duns Scotus (1264–1308) supported 
it.  Saint Bernard of Clairvaux (1090–1153) and Saint 
Thomas Aquinas (1225–1274) opposed it.  The counter–
Reformation Council of Trent (1545– 1563) exempted the 
BVM Blessed Virgin Mary from the universality of original 
sin.  In 1571, the Roman Breviary established the feast 
day of The Immaculate Conception on 08 December.

In 1830, twenty–four years before the declaration of 
the dogma, the Daughter of Charity/Vincentian novice 
Catherine Laboure saw the BVM Blessed Virgin Mary 
at a chapel in Paris three times.  Mary requested that a 
medal be struck with her image and the words:  “O Marie, 
concue sans peche, priez pour nous qui avons recours a 
vou.”/“O Mary, conceived without sin, pray for us who 
have recourse to thee.”  The line “conceived without sin” 
explicitly implied The Immaculate Conception.  Many 
years later, the Roman Catholic Church deemed the Rue 
de Bac, Paris apparitions as authentic.

Pope Pius IX issued the encyclical “Ubi primum” in 1849 
requesting the bishops of the church for their views on 
whether the doctrine should be defined as dogma;  
ninety percent of the responding bishops supported it.  
The dogma of The Immaculate Conception was finally 
decreed by Pope Pius IX in the papal bull “Ineffabilis 
Deus” in 1854.

In 1858, four years after the declaration of the dogma, 
a young, innocent, and ignorant girl named Bernadette 
Soubirous saw the BVM Blessed Virgin Mary in her 
hometown of Lourdes in southwestern France.  At the 
grotto of Massabielle, Mary identified herself:  “I am the 
Immaculate Conception.”  The simple Bernadette did not 
understand the terminology, a factor in her favor as the 
clerics played the devil’s advocates in successive attempts 
to verify the apparitions.  Many years later, the Roman 
Catholic Church deemed the Lourdes apparitions as 
authentic.

by AUGUSTO MARCELINO REYES GONZALEZ I I I
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110  PROPERTY FROM A VERY DISTINGUISHED COLLECTOR

A Statuette of La Inmaculada 
Concepcion De La Virgen Maria 
Or A Popular Female Saint (Santa Maria Magdalena
Penitente, Santa Lucia, Santa Filomena, Santa Barbara,
Santa Ursula, Et Al)
Late 18th Century
Ivory head and hands
Baticuling body and base (Litsea leytensis)
ivory head: 4 3/4" x 2 1/2" x 2 3/4" (12 cm x 6 cm x 7 cm)
hand: 3 1/2" x 2 1/2" x 3/4" (9 cm x 6 cm x 2 cm)
head to base: 29" (74 cm)

P 200,000
PROVENANCE
Manila

The head has gentle Oriental female features --- high 
arched eyebrows, heavily–lidded almond eyes, long 
straight nose, rosebud lips, prominent chin, two neck 

rings --- and is attached to the body with a bamboo peg.  
There are protruding pegs to secure the wig, a detachable 
pate also for holding the wig down, and there is a small 
iron bar at the back of the head to support an aureola or 
halo of gold or silver.  The Buddha–like ears with provisions 
for earrings are integral to the head;  in earlier pieces, the 
ears were carved separately.  The hands are attached to 
the arms in the distinct eighteenth century manner (and 
earlier) wherein an iron ring connects the hand end to the 
arm reinforced by bamboo dowels on both sides, allowing 
the hand to wave/pivot freely (this system was replaced in 
the nineteenth century by bigger bamboo dowels protruding 
from the hand ends sliding into corresponding holes in the 
arms;  the hands became stationary).  

Observing the features of the statuette’s mannequin body 
with its mid–calf tunic and “contrapposto” stance --- the 
unusually generous bosom, the uniquely Rubenesque rear, 
one comes to the conclusion that it is probably the young 
fourteen year–old “La Inmaculada Concepcion de la Virgen 
Maria” but equally that of a popular (miraculous) female 
patronal saint during the Spanish period:  

Santa Maria Magdalena penitente,
Santa Marta discipula de Jesus,
Santa Veronica discipula de Jesus,
Santa Maria Cleofe cunada de la Virgen Maria,
Santa Maria Jacobe madre de apostol Santiago menor,
Santa Maria Salome esposa de Zebedeo–madre de los 
apostoles Santiago y Juan, 
Santa Lucia virgen y martir, 
Santa Filomena virgen y martir,

by AUGUSTO MARCELINO REYES GONZALEZ I I I

Santa Agueda, virgen y martir, 
Santa Cecilia, virgen y martir,
Santa Barbara virgen y martir, 
Santa Ursula virgen y martir, 
Santa Monica madre de San Agustin,
Santa Escolastica hermana de San Benedicto,
Santa Clara hermana de San Francisco de Asis,
Santa Teresa de Avila Doctora de la Iglesia,
Santa Catalina de Siena Doctora de la Iglesia,
Santa Rosa de Lima,
and others.  

Out of deference to the BVM Blessed Virgin Mary as “La 
Reina del Cielo” (The Queen of Heaven) as well as adherence 
to the Renaissance style, bigger “de vestir” (dressed) images 
of the Blessed Virgin Mary were usually of the “de bastidor” 
mannequin type:  there was no bosom, only a flat chest;  
no rear midsection, but the top of a farthingale;  no carved 
legs and feet, only a vertical framework of bars on a wide 
oblong base.  Two of the most venerated Marian images in 
the country from the Spanish period are of this paradigm 
--- “Nuestra Senora de la Paz y Buen Viaje” in Antipolo 
and “Nuestra Senora del Santisimo Rosario” (“La Naval de 
Manila”) in Quezon city, originally from Intramuros.  

However, “Nuestra Senora del Rosario de Manaoag”/Our 
Lady of the Rosary of Manaoag is a “de tallado” fully–
carved and polychromed image of molave hardwood from 
the 1600s under the embroidered vestments.  The popularly 
venerated images of “Nuestra Senora de Penafrancia” 
in Naga, “Nuestra Senora de Guadalupe” in Cebu, and 
“Nuestra Senora de Guia” in Ermita, are all “de tallado” 
fully–carved images under their embroidered vestments.  In 
fact, “Nuestra Senora de Guia” looks like an Asian carving of 
a serene Buddhist deity.
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It is necessary to remember once again that Noli 
me Tangere (1887) did not burst onto the literary 
and cultural scene of the Philippine archipelago by 

spontaneous combustion. In other words, it was not 
exclusively a product of the extraordinary genius of José 
Rizal. It had a clear novelistic precedent that inspired 
it and that saw the light, not by chance, just two years 
before: Nínay (1885). The merits of this great work 
were not recognized for a long time for reasons that 
have nothing to do with its artistic quality, but with the 
controversial personality of its author: Pedro Alejandro 
Paterno (1857-1911).

To understand the genesis of this novel, it is necessary to 
know the context in which it was published. The young 
Paterno, as is well known, came from one of the most 
illustrious families in Manila. Having brilliantly completed 
his university studies in Spain — he obtained a doctorate 
in civil and canon law in 1880 — he decided to settle in 
a sumptuous apartment in Madrid that became famous 
for its unique collection of Philippine art. His means would 
have allowed him to dedicate himself simply to live and 
have fun, as the children of some rich Filipinos families 
did in Madrid —something that, by the way, Antonio Luna 
criticized in his caustic Impresiones (1891). Quite the 
contrary, Paterno turned his Madrid home into a meeting 

THE FIRST FILIPINO NOVEL
Paterno’s Nínay Foretells Rizal’s Noli

by DR.  JORGE MOJARRO

111

Pedro Alejandro Paterno (1857 - 1911)

Nínay (Costumbres Filipinas)
published in Madrid, Impenta de Fontanet
Calle de la Libertad, Num. 20
1885
first edition
bound in leather with marbled end-papers
signed and dedicated as follows
"Al célebre crítico, al popular novelista, inimitable 
y fecundo escritor Don José Fernández Bremón.
Su admirador y sincero amigo PA Paterno"

"To the famous literary critic, to the popular 
novelist, inimitable and prolific writer Don José 
Fernández Bremón.

Your admirer and sincere friend, PA Paterno"

P 500,000
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point for lively literary and artistic gatherings where he 
was visited, thanks to his generosity, by the most select 
Spanish intelligentsia of the late 19th century.

Among these intellectuals was the journalist and 
playwright José Fernández Bremón (1839-1910), to whom 
this copy of Nínay is affectionately dedicated and signed 
by Paterno himself. Fernández Bremón wrote for the most 
important newspapers in Madrid: El Liberal, La España, La 
Época and La Ilustración Española y Americana, among 
others. He was well known in his time for his poignant 
sense of humor, for being the greatest enemy of the 
famous literary critic and novelist Leopoldo Alas "Clarín" 
and, above all, for the quality and imagination of his short 
stories: he is considered one of the initiators of science- 
fiction literature in Spain.

Paterno, like so many young men from the European 
elite, sought glory and recognition in the practice of 
literature, an activity towards which he channeled his first 
intellectual efforts. He was the first Filipino to conceive a 
literary series of Filipino authors — the Biblioteca Filipina 
or Filipino Library — an imprint he devised and for which 
he published his first books of poetry, both of a romantic 
nature and which enjoyed several editions: Poesías Líricas 
y Dramáticas and Sampaguitas, both from 1880, saw the 
light of day.

Next, he tried his hand at the present novel, Nínay, aptly 
subtitled “Costumbres Filipinas” (Philippine Customs), 
which may be considered the first modern novel ever Don Pedro Paterno, author of the first Filipino novel. 
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some Tagalog terms. Likewise, fragments of some 
Philippine treatises and chronicles are included. Why? 
Because the novel was not just a work of fiction, but also 
a scholarly work through which Pedro Paterno tried to 
present himself to the Spanish intellectual elite as an 
expert on his own country. This line of social investigation 
of the novel ended up obsessing Pedro Paterno, who 
immediately abandoned creative literature to dedicate 
himself to ethnohistorical studies. In fact, for a few years 
the studious Paterno hid his fiction-creator side, to which 
he only returned in the last years of his life.

In any other national literature, a work like Nínay would 
have immediately entered the literary canon — those 
pieces of literature that are mandatory rewading at the 
school- were it not for the unfounded accusations of 
treason that have been made by a series of nationalist 
historians. This, despite the undeniable fact that the 
Philippines and the Filipino people were the only theme 
of his books. Resil Mojares, in his acclaimed Brains of 
the Nation (2006), finally placed Paterno in the position 
he fairly deserves: that of a pioneer of literature and 
historical research who carried out his work without 
models or precedents in his own country. Paterno is, 
without a doubt, the first Filipino intellectual and also the 
first creator who considered himself to belong to a new 
and nascent cultural system: that of Philippine Literature. 
With Nínay the literature of the Philippines is inaugurated, 
with dignity, accomplishment, and in Spanish.

_____

Dr. Jorge Mojarro is a professor of literature at the 
University of Santo Tomás.

written by a Filipino. The novel, divided into nine chapters, 
narrates the unfortunate love affair between the young 
Nínay and her beloved Carlos, a promising love story that 
is deliberately boycotted by the jealous domestic worker 
–- who is in love with Carlos -– and Nínay's rich and evil 
suitor, Federico, who does not accept to be defeated by a 
man with less power, but who is endowed with impeccable 
moral virtues.

Beyond the plot development of the novel — a 
costumbrista romance with misunderstandings and 
occasional adventures — that shows the preferences and 
tastes of European readers at the end of the 19th century, 
it is impossible not to perceive, as León María Guerrero 
pointed out first , the obvious parallels between Nínay 
and Noli Me Tangere: the chaste, sweet and demure 
personality of Nínay is a clear precedent for María Clara; 
Carlos possesses all the traits of Crisóstomo Ibarra: 
intelligence, passion, courage, kindness, loyalty and 
determination; the unfortunate Berto, a friend of Carlos, 
is a transcript of the enigmatic Elías.

However, what in Rizal is criticism in Paterno is 
complacency: Nínay was a novel “de costumbres”; that is, 
a novel that tried to teach the reader the reality, customs 
and rituals of the Philippines to Spanish readers generally 
ignorant of the affairs of the archipelago. The reality of 
the Philippines appears highly idealized and there are no 
more conflicts than those that are the product of lack of 
love and unsatisfied passions.

A completely unusual and original aspect of the novel is 
the inclusion of numerous footnotes with explanations 
about the fauna and flora of the Philippines, or about 

An 1883 caricature of the novelist and writer Don Jose Fernandez Bremon 
(1839-1910) from the Spanish press of the time.(Wikipedia, Spain).
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112  PROPERTY FROM A VERY IMPORTANT COLLECTOR

Graciano Nepomuceno (1881 - 1974) 

“Sandugo” /“El Pacto De Sangre”/Blood Compact 
Bas–Relief of the 16 March 1565 Blood Compact 
Between Datu Sikatuna, Chieftain Of Bohol, 
and Adelantado Miguel Lopez De Legazpi of 
the Spanish Empire
narra wood (Pterocarpus indicus)
1955
11.5" x 19" (29 cm x 48 cm)

P 200,000
PROVENANCE
Manila

During the Conquista of 1571, Miguel Lopez de 
Legazpi and his crew sailed around the Visayas.  
They were met with hostility in Cebu and a member 

of their expedition was killed. They captured a Bornean 
vessel and the crew explained to them that the natives of 
the islands regularly traded with them. They were headed 
for Mindanao when the winds forced them to land in 
Bohol island. They were also met with hostility, but their 
Malay interpreter explained that they were only looking 
to trade, not to capture slaves like the Portuguese, so the 
Boholanons reconsidered. Datu Sikatuna of Bohol then 
invited Miguel Lopez de Legazpi to a Blood Compact to 
seal their friendship. Each leader made a small cut on his 
left arm or breast and let two or three drops of his blood 
into the wine. The mixture was mixed and divided equally 
into two cups then drunk by the two leaders to formalize 
their friendship and good intentions.

The sculptor Graciano Nepomuceno belonged to the 
prestigious “Gremio de los Escultores” based in Santa 

Cruz, Manila during the last years of the nineteenth 
century. His work was a continuation of the classical 
traditions practiced by his predecessors, seniors, and 
colleagues Romualdo de Jesus, Isabelo Tampinco, 
Manuel Flores, Crispulo Hocson, et al. His professional 
life centered on the production of historical, religious, 
and genre imagery distinguished by their careful 
renditions and lifelike characters; Graciano Nepomuceno 
productions were distinct and easily discerned from 
commercial productions. His projects included statuary 
and bas–reliefs for churches, sculpture for government 
buildings, and smaller images, reliefs, and genre figures 
for residences. The charming genre figures of Filipino 
country life carved and signed by Graciano Nepomuceno 
are currently in great demand by Filipiniana collectors.  
This bas–relief of the “Sandugo” was one of three 
pieces with similar historical themes given by Graciano 
Nepomuceno as gifts to a close friend from Marinduque 
island.

A Historic Relleve
by AUGUSTO MARCELINO REYES GONZALEZ I I I
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113  PROPERTY FROM THE LLITA TORRALBA LOGARTA COLLECTION

Ramon Orlina (b.  1944)

Untitled 
signed and dated 2017
blue glass
7 1/2" x 5 3/4" x 4" (19 cm x 15 cm x 10 cm)

P 400,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

For Ramon Orlina, glass has the most potential in 
expressing his visual imagery. His abstract sculptures are 
composed of a series of angles through creating sharp 
edges or slender bends that denote movement and fluid 
lines. Furthermore, the renowned sculptor’s works are 
never static masses, owing to his creative manipulation 
of the diverse quality of light entering and retaining at 
various angles.

His oeuvres in glass have evolved through the years. As a 
starting artist in the mid-‘70s carving glass, Orlina’s forms 
were static and geometric that refracted and reflected 
prismatically. Soon, he moved on to more fluid shapes 
of abstract arcs and curves in the '80s. His experiment 
with light extends to trying out different colors: from his 
signature liquid green, he has adopted other colors such 
as beaming yellow, refulgent brown, and scintillating blue 
– as seen in this 2017 piece. One can view an Orlina piece 
from any point of view and interpret them beyond the 
artist's intended form. (P.I.R.)
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Araceli Limcaco-Dans (b.  1929)

Burdado 
signed and dated 2006 (lower right)
watercolor on paper
30" x 22" (76 cm x 56 cm)

P 500,000
Accompanied by a certificate signed by the 
artist confirming the authenticity of this lot

Through her Calado Series, Araceli 
Limcaco-Dans elevated the art of 
still life into an almost palpable, 
authentic representation of Filipino 
culture and heritage. Limcaco-Dans 
introduced the Calado Series in 1986 
in her solo exhibition at the Museum 
of Philippine Art (MOPA), which 
featured portraits and watercolor 
still lifes depicting hand-embroidered 
piña fabric. 

The book Kayamanan: Biographies 
of Philippine Visual Artists describe 
Limcaco-Dans’ calado paintings 
as “highly realistic renderings 
of embroidery of jusi and piña 
combined with flowers, baskets, 
and boxes to create meaningful 
juxtapositions.” Limcaco-Dans’ 
Calado Series evokes the works of 
19th-century Filipino pioneer secular 
artists Damian Domingo, Justiniano 
Asuncion, Simon Flores, and Antonio 
Malantic, who depicted the natives 
in their native wardrobes. 

The calado style of hand embroidery, 
used in Filipiniana clothing, 
originated from Lumban, Laguna, 
known as the “Embroidery Capital of 
the Philippines.” Hence, it is referred 
to as Burdang Lumban. According 
to the Lumban-based barong maker 
Heritage Barong, the calado is 
executed by pulling out the fibers in 
the fabric to reduce the fiber count. 
The remaining intact fibers are 
stitched into various open-thread 
patterns. Limcaco-Dans evokes the 
exquisite and intricate craftsmanship 
of the calado in her “embroidered 
paintings,” emphasizing her keen eye 
for minute details and artistic rigor. 
National Artist for Dance Leonor 
Orosa Goquingo praised Limcaco-

Dans’ Calado series, referring to 
them as “perfection itself, the 
epitome of elegance.”

In her calado paintings, Limcaco-
Dans does not employ whites in 
her fabric; it is the surface of the 
unpainted canvas. While most of 
her calados feature other images, 
Limcaco-Dans depicts, at times, 
the hand-embroidered cloth in its 

sole, unaccompanied state, like in 
the case of this particular piece. 
In a work that speaks of sublimity 
and the beauty of the indigenous, 
Limcaco-Dans invites the viewer to 
revel in the intricacy and brilliance 
of our native embroidery style. A 
delicate yet powerfully immersive 
piece, Limcaco-Dans reinforces her 
enduring homage to her native 
roots. (A.M.)
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One of the most admired businesswomen and 
philanthropists in the country today, Alice 
Eduardo balances the demands of working in 

the construction industry with the joys of living life to the 
fullest, surrounded by family and friends.

Alice Eduardo is a driven mother of three and the 
dynamo who founded and runs Sta Elena Construction 
and Development Corporation, a highly successful 
construction and engineering company.

She’s been dubbed “Woman of Steel” by many, a 
reference to both the nature of her business and the 
strength and resilience that has allowed her to reap 
today’s rewards. In work as in life, she conducts herself 
with grace, intelligence, and compassion; not to mention 
grit and determination.

Daring to carve out a career in a male-dominated world 
of construction and engineering raised more than a few 
eyebrows in the beginning. Nevertheless, she persisted. 
While it may seem that she now lives a fairy tale existence, 
she has had her fair share of challenges, and she has 
worked hard for the comforts and blessings she enjoys 
today.

Gender these days is hardly an issue; in fact being 
female has come to be an asset. Her team’s involvement 
in the building of substructures or what is called the 
foundations of buildings was what led her to one of Sta 
Elena’s landmark projects, SM’s Mall of Asia Complex, the 
foundation of whose actual mall was built by Sta Elena. 
Other projects in the MOA complex followed—like the 
E-com series of office buildings, the Arena, and SMDC’s 
cluster of condominiums (the Sea, Shell, Shore, and Sail 
Residences). The work in the Macapagal area expanded 
to the Entertainment City where Sta Elena built the 
foundation for the City of Dreams, Solaire Resort & Casino, 
Okada Manila, and Resorts World Hotel and Casino 
(Bayshore City), not to mention national infrastructure 
projects like the Sarrat Bridge in Ilocos Norte, Pantal 
Bridge in Pangasinan, as well as the NLEX and SCTEX.

Santa Elena has been entrusted with the construction of at 
least three natural gas-fired power plants for a combined 
total project cost of over USD1.5B. These are efficient 

LOT 115

ALICE G. EDUARDO
Builder and Philanthropist
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combined cycle power plants, namely the 1000MW 
Sta Rita, the 500MW San Lorenzo and the 450MW San 
Gabriel, all in Batangas. For all these projects, Santa Elena 
had worked closely with leading worldwide engineering 
firms: German Siemens, British Balfour Beatty and Dutch 
Ballast Nedam.

When it comes to her philanthropy work—which has 
involved building homes for displaced victims of Yolanda 
as well as homes for Habitat for Humanity, a parish 
church and hall in her hometown, not to mention 
helping soldiers affected by the war in Marawi rebuild 
their lives—she sees it as more than just “giving back.” 
Other charity organizations she supports are the Asian 
Cultural Council which gives grants to young artists, 
Philippine General Hospital where she built pediatric 
hematology and oncology isolation ward for terminally 
ill cancer patients and had it fully air-conditioned and 
PGH’s New Bahay Silungan for medical frontliners and 
patients, Child Protection Network, Red Cross Charity, 
Philippine Cancer Society, Go Negosyo for young and 
aspiring entrepreneurs, Young Musician Development 
Organisation, BGC Arts Foundation’s Millenial Circle, an 
art campaign program that targeted the students and 
young professionals, Caritas Manila, Tuloy Foundation, 
and other foundations.

Alice Eduardo continues in all aspects of her life to build 
foundations fortified by love, strengthened by humility 
and nourished by generosity. Thanks to her, many have 
found their home.

“I am an ordinary person, but I was 
given an extraordinary opportunity 
to help others. I’m taking that 
opportunity as a blessing.”

PREVIOUS PAGE: Alice Eduardo enjoys the serenity of her garden's 
various vistas. THIS PAGE, TOP: Love Rite in her expansive living 
room. THIS PAGE, BOTTOM: Jose Joya, National Artist
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115  PROPERTY FROM THE ALICE EDUARDO COLLECTION

Jose Joya (1931 - 1995)

Love Rite
signed and dated 1979 (lower right); 
signed, titled and dated Feb. 13 1979 (verso)
oil on wood panel
72" x 96" (183 cm x 244 cm)

P 24,000,000
PROVENANCE
Lor Calma Collection
Sotheby's, Modern & Contemporary Asian Art 
Evening Sale, Hong Kong, 2 October 2016, Lot 1049

LITERATURE
Arcellana, Francisco. Joya. Manila: Dick Baldovino Enterprises, 1996. 
Double-page color illustration. Listed as "Love Rite, February 13, 1979" 
in Joya's Catalogue of Works compiled by Ruben D.F. Defeo

Jose Joya had already solidified 
his preeminence in Philippine 
art by the 1970s. Even before 
Joya ushered in the new decade, 

he became the first Filipino visual 
artist grantee of the Asian Cultural 
Program of the John D. Rockefeller 
III Fund (the forerunner of the Asian 
Cultural Council) in 1967-68 and the 
Ford Foundation in 1968-69, which 
both allowed him to study at New 
York’s prestigious Pratt Institute. 
In 1971, he received the highly 
prestigious Patnubay ng Kalinangan 
Award during the 4th centennial 
of the City of Manila. The following 
year, his name would be listed in 
the International Who’s Who in 
Art, published by the London-based 
Melrose Press. Joya became a guest 
artist of the Australian Government 
in 1977. Throughout almost the 
entire decade, specifically from 1970 
to 1978, Joya helmed the UP College 
of Fine Arts, his alma mater.

Progressing from his “loose” gestural 
paintings of the 1960s, the 1970s 
also witnessed Joya exhibiting his 
refined dexterity in rendering what 
has become his iconic assemblage 
of block-like forms, which adhere 
to an expressionist (and almost 
geometric) language of abstraction 
that is entirely his own. He would 
also begin to incorporate native 
motifs and themes into his works. 
These elements that defined Joya’s 
art in the 1970s are evident in this 
monumental 1979 work titled Love 

Rites. Painted by Joya on February 
13, a day before Valentine’s, we see 
the romantic facet of the revered 
abstract expressionist in this aptly 
titled piece. 

Joya captures in the varying shades 
within the color spectrum of red 
the distinctness of the numerous 
courtship practices in a nation 
endowed with the vibrancy of 
cultural diversity. In this perspective, 
Love Rite can be seen as Joya’s 
celebration of his Filipino sensibilities, 
in which his colors sing the praises of 
the motherland.

Love Rite can also evoke a sublime 
language of endearment to someone 
adored and cherished. The warm 
palette Joya employs evokes an 
immaculate expression of devotion 
to a beloved, in which a subtle hint of 
sensuality is also implied. A circular 
form at the lower right corner of the 
work seemingly resembles a window 
into the depths of humanity’s spirit 
teeming with sweet intensity. The 
bold, striking colors of this piece, 
dominated by fiery reds, blazing 
oranges, and earthy browns, 
encapsulate Joya at the height of his 
creative flair in keenly capturing a 
consummate declaration of love—a 
splendor of warmth, passion, and 
intimacy. 

It is in his monumental pieces that 
Joya was able to express in an 
unbridled manner the emotions 

stemming from his consciousness 
and subconsciousness. Thirteen 
years before Joya made this piece, 
Eric Torres wrote in the February 22, 
1966 issue of The Manila Times: “For 
him [Joya], a large scale augments 
the sense of empathy… Bigness 
becomes a means of making…certain 
the spectator isn't missing any of the 
emotional points expressed…”
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It is the sublime celebration of 
passion and intimacy that drew the 
warmhearted Alice Eduardo into this 
ethereal Joya. Leon Gallery is deeply 
humbled by the presence in this sale 
of this exceptional piece, which once 
proudly hung in the living room of Ms. 
Eduardo’s lovely Forbes Park abode. 
As an ACC trustee, she warmly imparts 
the tender experience that this Joya 

work showered her throughout the 
years to the myriad Filipino artists 
ready to embark on that pivotal 
moment of thriving in the international 
arena, one that would profoundly 
benefit the continued flourishing of 
Filipino virtuosity. Encapsulated in this 
piece are Joya’s monumental legacy 
and the showering of blessings for 
the prospering of other Filipino artists 

abroad like he did more than five 
decades ago. Indeed, it is a gift of 
love—a heartfelt love rite.

And as Joya was the first Filipino visual 
artist grantee of the ACC, the work 
evokes a full circle journey for the artist, 
just in time as the ACC Philippines 
gears for its silver anniversary. (A.M.)
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Jose Joya (1931 - 1995)

Mother and Children
signed and dated September 1, 1988 
(lower right and verso)
pastel on paper
25 3/4" x 20" (65 cm x 51 cm)

P 400,000
Accompanied by a certificate issued by Mr. Alexander Richard Joya 
Baldovino confirming the authenticity of this lot

The mother and child theme, a lasting tradition in 
Philippine art, possesses a sentimental appeal that 
transcends cultural norms and barriers due to our 
inherent matriarchal nature. Mother and Children is 
one of Jose Joya’s occasional forays into his figurative 
cum genre roots. He created his mother and child 
compositions humble and rustic, perfectly capturing the 
simple countryside living that all urban dwellers have. 
The pastel piece depicts a woman dressed in a traditional 
Filipiniana garment, she holds her baby in a tender 
embrace and a child rests by her side. The mother’s 
baro’t saya has billowing butterfly sleeves that evoke 
an almost transparent and ethereal quality. With his 

117

Isidro Ancheta (1882 - 1946)

View of the Rice Fields 
signed (lower right)
ca. 1920
oil on canvas
16" x 19" (41 cm x 48 cm)

P 180,000
PROVENANCE
Private Collection, USA

Isidro Ancheta’s oeuvres rendered with utmost intricacy 
were often looking to a past agricultural period, one that 
was simple and idyllic, a group of farmers here and nipa 
huts there. He captured a perfect balance between the 
elegantly idealized farm folk and their otherwise earthy 
setting, uniting them with rich color harmonies and 
sonorous chromatic effects.

The classical realist, with his masterful brushstrokes and 
distinct palette, has immortalized the lush and radiant 
grandeur of the Philippine bucolic landscapes. Ancheta’s 
pieces are not only detailed and beautiful, but were also 
admired and recognized – there was no doubt about the 

iconic artist’s popularity. Undated, this picturesque oil 
painting might be one of the artist’s surviving pre-war 
creations.

A certain nostalgia is evoked in his sceneries, serving as 
relics to remind us of what once was. (P.I.R.)

masterful and eloquent technique, Joya, a National 
Artist, portrays the everlasting bond between a mother 
and her children. (P.I.R.)
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118

Joel Chavez (b.  1991)

Love Begets Love
signed and dated 2022 (lower right)
oil on canvas
60" x 60" (152 cm x 152 cm)

P 300,000
Accompanied by a certificate issued by R Gallery
and signed by the artist confirming the authenticity of this lot

A vast majority of contemporary art as well as 
artists are often viewed as being critiques of the 
works and era that preceded them. But the art 

world is no stranger to this phenomenon. Modern art 
in the 20th century thrived off being a critique of the 
academic and classical styles, thus showcasing how it 
can evolve not only by looking outward but within itself 
as well. Yet such a concept is not homogenous within the 
community. Instead some artists have decided to revive 
styles and disciplines for the audiences of today. Filipino 

Contemporary artist Joel Chavez is among those who 
wish to bring a bygone era of art to a new generation. 
Unlike most artists in the field, Chavez did not receive 
formal training in the arts. Instead while pursuing a 
degree in Advertising Chavez, together with his friends 
and co-artists, honed his skills through art events and 
concepts. Eventually he would develop a deep-seated 
interest in Neoclassical painting. In an interview with 
Matther Burgos, Chavez noted that “From that time, I 
was too enthusiastic and keen to comprehend well the 
Classical approach in arts. That inspired me to do my own 
initiative and do a self-study of the concepts and history 
of Neoclassical Arts.” Chavez’s work would eventually 
come to be defined as recreations of Neoclassical works 
coupled with more modern sensibilities such as elements 
of steampunk and pop art elements. 

This piece belongs to a much more recent period of 
Chavez’s practice which features more local scenes 
from our country’s colonial past. This interest in local 
aesthetics is noted to be the artist’s attempt at not only 
reconnecting with his roots, but also act as a celebration 
of our heritage. (J.D.)
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Norman Dreo is inarguably one of the biggest 
names in Philippine art today, whose works are 
characterized by their compelling narratives and 

diligent attention to minute details. The work at hand, the 
monumental Behind the Shadows, follows in the footsteps 
of his works revolving around the masters of yore, such 
as the titanic My Little Museum (2019), presented at the 
2019 Art Fair Philippines and the 2019 Art Central in Hong 
Kong. Behind the Shadows was Dreo’s centerpiece in his 
joint exhibition with fellow contemporary artist Juanito 
Torres titled Perspectives during the 2022 edition of Art 
Fair Philippines' 10 Days of Art. 
 
Created in 2021, when the pandemic was at its apex, 
Dreo's Behind the Shadows is an evocative and personal 
work encapsulating his struggles and triumphs in this 
age of distress and disturbance. During that period 
of bleakness and despondency when lockdowns were 
imposed and galleries and museums had been closed to 
help curb the spread of the virus, artists like Dreo had 
been engulfed by anxiety about the future of the art 
world and the seemingly downward trajectory of living 
and being, especially since their lives are intertwined with 
their art and its showcasing to the people for them to 
see, appreciate, and in a way, be roused and inspired. 
Behind the Shadows is Dreo's story within the confines of 
his studio amid the grim shadows of the global pandemic.

Divided into five panels, the sweeping extent of Behind 
the Shadows takes the viewer on a breathtaking view of 
a miniature museum, effectively engendering a new way 
of seeing. Dreo's renditions of the paintings of Flemish 
artist Peter Paul Rubens (1577 – 1640) are interspersed 
across the canvas. Rubens, famous for his distinct take 
on Flemish Baroque, was among the foremost artists of 
his time. Churches commissioned him for their imposing 
altarpieces, and the nobility conferred him the honor of 
creating their portraits.

The work serves as Dreo's fitting homage to the eminent 
Rubens, whose religious art inspired him to continue living 
and striving amid the personal and collective tribulations 
of the pandemic. Dreo's use of wooden panels as support 
evokes Rubens' old practice, of which the latter was one 
of the last major artists to do so. 

In Dreo's artist statement for the exhibition Perspectives, 
he writes: "Inspired by the works of Peter Paul Rubens, the 

most commissioned artist for altarpieces, I would like to 
show how faith played a big role in my life and how it gave 
me, a devout Catholic, hope to conquer my own shadows. 
His mastery of his craft reflects well in his detailed figures 
of the church and Christianity. His works filled my soul 
with the light it needed during these difficult times."

The majestic work is in itself, an altar of prayer, where 
Dreo's pleas and invocation to Divine Providence 
resounds.

The five panels, which resemble an altarpiece, depict some 
of the most famous of Rubens' works, which are now kept 
in the collections of prestigious museums and galleries in 
the Western Hemisphere. The first panel shows Henri IV 
Receiving the Portrait of Marie de' Medici (1622 – 1625), 
one of the 24 paintings commissioned in 1621 by Marie 
de' Medici, Queen of France and Henri IV of France's 
second wife, that immortalizes her life. The 24 paintings, 
which formerly adorned the walls of the Luxembourg 
Palace in Paris, now form part of the collection of the 
Louvre in a special section of the museum known as the 
Galerie Médicis. 

The second panel depicts three oil sketches/modelli 
created by Rubens for an altarpiece for St. Bavo's 
Cathedral, Ghent, which Bishop Karel Maes commissioned 
in 1611. From the left are the following: Three Female 
Witnesses, Saint Bavo Is Received by Saints Amand and 
Floribert, and Kings Clothar and Dagobert Dispute with 
a Herald, all of which depict scenes from the life of the 
cathedral's titular saint. The three modellis are now in 
London's The National Gallery. The top corner of the 
panel shows The Holy Family Surrounded by Saints (ca. 
1630), now in the Museo Nacional del Prado in Madrid. 

A depiction of The Great Last Judgment (1614 – 
1617) occupies the central panel. The original work, 
commissioned by the German prince Wolfgang William 
for the Jesuit church at Neuburg an der Donau in Bavaria, 
is now in the Alte Pinakothek Museum in Munich. 

The fourth panel depicts the Coronation of the Virgin 
(1609 – 1611), an oil sketch proposed for a side chapel in 
Antwerp Cathedral but was rejected. The work is now in 
the Hermitage Museum in Saint Petersburg, Russia. 

The fifth and final panel presents a rendition of The 

SAVING THE WORLD 
THROUGH ART

Norman Dreo's Vision of Hope



L E Ó N  G A L L E R Y177

119

Norman Dreo (b.  1970)

Behind the Shadows
dated 2021
mixed media on canvas
overall: 84" x 240" (213 cm x 610 cm)

P 3,000,000
PROVENANCE
J Studio, Makati City

EXHIBITED
The Gallery at Greenbelt 5, Perspectives (Joint Exhibition 
with Juanito Torres for Art Fair Philippines' 10 Days of Art), 
Makati City, March 23 - April 1, 2022

Apotheosis of Henri IV and the Proclamation of the 
Regency, another painting from the Marie de' Medici Cycle 
in the Louvre. Also depicted is the Miracle of Saint Ignatius 
of Loyola (1617/1618), now in the Kunsthistorisches 
Museum in Vienna. 

Some of Rubens' other significant works, such as Daniel 
in the Lion's Den (1614/1616, now in the collection of the 
National Gallery of Art in Washington, D.C.) and Ecce 
Homo (ca. 1612, now in the Hermitage Museum in St. 
Petersburg), are rendered in old, dismantled canvases. 

Since this work represents how the pandemic affected the 
world, particularly the art industry, Dreo depicts a group of 
art experts and restorers dressed in PPEs and armed with 
the necessary equipment to conserve these irreplaceable 
treasures. Beyond being evoked as an altarpiece to 
show devotion to God and pay homage to Ruben's art, 
Dreo offers an immersive experience, demonstrating the 
unsung heroes who share the same commitment toward 
preserving art at a time when museums and galleries fell 
into dismal conditions when the pandemic struck. 
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The restorers also represent bits and pieces of Dreo 
himself, how he managed to "restore" and "revitalize" 
himself in the face of the insanities of the pandemic 
through his art and faith in his Creator. Behind the 
shadows—represented by the old piles of canvases 
symbolizing the anguish ans affliction borne from the 
pandemic—is Dreo's Creator, who is his guiding light, and 
the glory of art itself, which is the artist's beacon of hope.

One may ponder why The Great Last Judgement is at the 
very center of this work. With this pandemic, everyone has 
poignantly asked, "Is this the last judgment?" But artists 
still strived to create, not only as a form of catharsis but 
as a genuine commitment to rekindle hope in lost souls. 
All in all, this work sees a sublime convergence of art, 
spirituality, and an artist's social responsibility.

Dreo says in his artist statement: "This pandemic cast 
a shadow and stretched it further to spread darkness, 
affecting every aspect of our lives. In a span of two years, 
all galleries and museums became empty and silent 
spaces; art exhibitions were brought to a halt. These piles 

of old canvasses reflect how we've become hopeless, 
uninspired, and lost. These symbolize all those feelings 
of emptiness and disarray, where our heads just seem to 
linger in the dark.

"But I would like to believe that this is not a sad story. It 
is true that there may still be darkness lurking about, and 
we may still be immersed in our own shadows; but it gives 
me comfort believing that behind these shadows there is 
light, faith, and hope. 

"After all, Art is very much alive in our hearts. Art is here 
to stay, Art always stays. That is why despite difficulties, 
we, artists, keep creating. We make every day count. We 
keep on moving forward, challenging ourselves to be 
better humans, not only for us but for others as well. We 
keep stretching that blank roll of canvas, sand it, prime it, 
prepare it for our first strokes. We finish what we started. 
We dream, we take action, we inspire, and we help others.

"Have faith. If there is darkness, there is light behind the 
shadows." (A.M.)
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Benedicto Cabrera (b.  1942)

Payaso
signed and dated 1969 (lower right)
mixed media on paper
16 1/2" x 12" (42 cm x 30 cm)

P 1,200,000
PROVENANCE
Private Collection, Antipolo City

Bencab makes work which, while poetic in nature, 
deals with the realities of survival and social erosion of 
humankind’s place in the world, both past and present. 
His art, which is influenced by a broad range of elements, 
is an astute marriage of grace and angst. To live always 
at the edge of society, rejected and suspected by those 
around, one is to exist in a constant state of tension. Thus, 
his characters often share a connecting thread, whether 
a look or a series, that binds them together as a body of 
work that is truly BenCab’s. This particular mixed media 
on paper piece features a silhouette of a figure that the 
title suggests is an entertainer of some sort. Despite this, 
its aesthetics are undoubtedly similar to that of BenCab’s 
Sabel. Thus one can interpret the work as an extension 
of Sabel; one that takes a much more ironic approach to 
Sabel’s angst and grace. (J.D.)
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Fernando Zóbel (1924 - 1984) 
Untitled 
ca. 1970
signed (lower left)
oil on canvas
9" x 11 1/2" (23 cm x 29 cm)

P 1,000,000
PROVENANCE
Private Collection, Manila

The abstractions of Fernando Zobel reveal his flair for order 
albeit concealed artfully by a semblance of spontaneity. 
His paintings seemed rehearsed and planned and still, 
almost always, exuded an air of whim. The untitled piece 
at hand was made circa 1970, done in oil – the most 
flexible medium, its color changes little from wet to dry, 
and may be applied thick or thin and with a great variety 
of utensils to achieve different textures. A few years prior 
to its creation, in 1968 and 1969, Zobel’s paintings took 
on a geometric character, filled with transparent spaces 
and visual play of colors. He started a habit of developing 
a theme gradually by doing countless drawings, sketches, 
photographs, and more. Then, in 1970, he abandoned 
the geometric forms in his paintings and revisited his 
chiaroscuro style and abstract landscapes.

In the same year, Zobel was included in a group show 
at the Museum of Gothenburg and held a solo exhibit 
of drawings at the Galeria Egam in Madrid. The rest of 
the ‘70s remained prosperous in the amount of local and 
international exhibitions of the fine artist. (P.I.R.)
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Leo Corpuz Valledor was a key figure in the New York art 
scene of the 1960s.

Valledor could easily have been a character straight out of 
the mystery-thriller about California life, L.A. Confidential. 
His mother ran card games out of her house and would 
eventually be shot (and subsequently die) for her trouble. 
His father, on the other hand, “followed the crops up 
and down the coast” but whose primary occupation was 
being “a playboy.” That father would disappear for long 
spells, finally abandoning his family for good when Leo 
was just a child. Valledor would thus be orphaned at age 
12 and would essentially raise himself.

The San Francisco where Leo grew up was in the Fillmore 
district which was seething with jive and jazz clubs. In a 
series of interviews for the Archives of American Art of the 
Smithsonian Institution, his cousin and fellow artist Carlos 
Villa, would describe their neighborhood as “a ghetto 
within another ghetto within a metropolis.”

The Filipinos of the area belonged to an association 
called the Native Sons of Lapog. Lapog was a small town 
in Ilocos Sur, the Philippine province from where many of 
the first wave of migrants came. 

By all accounts, Valledor had a fractured background, 
an Asian heritage that had an uncanny command of the 
English language and a grasp of stateside culture, thanks 
to his parents’ American colonial teachers. Additionally, 
he would have a coming of age in an atmosphere 
of African-American zootsuits and the lifestyle of the 
Mexican rasquache (or low-rider culture.)

“He was pretty much by himself,” exclaimed Villa. “And 
yet, at about 16 and 17 years old, he was doing these 
paintings in his house that were ten-by-ten-foot abstract 
paintings.” Valledor would get by thanks to the idea of 
the Filipino extended family, possibly renting out rooms in 

the house he inherited to the fleet of uncles and manongs 
(the Ilocano term for an older male) who would arrive 
“fresh off the boat.”

Valledor would receive a scholarship for the California 
School of Fine Arts—which opened an entirely new world 
for him and would eventually lead him to New York City. He 
would declare that he had fallen in love with abstract art.

In the authoritative Reimagining Space : The Park Place 
Gallery Group in 1960s New York, Linda Dalrymple 
Henderson would write, “To understand the history of a 
gallery as unprecedented as Park Place, one must look 
first at California, where the majority of its members 
attended art school and met each other.

Valledor was a key piece in the puzzle. As a founding 
member of the Park Place group, he brought with him 
his formative experiences in the melting-pot “ghettoes” 
of San Francisco’s Fillmore, where he would be imprinted 
with an atmosphere of art, painting, poetry, and music. 
This was further reinforced by the communal nature not 
just of the Six Gallery but also of his Filipino background.

LOTS 122 & 123

LEO VALLEDOR

HIGH PRIEST OF NEW YORK COOL
by L ISA GUERRERO NAKPIL
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Park Place would become an address from which alliances 
and creativity would flow. Villa would remember, “Park 
Place was a loft building down in Tribeca, and it was on 
one of the streets that one of the Twin Towers was built. 
And at Park Place, they had a $35 a month rent , So I had a 
loft as soon as I got there to New York. I was connected.”

Valledor was thoroughly well-connected in an age 
brimming with possibilities in the civil rights movement 
and the space race. Martin Luther King would give his “I 
Have A Dream” speech in the 1963 March on Washington; 
a man would be on the moon by 1969.

The Park Place shows attracted attention almost as soon 
as the space opened. Its exhibitions featured paintings 
and sculpture together, revolutionizing the way that new, 
avant-garde artists could present their art in marked 
contrast to the more conservative Madison Avenue 
galleries. Its cavernous spaces invited the creation of 
large works and interactions with sculpture, music, and 
the spoken word.

Park Place became a significant part of the New York 
art scene until the late 1960s, putting a face on the 
city’s art scene for young artists and leading the move 
to Soho as a center for happenings that would in turn 
become the lightning rod for a whole new scene. It made 
art blisteringly cool. Paula Cooper, who would go on to 
establish her own gallery, was its second director. 

Valledor would eventually return to his native California 
where he would continue to produce his avant-garde art.

Five of Leo Valledor’s works are in the permanent collection 
of the San Francisco Museum of Modern Art (SFMOMA). 
In 2019, The Whitney Museum of American Art, New York 
acquired two paintings by Leo Valledor for its permanent 
collection: Odelight and Serena, both from the year 1964, 
both acrylic on canvas and each measuring 35 15/16 × 

LEFT PAGE: Leo Valledor with his diptych, Echo (for John Coltrane).
THIS PAGE: (1) Leo Valledor, For M, 1966, 20 in. x 120 in (50.8 × 304.8 cm), acrylic 
on canvas is in the permanent collection of the SF Moma. (2) Leo Valledor with his 
diptych, Echo (for John Coltrane).

Leo Valledor, For M, 1966, 20 in. x 120 in (50.8 × 304.8 cm), acrylic on canvas is in the permanent collection of the SF Moma.

109 ½ inches. They were a generous gift from Valledor’s 
fellow Park Place founder, the sculptor Mark di Suvero.

Leo Valledor is regarded as a pioneer of the MInimalism 
movement that would dominate the American artistic 
landscape throughout the 1970s.
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Leo Valledor (1936 - 1989)

Oasis
1966
acrylic on canvas
12" x 61" (30 cm x 155 cm)

P 1,400,000
PROVENANCE
Graham Gallery, New York 

A member of the Park Place group of New York City, Leo 
Valledor is one of the rare Filipino-American artists of 
note. Descended from the first Ilocano migrant workers 
to arrive in California, he was by all accounts, from a 
fractured background: an Asian heritage that had an 
uncanny command of the English language and a grasp 
of stateside culture, thanks to his parents’ American 
colonial teachers. Additionally, he would have a coming 
of age in an atmosphere of African-American zootsuits 
and the lifestyle of the Mexican rasquache (or low-rider 
culture.)

Valledor would receive a scholarship for the California 
School of Fine Arts—which opened an entirely new world 
for him and would eventually lead him to New York City. 
He would declare there that he had fallen in love with 
abstract art.

In Reimagining Space : The Park Place Gallery Group in 
1960s New York, Linda Dalrymple Henderson would write, 
“To understand the history of a gallery as unprecedented 
as Park Place, one must look first at California, where 
the majority of its members attended art school and met 
each other.

The Park Place shows attracted attention almost as soon 
as the space opened. Its exhibitions featured paintings 
and sculpture together, revolutionizing the way that new, 
avant-garde artists could present their art in marked 
contrast to the more conservative Madison Avenue 
galleries. Its cavernous spaces invited the creation of 
large works and interactions with sculpture, music, and 
the spoken word.

Park Place became a significant part of the New York 
art scene until the late 1960s, putting a face on the 
city’s art scene for young artists and leading the move 
to Soho as a center for happenings that would in turn 
become the lightning rod for a whole new scene. It made 
art blisteringly cool. Paula Cooper, who would go on to 
establish her own gallery, was its second director. 

Valledor would eventually return to his native California 
where he would continue to produce his avant-garde art.

In the work at hand titled Oasis, the requisite green has 
as its counterpoint a muted red; creating movement in 
the stillness, receding and coming forward depending on 
how it is viewed.

Five of Leo Valledor’s works are in the permanent 
collection of the San Francisco Museum of Modern Art 
(SFMOMA), including a companion piece titled For M. In 
2019, The Whitney Museum of American Art, New York 
acquired two paintings by Leo Valledor for its permanent 
collection: Odelight and Serena, both from the year 1964, 
both acrylic on canvas (Lisa Guerrero Nakpil)
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123

Leo Valledor (1936 - 1989)

Enchantment
1966
acrylic on canvas
12" x 61" (30 cm x 155 cm)

P 1,400,000
PROVENANCE
Graham Gallery, New York

Leo Valledor is one of a handful of Filipino-American 
artists of note. Although he was of Filipino heritage, his 
father being one of the first Ilocano migrants from the 
town of Lapog (a hometown shared with another ex-pat 
painter, Macario Vitalis), Valledor was born and raised in 
the United States.

More to the point, he was a certified member of the 
California beatnik generation and the New York 
avant-garde. In San Francisco, he attended art school 
befriending several seminal figures who he would follow 
to Soho and create the ‘Park Place’ group.

He was very much of the time in the 1960s that would 
‘revolutionize’ how art was made, exhibited and perceived. 
High-ceilinged lofts invited, nay demanded, the creation 
of outsized paintings and sculptures; “happenings” 

combined not just the visual arts but music, poetry and 
all manner of experimentation.

Valledor, in particular, was enthralled with jazz music 
and the work at hand, titled Enchantment commands 
one's attention like a saxophone solo. Because he was 
interested in ‘spatial effects of color’, Valledor almost 
wills the viewer’s vision to follow the jagged lines and 
triangles of grey purple and black, its shades traveling in 
intensity depending on how the artwork is lit. He would 
insist that his works could be — or should be — viewed 
from different angles; and indeed, doing so, creates many 
optical illusions of texture and color.

A companion work, titled and also created in 1966, is part 
of the permanent collection of SF MoMa, among other 
artworks. (Lisa Guerrero Nakpil)
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Romulo Olazo (1934 - 2015)

Diaphanous No. 358 
signed and dated 1981 (lower right)
oil on canvas
24" x 32" (61 cm x 81 cm)

P 1,800,000
PROVENANCE
Acquired directly from the artist

LITERATURE
Reyes, Cid. Romulo Olazo. Makati City: Paseo Gallery, 2013. 
Full color illustration and painting description on page 68.

Diaphanous? What is that? A beautiful word, a meaningful 
name, or a poetic title — well, all are correct in relation 
to the revered series of Romulo Olazo. The meaning of 
diaphanous is often asked in exhibitions, interviews, and 
even simple conversations about Filipino abstract art. 
Diaphanous, as defined by dictionaries, is “light, delicate, 
and translucent.” Furthermore, it is characterized by 
extreme delicacy of form, a finesse of texture as to permit 

seeing through, so thin as to transmit light. The unfamiliar 
word greeted the art scene in the early seventies, it 
sounded unique to artists and viewers alike. However, 
the word was actually a jeweled word in the world of 
literature, one that could make a prose glitter.

In Louisa May Alcott’s famed book Little Women: “This 
phantom wore many faces, but it always had golden 
hair, was enveloped in a diaphanous cloud…” The word 
appeared in numerous notable novels as well, from Leo 
Tolstoy’s War and Peace to Beyond the City by Sir Arthur 
Conan Doyle. 
 
Olazo’s Diaphanous, a series that he developed in 1972, 
constitutes an entire life work, with a staggering 25,000 
in studies, drawings, and paintings in canvas and paper 
executed through a span of four decades. (P.I.R.)
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Mark Andy Garcia (b.  1984)

Homage to Giorgio Morandi
signed and dated 2022 (lower right)
oil on canvas
48" x 48" (122 cm x 122 cm)

P 160,000
PROVENANCE
Private Collection, Manila

At a glance, there may seem nothing special about the 
oeuvres of Mark Andy Garcia. However, as an artist who 
believes that all he does is rooted in the word of God, 
he seeks to visualize the human psyche as a particular 
condition arising from autobiographical accounts. Thus, 
the deliberate echo of the spiritual, theological, and 
evangelical is ever-resounding in his pieces.

“I paint the belief, the emotion, the feeling. It’s on 
the boundary of abstraction,” said Garcia about the 

evolution of his art. What he described is manifested in 
his depictions of alluring landscapes, flowers in vases, and 
figures immersed in water or surrounded by nature. For 
this oil painting, on the other hand, his chosen subject 
was bottles.

For Garcia, art is very personal, painting is a reflective 
practice. He describes it as his lifestyle and his path in 
life. As he matures, so does his art. His highly-textured 
works attest to an intuitive and gestural manner of 
painting. His approach towards painting has a somewhat 
childlike sincerity to it, with an undercurrent of religious 
intensity that churns both his content and brushwork. The 
expressionistic marks and details on Garcia’s canvases 
reveal the painter’s presence and persona.

In 2022, when this piece was made, Garcia held a solo 
show titled “In Due Time” at the West Gallery and was 
also included in ArtFair Philippines at the Silverlens 
Gallery. (P.I.R.)
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Fernando Amorsolo (1892 - 1972)

Portrait of Maria Buenaventura Castro–Espinosa/“Madame X”
signed and dated 1943 (lower right)
oil on canvas
30" x 24" (76 cm x 61 cm)

P 300,000
León Gallery wishes to thank Mrs. Sylvia Amorsolo-Lazo 
for confirming the authenticity of this lot.

PROVENANCE
Acquired directly from the artist

There were several 
Filipinas who rose 
to fame as well as 

notoriety during World 
War II.  However, no one 
had an epic, intriguing, and 
romantic story like a prewar 
Hollywood movie as Maria 
Buenaventura Castro–
Espinosa aka “Madame X,” 
an amazing entrepreneur of 
the first order who rose to 
become one of the richest 
Filipinas wartime and 
postwar.  

Maria was an industrious, 
excellent businesswoman 
who spent long hours on her 
desk working on her various 
enterprises.  Prewar, she 
was already into buy–
and–sell transactions and 
exported commodities.  
Possessing boundless 
energy, she bought and 

sold everything imaginable without borders:  rice, sugar, 
fruits, vegetables, grains, meats, liquor, jewelry, textiles, 
silver, gold, sand, gravel, cement, steel bars, wood planks, 
paint, furniture, charcoal, coal, residential real estate, 
commercial real estate, etc etc.  She made the most 
profits from textiles and real estate.  Maria was perfectly 
aware that she was suspected of collaboration with the 
Japanese during World War II but she maintained:  “I 
simply want to do business;  I enjoy doing business.  You 
could be Filipino, American, British, German, Japanese, 
Nazi, Jew, whatever … I would still do business with you if 
I will make good money!  There are no distinctions where 
money is involved!”

Maria was known for unapologetically splendid dance 
parties during World War II where her guests were 
Japanese military officialdom, prominent Filipino 
politicians and businessmen, and beautiful and talented 
ladies.  That, at a time of the greatest deprivation.  
According to her contemporaries, the hardworking Maria 
was “oozing money from her ears” and “she knew how to 
enjoy life.”  She worked hard for her money, knew how to 
spend it well, and enjoyed the best things life could offer.
  
One of her memorable real estate purchases was the 
splendid French Mediterranean–style Alfonso Roxas 
Zóbel–Carmen Herrero Pfitz mansion designed by DBF 
“de buena familia” and “de alta sociedad” architect 
Andres Luna de San Pedro y Pardo de Tavera on Dewey 

The original Madame X (Madame Pierre 
Gautreau) was the inspiration for the 
mysterious code name. Madame X 
(Madame Pierre Gautreau) by John Singer 
Sargent (1883–84).  © The Metropolitan 
Museum of Art, USA.

TOP: The Alfonso Zóbel Residence at the corner of Roxas Blvd. and Padre Faura, 
c. 1947. BOTTOM: Divisoria, 1930s.

Madame X
by AUGUSTO MARCELINO REYES GONZALEZ I I I
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boulevard corner Padre Faura street.  She lived there in 
style for many years and it remained with her family for 
several decades as a valuable rental property.

Her numerous real estate acquisitions were legendary.  
Maria Buenaventura Castro–Espinosa’s real estate 
holdings crisscrossed downtown Manila and its suburbs.  
From Divisoria to Binondo, Santa Cruz to Quiapo, Escolta 
to Avenida to Dulumbayan, to Ermita and Malate along 
Dewey boulevard.  She had commercial and residential 
properties everywhere.  She owned the Shellborne Hotel 
on T M Kalaw street corner Dewey boulevard as well as 
the neighboring Luneta Hotel also on the same street.  
The various “Marvel” buildings (#01, #02, etc) were hers.  
Among many others, she owned the land that became 
the Tahanan Village at BF Homes in Paranaque city.    

Postwar, she was charged with collaboration with the 
Japanese but she was never jailed.  Mrs Espinosa was 
given the monicker “Madame X” postwar after she was 
involved in a huge tax case by the Philippine government 
in relation to numerous properties acquired during World 
War II.  Not wanting to mention her name out of politesse 
but wanting to talk about her just the same, Manila 
society took to calling her “Madame X.”  

Maria was an inveterate real estate investor.  When 
North Forbes Park was opened for sale in the 1960s, she 
promptly purchased seven 2,100 m2 properties in a row 
for her son and daughters.

Maria Buenaventura Castro married Mr Espinosa and 
they had six daughters and one son, the youngest.
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Fernando Amorsolo (1892 - 1972)

Portrait of Agapito Castro in Masonic Attire
signed, inscribed Manila and dated 1948 (lower right)
oil on canvas 
30" x 24" (76 cm x 61 cm)

P 240,000
León Gallery wishes to thank Mrs. Sylvia Amorsolo-Lazo 
for confirming the authenticity of this lot.

PROVENANCE
Acquired directly from the artist

This portrait of Agapito Castro 
in his Masonic uniform 
was commissioned by his 

daughter Maria Buenaventura 
Castro–Espinosa from the artist 
Fernando Cueto Amorsolo in 1948. It 
shows Agapito wearing the cap and 
the neckpiece of the Masonic Temple 
of the Scottish Rite. Although he was 
a proud Freemason, Agapito would 
have never allowed himself to be 
depicted as such, in accordance with 
the understatement, discretion, and 
secrecy favored by the organization.  
It took his daughter Maria, unaware 
of Freemason tenets, to commission 
an oil portrait of her father in all his 
Scottish Rite glory, precisely because 
he was proud of his affiliation. 

Agapito Castro married Antonia 
Buenaventura and they were the 
parents of Maria Buenaventura 
Castro–Espinosa, a remarkable 
entrepreneur who waxed very rich 
during World War II in Manila.

Freemasonry is a worldwide 
fraternity of upright men who believe 
in a paternal God and the unity of 
mankind. It offers a path for the 
upright man to advance himself --- 
self–improvement, enlightenment, 
higher life purpose --- through the 
Masonic system of degrees, symbols, 
and fraternal opportunities. The 
three values of Freemasonry are 
Fraternal Love, Relief, and Truth.  
Much like the system of development 
in medieval stonemasonry guilds, 
the three ceremonial degrees of 
Freemasonry are Entered Apprentice 
(Youth), Fellow Craft (Manhood), and 

Master Mason (Old Age). The best –
known symbols of Freemasonry are 
the square and compasses which 
symbolize morality, honesty, and 
fairness with others. Freemasonry 
is not a religion; it is not meant 
to replace one’s faith, family, or 

lifework; instead, it is an affirmative 
environment which encourages 
every brother of his responsibilities 
towards oneself, family, community, 
and the Supreme Architect (the 
Supreme Being). (by Augusto Marcelino 
Reyes Gonzalez III)
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Fernando Amorsolo (1892 - 1972)

Portrait of Antonia Buenaventura 
vda. de Castro (1868 - 1950)
signed, inscribed Manila and dated 1948 (lower right)
oil on canvas
30" x 24" (76 cm x 61 cm)

P 240,000
León Gallery wishes to thank Mrs. Sylvia Amorsolo-Lazo 
for confirming the authenticity of this lot.

PROVENANCE
Acquired directly from the artist

Born June 13, 1868, Antonia Buenaventura, later de 
Castro was the mother of Maria Buenaventura Castro-
Espinosa, the colorful "Madame X"

The mother of "Madame X".
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In these works, Norma Belleza deviates from her usual 
subjects revolving around the folk people and explores 
another exuberant motif: clowns (payaso). Clowns have 
long epitomized the art of comedy. In the Philippines, the 
payaso is one of the main protagonists of the traditional 
perya (circus) and various other celebrations, foremost 
of which are children’s birthday parties. Many of us grew 
up watching clowns throw humorous punchlines and 
perform magic tricks that surely bewildered us as innocent 
children. But in several cases, behind their cheerful 
façades lie the suppressed feelings of demoralization and 
hopelessness (sad clown paradox), which Belleza hints 
at in these works by depicting ambivalence and contrast 
in the clowns’ facial expressions and her employment of 
vivid colors. Beyond the nostalgic happiness for our 
precious childhood memories that the image of the 
clown enkindles is establishing sensitivity and finding 
empathy with the people who once put joy in our 
childhood hearts. (A.M.)

129

Norma Belleza (b.  1939)

Untitled
signed and dated 2012 (lower right) each
oil on canvas
40 1/2" x 25 1/2" (103 cm x 65 cm) each

P 700,000
PROVENANCE
Private Collection, Antipolo City
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Emmanuel Garibay (b.  1962)

Pasaway
signed (lower right)
2014
oil on canvas
24" x 24" (61 cm x 61 cm)

P 240,000
Accompanied by a certificate issued by Canvas.PH
confirming the authenticity of this lot

EXHIBITED
UP Vargas Museum, Sa Ngalan ng Batas: Reflections of Philippine 
law, culture, and society, Quezon City, October 4 - November 4, 2014

Pasaway (stubborn) is a continuing exploration of 
Emmanuel Garibay's compelling ability as a storyteller 
of the various ills of our times. The piece is part of his 
2014 exhibition at the Vargas Museum titled Sa Ngalan 
ng Batas, in which Garibay fosters the idea that "the legal 
is not necessarily ethical." 

In Pasaway, Garibay depicts a basketball player crossing 
the street while he is fixated on his cell phone. Instead of 
using the footbridge, the man engages in "jaywalking," a 
manifestation of a lack of sustainable mobility. The setting 

suggests the dreaded rush hour, where traffic jams, 
people scrambling for miserly public transportation, and 
private cars eating up our limited spaces are ubiquitous, 
wearisome sights. An enforcer can be seen managing the 
heavy flow of traffic. 

Garibay critiques a metropolis designed for moving cars 
(car-centric), possesses a rotten public transportation 
system, and inhibits people's ease of mobility. Instead of 
making our roads accessible and safe to everyone and 
developing humanizing urban designs and sustainable 
public transport for walkable, livable communities, those 
in power perpetrate car-centric policies that favor foreign 
car manufacturers. This is a manifestation of our semi-
colonial and semi-feudal society and the hegemony of 
neoliberal policies in lawmaking. Those in power shift 
the blame to the already ill-treated masses who have 
no choice but to bear the brunt of their inefficiency in 
crafting policies that should uphold and protect the 
people's general welfare. Indeed, those in power are 
the real pasaway, the plague tormenting our nation, the 
orchestrators of this hell on earth. 

The only way to radically change this society hell-bent on 
the self-serving interests of the ruling class is to collectively 
mobilize in light of our shared struggles. We must reclaim 
our cities, reclaim our streets, and reclaim our rights to 
our living spaces. (A.M.)
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LOTS 131 - 133

SENATOR LETICIA RAMOS SHAHANI
From a Life of Privilege, a Woman of Substance

by STEVEN ERLANGER,  NOV.  9 ,  1989
(reprinted from The New York Times)

Her friendships spanned presidents and queens as 
well as the Philippines' most important artists.

Daughter of one of the Philippines' most respected men and the sister 
of another, Leticia Ramos Shahani has had a privileged life. It has also 
been one of extraordinary accomplishment and self-discovery.

Mrs. Shahani freely admits that she has been a beneficiary of the clannish, 
male-dominated and semi-feudal society that the Philippines remains. But 
in both her personal life and her career, she has made significant efforts to 
break out of traditional patterns of insularity to become one of the country's 
most cosmopolitan voices, one of an influential group of respected women 
politicians.

In the process, she has become a model for some women, with a set of 
credentials that owe little to her late husband, an Indian writer and professor 
who died suddenly 20 years ago, leaving her three small children to raise. 

Now, in her Senate position, she will play a substantial role in the heated 
debate about the renewal of a military bases treaty with the United States, an 
accord that requires ratification in the Senate, where 12 of 23 Senators have 
already declared their opposition.

In time, she headed the United Nations Commission on the Status of Women, 
before being named in 1975 as her country's first ambassador to a Communist 
country, and also, as it happened, the first woman Romania had received as 
ambassador.

Later, she was named Ambassador to a rather more carefree nation, Australia.

LEFT: Ambassador Shahani with President Ferdinand E. Marcos (Philippines), 1975. RIGHT:  with her brother, President Fidel “Eddie” V. Ramos, 2015.

She was the first representative of the 
Philippines to the Commission on the Status of 
Women at the United Nations (CSW) from 1967-
75, More importantly, she led the drafting of the 
Convention on the Elimination of All Forms of 
Discrimination Against Women (CEDAW), which 
was eventually adopted by the UN in 1979.

In the Philippines, Shahani and other women 
leaders paved the way for the establishment in 
1975 of the National Commission on the Role of 
Filipino Women and served as its chair in 1986.

Among her many awards are two French 
Legion of Honor medals.

Shahani’s legislative accomplishments were 
both impressive and ground-breaking. She 
was the author of Republic Act (RA) 6725 on 
“Strengthening the Prohibition of Discrimination 
Against Women in the Workplace” of 1989; 
RA 8353 or the “Anti-Rape Law of 1997,” and 
RA 8505 or the “Rape Victim Assistance and 
Protection Act of 1998.” She championed the 
Gender and Development (GAD) Budget Policy, 
which stipulated that at least five percent 
of every government agency’s total budget 
should be allocated towards advancing gender 
equality and women’s rights. 

Shahani also co-authored such laws as RA 
7356, creating the National Commission for 
Culture and the Arts (NCCA); RA 7227 or the 
“Bases Conversion and Development Act;” RA 
7157 or the “Philippine Foreign Service Act;” 
RA 8550 or “The Philippine Fisheries Code;” 
and RA 6977 or the “Magna Carta for Small 
Enterprises.”



T H E  A S I A N  C U L T U R A L  C O U N C I L  A U C T I O N  2 0 2 3 194

131  PROPERTY FROM THE LETICIA RAMOS SHAHANI COLLECTION

Romulo Olazo (1934 -  2015)

Portrait of a Boy
signed, inscribed Tiwi, Bicol and dated 5/78 (lower left)
pastel on paper 
18 1/2" x 12" (47 cm x 30 cm)

P 100,000

Portrait of a Boy would hang in the 
Philippine Embassy residence in 
Canberra, Australia, while Senator 
Ramos Shahani was ambassador 
— but it would also become famous 
as the face of ‘The Year of the Child’, 
selected by the Fookien Times 
Yearbook, one of the Philippines' 
longest-running publications for a 
special commemorative calendar for 
1980. 

The Fookien Times was the largest 
Chinese language newspaper in 
the Philippines at one time and was 
founded by Go Puan Seng. who 
would become its legendary editor. 
His eldest daughter was none other 
than the distinguished publisher 
Betty Go-Belmonte who would found 
the Philippine Star. Betty was also the 
wife of Feliciano “Sonny” Belmonte 
Jr., former Speaker of the House.

Chanda Narciso Ramos Shahani, 
son of the senator, recalls Betty Go-
Belmonte, rang his mother long-
distance in Australia to ask if she 
could use the sketch to represent the 
Filipino child. “They were like sisters 
and Tita Betty was like a second 
mother to us,” he reminisces. “And 
for some reason, she knew about the 
Olazo and loved it so much, she asked 
to use it to represent the Year of the 
Child.” It was Chanda who would 
photograph and send the image of 
the Olazo to Mrs. Go-Belmonte. “I 
was just 15, a high-school student in 
Australia, working with an amateur 
camera, but somehow one of my 
photos passed the Fookien Times’s 
high standards. I guess, it’s a tribute 
to the power of this seemingly simple 
work.” (Lisa Guerrero Nakpil)

Mrs. Betty Go-Belmonte, a devote 
Christian, added these verses from the 
Bible to the Year of the Child calendar:

And He said: “Truly I tell you, unless you 
change and become like little children, you 
will never enter the kingdom of heaven. 
Therefore, whoever takes the lowly position 
of this child is the greatest in the kingdom 
of heaven. And whoever welcomes one such 
child in my name welcomes me.

MATTHEW 18 :  3-5
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“I paint not what I see but what I feel.”

— Vicente S. Manansala in “Manansala: The Man and 
His Work,” This Week Magazine, September 28, 1958

MANANSALA AND THE MADONNA
At the Dawn of Filipino Modern Art

by L ISA GUERRERO NAKPIL

I t was in 1950 that Vicente S. Manansala would create 
two important themes that would inform his works : 
The Madonna and the Barong-Barong. He is said to 

have been the first to paint the clapboard hovels that 
sprang up relentlessly in the ruins of post-war Manila. In 
one fell swoop,  and also in the same year,  he would 
put the two powerful constructs together to create 
“The Madonna of the Slums”, one of the most vivid and 
symbolic artworks of that critical period of Philippine 
modern art.

In the company of the arch-Neo Realist Hernando R. 
Ocampo, he would become part of the most significant 
art movement of the country; and originate his own highly 
recognizable style that would be dubbed by art critics as 
‘Transparent Cubism.’

In a revealing interview of this modernist master in This 
Week Magazine in 1958, the beginnings of the ‘Barong 
Barong’ paintings are outlined:

“After the war, he worked as a staff artist of the Evening News 
and lived in the slums of Reina Regente (in Binondo) among 
the barong-barongs of the squatters. It was here that he got 
the idea for the barong-barong paintings which started a trend 
in Philippine painting. Now almost every Filipino painter has 
painted barong-barong and many are still painting them. It 
was also here that his nationalistic feeling was aroused, a 
feeling that can now be seen in his work. All his paintings 
in this period were set in the slums, the makeshift dwellings 
of the squatters always forming the background, whether the 
subject be a madonna or a jobless sabungero whiling away the 
time in front of his hut.”

Vicente Manansala, This Week Magazine, Sept. 28, 1958.
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Vicente Manansala (1920 - 1981)

Madonna and Child
signed and dated 1956 (lower right)
oil on canvas with metal tubes
30 3/4" x 19 3/4" (78 cm x 50 cm)

P 3,000,000
PROVENANCE
Philippine Art Gallery, Manila

Manansala would thus not only create paintings and 
sculptures of his favorite themes such as the Madonna 
but also charcoal drawings, wood-cuts and watercolors, 
Western and Orientalist. The mixed-media work at 
hand, however, is the only one known of its kind but is 
instantly recognizable in the style he preferred to called 
“mannerism”.

It is unsurprising that this unusual rendition of the 
transcendental mother would belong to the feminist and 
cultural leader Senator Leticia Ramos Shahani. Sister to 
one Philippine President, cousin to another, the Senator 
was also an important political force in her own right. 
She would pioneer the concept of women’s rights, and 
the female role in diplomacy and governance in the 
Philippines as well as on the international stage. Senator 
Shahani was also previously an ambassador and a 
leading figure in the United Nations. She would also co-
author the bill that would create the influential National 
Commission for Culture and the Arts which continues to 
shape the cultural agenda of the country to this day.

In the Madonna portrait at hand, Manansala has 
replaced the brown angles and patchwork planes of his 
first famous work, “Madonna of the Slums” — which only 
served to emphasize the overcrowding and dire straits 
of the squatter colony — with a more structured but still 
geometric backdrop. Inventively, these are fashioned out 
of aluminum paint tubes, beaten flat and cut into various 
shapes and sizes, no two alike, silhouetting the mother 
and child as well.

In the same 1958 interview, Manansala would confide his 
own hard times during the War years, uncertain where to 
find enough paint to make a precarious living. He related 
how he was was forced “to scrape old hardened paint, 
grind it into powder, and mix it with coconut oil” in order 
to continue to accept the commissions for paintings he 
depended on.

The present Madonna may thus be viewed as part-
installation, part affirmation of a more prosperous period 
in his life, created from the most precious material an artist 
could have. Paint — the expensive imported kind, indeed 
— was now in plentiful supply for Manansala as he had 
become the country’s most sought-after artist. The pliable 
metal is covered in luminous greens and blues, accented 
with bright oranges. It is an optimistic even joyous work, 
no longer expressing the biting commentary on social ills 
of his original pieces.

The Madonna was a theme that Manansala would return 
to over the decade. “I paint to express what I feel and to 
satisfy myself,” he was quoted as saying in 1958. “I paint 
not what I see but what I feel.” 

As a result, the interview noted, “Most of the time, it 
takes Manansala many paintings to express fully what he 
feels about a certain subject. Again it takes him many 
paintings to exploit fully a form that captures his fancy. 
Hence, he usually paints a series of canvases about only 
one subject, each painting totally different from the other. 
Not only that, he seems to express his ideas and emotions 
in other forms. It is this desire that has prompted him 
to branch out to sculpture. He wants to see how his 
paintings will look like in three dimensions. When he has 
spent his emotions through self-expression, only then is 
he satisfied.” 

Two other inventive Madonnas in oil and as a wood-cut print.
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Ang Kiukok (1931 -  2005) 

Untitled (Fish)
signed and dated 1977 (upper left)
watercolor on paper
22" x 30" (56 cm x 76 cm)

P 700,000
Accompanied by a certificate issued by Finale Art File
confirming the authenticity of this lot

This Ang Kiukok Fish would grace the 
Philippine Embassy Residence of 
Senator Leticia Ramos Shahani in 

Bucharest, Romania, when she was named 
the first-ever woman ambassador to that 
country. 

The fish is one of Ang Kiukok’s earliest subjects 
and one for which he had a particular love. 
In the Alfredo Roces monograph, Kiukok: 
Deconstructing Despair, he would describe 
its origins. “We lived by the beach,” he would 
reminsice. “There was a canal with a bridge 
where Moro fishermen would take their 
catch and I remember waiting for them. At 
low tide, I would also catch small fish, but I 
didn’t know how to care for captive saltwater 
fish then.”

Interestingly, this Pisces-born artist also 
counted fish as his most favorite meal and 
that would find its way into his painting. 
Ang would depict the fish as if it had just 
been eaten, with its bony anatomy rendered 
explicitly. Roces wrote of this: “…Another 
artist said to me that Kiukok was such a 
practical artist because he first cooks a fish, 
eats it next, and then paints it.” Kiukok’s 
daughter Arlene would remember that he 
would carefully take the bones of the fish 
to the backyard to dry in the sun before 
painting them.

“Kiukok himself tells me,” said Roces, “that 
he avoids painting the external scale and skin 
of the fish because that would make them 
“natural” or visually realistic, and he makes 
a point of avoiding that look associated with 
conservative painting.”

“Like his bestiary, a Kiukok fish expresses the 
harshness of living with other creatures of the 
deep: one eats the other,” Roces continued. 
“Their murky backgrounds place the fish in 
a dark, mysterious, and fearsome setting. 

(1) Ang Kiukok in his studio. (2) Ambassador Narciso Ramos and his wife Angela Valdez Ramos with 
daughter Leticia Ramos Shahani and their grandchildren, Ranjit, Lila, and Chanda. (3 Sonny Belmonte, 
former Speaker of the House, with President Fidel V. Ramos. (4) Sonny Belmonte with Letty Ramos 
Shahani and her brother President Fidel V. Ramos.

Sometimes, they look like fossil fish on ancient rocks. Sometimes, they 
look like dried fish split open in a butterfly cut. Sometimes, they are as 
menacing as his dogs: lurking with their bloodshot eyes and serrated 
teeth, ready to swallow their prey.” All of these qualities mentioned 
are encapsulated in the work at hand.

In this 1977 watercolor, Ang exhibits his dexterity as a watercolorist.
(He began his painting career in this medium). Created at a time of 
severe social turmoil in the country, the subject, with its menacing 
appearance, evokes repressed feelings of suffering, anguish, and 
torment, which all characterized the tumultuous 70s decade in the 
country. The work is the quintessential Ang Kiukok, in which unspoken 
yet powerful expressions of pain are ever-present. (A.M.)
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A little-remembered story is the great friendship between the Ramos Shahani 
family on one side and the Go Belmonte on the other. It was a generational bond 
that began when Betty Go, daughter of the legendary Go Puan Seng, editor of the 
largest circulation Chinese daily, the Fookien Times, fell in love with a young Filipino 
lawyer by the name of Feliciano “Sonny" Belmonte Jr. Filipino-Chinese marriages 
were practically unheard of at the time and Betty and her fiancé Sonny would be 
obliged to marry in Taiwan — where Ambassador Narciso Ramos and his wife were 
posted. The Ramoses would arrange the ceremony and reception. The two families 
would become fast friends, not least of all because of a shared faith practiced at the 
Cosmopolitan Church on Taft Avenue, as well as common values dedicated to both 
God and Country.

Betty Go Belmonte and Leticia Ramos Shahani would also bond over art : Betty and 
Sonny were renowned as the biggest supporters and collectors of Ang Kiukok; and it 
is not surprising that Senator Shahani would have several in her own collection that 
travelled the world with her.
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Augusto Albor (b.  1948)

Fusion
signed and dated 1981 (lower right)
acrylic on canvas
37” x 40 1/2” (94 cm x 103 cm)

P 300,000
PROVENANCE 
León Gallery,The Magnificent September Auction 2016, 
Makati City, 10 September 2016, Lot 6

Augusto Albor has been known for his powerfully 
captivating abstract works. His use of space and color 
exhibits a restrained, impassioned elegance. Combining 
the chaos of this very composition with elements of 
neoplasticism, Albor displays his control of the medium, 
precisely plotting and layering every addition to the 
piece to complete the cohesive dynamic of the whole. 
An internationally exhibited and renowned painter, Albor 
has featured in numerous exhibitions and events in the 
Philippines, USA, Germany, France, and Japan, to name 
a few. This very piece is from 1981, the same year Albor 
participated in the major exhibition; the First Selection of 
Philippine Art by the Museum of Philippine Art (MOPA).
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Fernando Amorsolo (1892 - 1972)

Los Baños
signed and dated 1927 (lower left)
oil on wood
9 1/2" x 13" (24 cm x 33 cm)

P 1,600,000
León Gallery wishes to thank Mrs. Sylvia Amorsolo-Lazo 
for confirming the authenticity of this lot.

PROVENANCE 
León Gallery, The Asian Cultural Council Auction 2017, 
Makati City, 2 February 2017, Lot 123

The 1920s was a period of firsts for Fernando Amorsolo. By 
the 1920s, Amorsolo had mastered the art of landscapes. 
Shortly after returning to Manila in 1920 from his brief 
Spanish interlude, Amorsolo painted his first major 
masterpiece titled My Wife, which was a portrait of his 
wife, Salud. Unfortunately, this gem of a painting perished 
in the Battle of Manila in 1945. 

1921 marked Amorsolo's transitional period, which Alfredo 
Roces notes in the book Amorsolo as a period marked by 
"a shedding-off of some of the superficial influences of his 
European sojourn while studying the quality of Philippine 
life and light around him." Amorsolo's maturation as an 
artist would not take long to become apparent. In 1922, 
he painted his first "serious genre" painting: the iconic 
Rice Planting, which became the face of the Philippine 

Commonwealth and was featured on numerous posters 
and tourist brochures. 

1927 marked Amorsolo's first major award recognizing 
his dexterity in landscape painting: the first prize for 
landscape at the Manila Carnival Commercial and 
Industrial Fair of 1927. The work at hand, Los Baños, 
comes from that same triumphant period in Amorsolo's 
career. 

The 1920s was also when Amorsolo first showcased his 
disciplined spontaneity. In a 1969 interview with Nick 
Joaquin for his article 'Homage to the Maestro' and 
published in Free Press, Amorsolo shares: "When I came 
back from Spain, I did nothing but paint and paint out in 
the open, studying the light." In a prior interview with Neal 
Cruz in 1960 for Insurance Line, Amorsolo remarks: "You 
have to work fast outdoors," Amorsolo remarks. "Light 
changes very rapidly, and you have to be fast in order to 
catch the mood with which you started out.

Amorsolo's practice of working en plein air spontaneously 
but firmly during his golden years is discerned in this work. 
His landscapes during this time possess that disciplined 
spontaneity borne from the creative autonomy inherent 
in landscape painting and working outdoors. Influences 
of his foremost luminaries, Diego Velasquez and Joaquin 
Sorolla, are also evident in the manner Amorsolo imbibed 
Velasquez's 'vision of the moment' technique and Sorolla's 
character as a 'discerning and active observer of nature.' 
Amorsolo's heavy impastos and swift brushstrokes endow 
the painting with a "snapshot of the moment" character. 
Light emanating from the background effectively 
illuminates the entire composition. (A.M.)
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Hernando R. Ocampo (1911 -  1978) 

Evensong 
signed and dated 1972 (lower right); 
signed again and titled (verso)
oil on canvas 
24" x 32" (61 cm x 81 cm)

P 4,000,000
PROVENANCE
Acquired directly from the artist

In 1972, Hernando R. Ocampo — perhaps the most 
intellectual of Filipino painters —was at the height of 
his powers. Two decades earlier he had put together the 

most important and influential group of abstractionists of 
the mid-century, who would be dubbed the ‘Neo-Realists.’

Of all of them, however, H.R. would steadfastly refuse to 
pursue foreign training; but that is not to say that his art 
was fated to be confined only on Philippine shores.  In 
1967, he would exhibit eight paintings at the IX Bienal de 
Sao Paolo in Brazil. Two years later, he would represent the 
Philippines with three works at the Festival International 
de la Peinture in France, and in 1970, bring more artworks 
to hugely popular Expo ’70 in Osaka, Japan.

In the same period, he would be commissioned to paint 
the now world-famous Genesis that would be transformed 
into the striking tapestry of the Main Theater of the 
Cultural Center of the Philippines which opened its doors 
in 1970.

Just two years ago H.R. Ocampo has been recognized 
as a pioneer of surrealism, and is among the featured 
artists at the landmark exhibition “Surrealism: Beyond 
Borders” at The Metropolitan Museum of Art in New York 
City. The show has since traveled to the Tate Modern in 
2022, making Ocampo rather belatedly one of the most 
exhibited Filipino artists in international museums and 
therefore the best known.

Evensong, named after the church service held at sunset 
and consisting of canticles and psalms, is a suitably 
literate title for Ocampo the newspaperman and writer. It 
is also as he would best describe this season of his work 
as a musical symphony. The greens of varying shades 
seem to soar and fly off the canvas, reaching for the skies 
and a sublime, serene peace and joy.

A Symphony of Painterly Prayer
by L ISA GUERRERO NAKPIL

Hernando R. Ocampo © León Gallery Archives



T H E  A S I A N  C U L T U R A L  C O U N C I L  A U C T I O N  2 0 2 3 204



L E Ó N  G A L L E R Y205

137

Ramon Orlina (b.  1944)

Rest In My Arms
signed and dated 2020
carved green glass
10" x 7" x 4 1/4" (25 cm x 17 cm x 11 cm)

P 600,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

“Above all, he gave the idiom a new sense of fluidity.” That 
was how Rod Paras-Perez encapsulated the achievements 
of Ramon Orlina. His impeccable craftsmanship brings 
art glass to new heights. In this 2020 piece titled Rest 
In My Arms, a carved green glass piece, Orlina once 
again exhibited his artistic glass impressions through 
stellar representations of the facets of light. The illusions 
created through the various prismatic views add to the 
timeless beauty of Orlina’s art. His sculptures give an 
overall experience that invites dialogue and discourse. A 
viewer can appreciate an Orlina piece from any angle and 
interpret it beyond the artist’s original intent. (P.I.R.)
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Betsy Westendorp (1927 - 2022)

Milflores 
signed and dated 1994 (lower left)
oil on canvas
29" x 36 1/2" (74 cm x 92 cm)

P 700,000
PROVENANCE
Galleria Duemila, Inc.
León Gallery, The Asian Cultural Council Auction 2017, 
Makati City, 2 February 2017, Lot 70

Legend tells us that it was in the service of love that the 
first painting of flowers was created some twenty-four 
hundred years ago. During the reign of Alexander, the 
artist Pausias won the beautiful but unyielding Glycera 
by painting a superb floral bouquet as evidence of his 
affection. Innumerable masters have echoed Pausias 
and the ancients in their fascination with the art of the 
flower, and yet for many centuries, the classical regard 
for flowers as artistic subjects in their own right was all 
but lost.

Betsy Westendorp, a prominent painter of natural 
themes, uses flowers to form an enigmatic study of 
complementing and contrasting textures. Westendorp 
manages to infuse decades of painting from nature with 
understated truths. Westendorp, who has always explored 
the gentle extremes of nature, paints the most natural 
of still lifes-clusters of luxuriant flowers discovered, as 
if by accident, in a landscape, an encounter that urges 
the viewer to conjure a scenario to explain its mysterious 
presence. The pale, subtle light brings out the shapes 
and bright colors of the flowers. We can see the thicker 
brushstrokes expressing the textures of different types of 
flowers, and the lighter, transparent brushstrokes that 
the painter uses for the leaves. The clustering of details 
reveals Westendorp’s ability to direct her attention to 
small objects. 

This painting is a good example of the meditative, intimate 
world beloved of Westendorp, where tranquility is skilfully 
harmonized with the liveliness of the tones and colors.
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Jose Joya (1931 -  1995)

Naga
signed and dated 1988 (lower right); 
signed, titled and dated October 1, 1988 (verso)
acrylic collage
44" x 29 1/2" (112 cm x 75 cm)

P 2,800,000
Accompanied by a certificate issued by Mr. Alexander Richard Joya 
Baldovino confirming the authenticity of this lot

PROVENANCE
Kulay-Diwa Art Galleries, Paranaque City

Though abstract, Joya would often utilize the 
naturally occuring sights, colors, and forms as the 
basis for his art. This particular piece titled Naga 

captures that very philosophy. Often referred to as the 
Heart of Bicol, Naga has been an important trade and 
commerce center within the region since the Spanish 
colonial period. The name Naga comes from the pre-
colonial name for the popular Narra tree, which was 
populous within the region. Its location made it a prime 
location within the Bicol region and eventually became 
the center for culture, education, and religion within Bicol 
as well.

Its forms are inspired by the landscape of the city of Naga 
through the eyes of Joya himself. The predominant use 
of brown, ochres, and other warm tones, can be seen as 
a depiction of the populous narra tree within the region. 
Juan Jose Delgado in his 1751 text Biblioteca Histórica 
Filipina noted that "The city called Nueva Cáceres by the 
Spaniards bears among the natives the name Naga, on 
account of the abundance of this tree throughout those 
provinces of Camarines and Albay, where they carve very 
curious cups out of it for drinking water. Those made of 
female naga (pale white wood) are much the better, for 
this wood tinges the water very quickly to a celestial color, 
more quickly than the male (reddish wood). These cups 
are much esteemed in Europe and are regarded as a gift 
well worthy of any prince”

The piece also showcases the technique that can be seen 
as Joya's claim to fame. The almost austere geometric 
organic abstractions have more of a compositional look 
utterly different from other notable abstract expressionist 
painters such as Pollock and De Kooning. Here, Joya 
renders the pristine and lush beauty of the verdant 
countryside into a figurative and contemplative piece. 
By doing so, he effectively transports the viewer into the 
allure of the scene by mere shape and color. (J.D.)

Jose Joya. © León Gallery Archives
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Arturo Luz (1926 - 2021)

Three Jars
signed (lower right) & dated 1990 (verso)
acrylic on canvas
24" x 48" (61 cm x 122 cm)

P 900,000
Accompanied by a certificate issued by Ms. Luisa Luz-Lansigan
confirming the authenticity of this lot

PROVENANCE 
León Gallery, The Kingly Treasures Auction 2014, Makati City, 
29 November 2014, Lot 133

Even before the genesis of Arturo Luz’s iconic Cities of 
the Past and Objects of the Past in the 1990s, the artist 
had previously explored cityscapes and still lifes. Notably, 
it was in the late 1960s when Luz incorporated still life 
into his oeuvre. Fast forward to 1988, Luz, equipped with 
a camera, embarked on what would become a career-
defining excursion to several Asian countries. From this 
journey would arise the Cities of the Past and the Objects 
of the Past. Like his circus performers and carnival scenes, 
Luz reintroduced the cityscapes and still lifes to his body 
of work in the 1990s, albeit this time rendered in a sharper 
visual language of geometric abstraction. 

In his still lifes of ancient objects, Luz evokes the 
cultural legacies of a nation’s ancestors. Luz’s creative 

interpretation of the still life during this phase in his career 
is characterized by an ordered arrangement of each 
element comprising the composition. Cid Reyes writes in 
his book on Luz: “It comes as no surprise that Luz should 
be attracted to the still life. It is, to him, an expedition into 
the formal relationships of color and design. Stripped of 
all psychological and emotional underpinnings, the still 
life provides him with an armature for the investigation of 
rational order and essential form.”

In the work at hand, Luz depicts three bottles. The artist 
says of these objects: “I discovered them in one trip to 
India. These are little nineteenth-century bottles decorated 
with brass caps and used to contain perfumes, lotions, 
or medicine. I took photos of them, and they looked like 
human figures. Arranged in twos or threes, they would 
look like a peoplescape.”

Luz employs the color ochre, which he started to use 
in the 1990s. With its soil-like pigment, Luz evokes the 
enthusiasm associated with archaeological excavations. 
He depicts the bottles as if they were recently unearthed 
and initially showcased to pique the viewer’s curiosity. 
With this work, Luz seemingly invites the audience to 
witness a tangible piece of history, making them relive the 
quaint splendor of storied cultures. (A.M.)
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Michael Cacnio (b.  1969)

Palipad (Children at Play Series)
signed and dated 2001
brass
30" x 31" x 8" (76 cm x 79 cm x 20 cm)

P 240,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

PROVENANCE
Lopez Museum Gallery

Michael Cacnio’s Children at Play Series 
encapsulates the simple and unbridled joys of 
our childhood. “As a happy person and as an 

artist, you can see that in my work. I want it to have the 
power to move and inspire you,” says Cacnio in a 2014 
Philippine Star article titled “Michael Cacnio’s life in 
brass.”

In this piece from the artist’s Palipad (Children at Play 
Series), Cacnio depicts a boy playing with his kite, all the 
while gazing amazingly and ecstatically at how his kite 
has seemingly breathed a life of its own and flew off the 
vast expanse of the skies. Cacnio’s distinct brand of social 
realism is one that does not shy away from depicting the 
simple joys of living, be it in urban or rural areas. Remarks 
Cacnio in the same article: “My work is all about the daily 
lives of the Filipinos… Once people see my work, they are 
reminded of the past. By preserving it, I make people 
think back and recall past joy and happiness.” 

At first glance, Cacnio’s works may be deemed as simple 
and mundane. But it profoundly penetrates our memory 
and consciousness, enkindling in us the lost innocence of 
our childhood. Maybe this is why Cacnio’s works are that 
straightforward: they genuinely connect with the inner 
child in all of us and authentically capture a time when 
all was just simple and delightfully wholesome, at least in 
our minds as children constantly at play back then. (A.M.)
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Félix Martínez y Lorenzo (1859 - c.  1916)

Untitled (View of Nipa Houses on the River)
signed and dated 1894 (lower left)
oil on canvas
11 1/2" x 8" (29 cm x 20 cm)

P 600,000
LITERATURE
Benesa, Leo, Alicia Coseteng, Alice Guillermo, Cid Reyes, 
Dr. Luciano Santiago, M.D., Cesare A.X. Syjuco, Emmanuel Torres, & 
Paul B. Zafaralla, Ph.D. Art Philippines. Pasig City: The Crucible Workshop, 
1992. Full color illustration and painting description on page 76.

Felix Martinez y Lorenzo was part of the generation 
of Juan Luna and Jose Rizal; a man of reliable and 
solid talent who would reach his zenith as the 

acknowledged master of the paisaje or country landscape.

He would first make his mark by being selected as one 
of the elite group of painters for Fr. Manuel Blanco’s La 
Flora de Filipinas which documented the plants of the 
Philippine islands in glorious detail. That group included 
Agustin Saez, the peninsular who headed the Manila 
academy of art, the young Felix Resurreccion Hidalgo 
— who would create a sensation by almost besting 
Saez himself for the honor of limning the cover of 
the landmark botanical work — and the beloved art 
professor Lorenzo Guerrero.

Martinez would be very much part and parcel of the 
Manila - Madrid art world : He would be recruited to teach 
at the Manila Academia’s vocational school, the Escuela 
de Artes y Oficios de Manila; and would participate in 
the major expositions organized in Spain as well as in 
the Philippines. This included the landmark Exposicion 
General de Filipinas of 1887 staged at the Crystal Palace 
in Retiro Park to the Exposicion Regional Filipina of 1895 
in Manila. Born to a prosperous family of Sta. Cruz, Manila, 
Martinez is also thought to have even traveled to study at 
the Real Academia de Bellas Artes de San Fernando in 
the Spanish capital at his family’s expense. His works are 
certainly to be found in the country’s national museums.

What would distinguish Martinez, contribute to his skill of 
capturing magical moments on the fly and on the road, 
and ultimately make him famous was his appointment 
as the chief illustrator of the highly popular La Ilustracion 
Filipina, a position he held from 1891 to 1895. The 
publication was founded by the wealthy Don Jose 
Zaragoza y Aranquizna, older brother to Martinez’ friend 
and fellow artist Miguel Zaragoza. 

Martinez would sharpen his artistry by painting non-stop 
portraits of the rich and famous (including Ferdinand 
de Lesseps, builder of the Suez Canal and Minister for 
the Overseas Colonies Segismundo Moret) as well as 
vignettes from the news — depicting, for example, the 
horrendous Tondo fire — as well as facets and characters 
of Filipino life, such as market scenes, sampaguita and 
mango vendors, Chinese peddlers, cigar workers on the 
way to work, and the Christmas Noche Buena and Lenten 
Season rituals.

Vistas of the Philippine countryside were all subjects that 
fed Martinez’ brush. He would apparently travel as north 
as Candon, Ilocos Sur and Cagayan to as far south as 
Zamboanga and all the towns of interest in between, 
from Magellan’s tomb in Mactan, the Calle Real of Jaro 
and Capiz, Obando, Negros Oriental, as well as Manila’s 
Sampaloc, Pandacan and Pasig.

In 1894, the year this charming paisaje was painted, 
Martinez travels would have included Daraga in Albay, 
Iloilo, and Ilocos. It’s an unusual scene of a rather 
ramshackle nipa hut built over a wide, deep green river. 
A woman in a white blouse and red tapis sits on her 
haunches looking across the river to a covered shed. There 
are figures swimming in the cool water — their heads 
bobbing just above the white-capped current. Other 
persons also outlined in red are busy under a makeshift 
shed, perhaps drying nets, one sits astride what looks like 
a carabao (water buffalo.)

Upon closer inspection, a large wooden door under an 
arch covered with vines is on the opposite bank. Two 
more figures clad in the black robes of Augustinian friars 
are outside it, one figure stands, the other seems to 
crouch. On the ground are sheaves being dried; a buoy 
floats in the river water. There is a small bamboo fence on 
the side; in the distance, the tall slim bamboo trees reach 
to the blue sky. It’s a placid scene with many secrets, an 
insight to the character of the painter as well as the milieu 
he found himself.

Master of the Paisaje
by L ISA GUERRERO NAKPIL



T H E  A S I A N  C U L T U R A L  C O U N C I L  A U C T I O N  2 0 2 3 212



L E Ó N  G A L L E R Y213

143

Justin Nuyda (1944 -  2022)

Mindscape Search: 
Cordillera Mountains
signed and dated 1982 (upper right)
oil on canvas
34 1/2" x 21" (88 cm x 53 cm)

P 600,000
León Gallery wishes to thank the estate of the artist
for confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

With over four decades of 
experience in art, Justin Nuyda 
has often been regarded as one of 
Philippine Modernism’s foundations. 
A graduate of the University of 
Santo Tomas’ Fine program, Nuyda 
was one of the first recipients of 
the CCP Thirteen Artists Award in 
1972, together with his peers such 
as Romulo Olazo, Danilo Dalena, 
and Angelito Antonio. Though he is 
now known for his abstract works, 
Nuyda’s early exhibits often featured 
portraits and nudes, showing 
his seemingly universal aptitude 
for the arts. Nuyda was also an 
active member within the local art 
community. He was a founding 
member of the famous Saturday 
Group, an artist-run collective 
that includes notable names such 
as Jose Joya, BenCab, and H.R. 
Ocampo. Nuyda has also extended 
his hand beyond the group through 
fundraisers and group exhibitions.

Painting for more than 40 years, he 
is best known for abstract works that 
depict the soft undulating motions 
of clouds, mists, butterfly wings, sea 
foam and waves hovering over nether 
horizons. These paintings induce 
calm meditation and introspection 
through Nuyda’s signature use of 
wide and solid brushstrokes. While 
one can argue that Nuyda’s works 
fall under the aforementioned 
umbrella term with its impressionistic 

and gestural visual cues that are 
undoubtedly hallmarks of the age-
old artistic movement, a closer 
look reveals that his works seem to 
occupy an unusual and otherworldly 
divide between the purely abstract 
and sensuous and the distinctly 
representational and realistic. 
Although his works are heavily 
populated with a brilliantly curated 
array of colors and shades that 

seem to glow under the luminosity of 
an inviting yet unnerving radiance, 
his subjects are unmistakably 
taken from the material beauty of 
nature and everyday life. Far from 
the purely impressionistic stance 
of the abstract and too uncanny 
for the likes of realism, one can 
only describe Nuyda’s style as a 
pioneering venture that is incredibly 
distinct and uniquely his. (J.D.)
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Erizal As (b.  1979)

Enigma
signed and dated 2017 (lower right)
oil on canvas
78" x 70" (198 cm x 178 cm)

P 400,000
PROVENANCE
Private Collection, Manila

Contemporary artist Erizal As is among Indonesia’s 
most renowned artists working today. His unique 
artistic practice among his peers is what undoubtedly 
skyrocketed As to what he is today. Concerned with 
intuition and improvisation, As’ works do not start out as 
a premeditated fixed image or sketch. Instead the artist 
paints directly onto the canvas. Effectively giving way to a 
much more dynamic approach. Despite this, As was not 
always known for his intuitive abstractions. His early works 
were much more figurative; depicting animals, humans, 
and even musical instruments. But the artist would 
eventually shift towards a much more abstract approach, 
citing that through organic movement, we are able to be 
much more in-tune with our own identities. (J.D.)
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Lao Lianben (b.  1948)

Under The Influence 
signed (lower left and verso) 
acrylic on canvas 
72" x 48" (183 cm x 122 cm)

P 4,000,000
PROVENANCE
Acquired directly from the artist

The mystical symbol of the ensō or circle has figured 
prominently in the works of contemporary artist Lao 
Lianben. In Zen, the ensō represents the strength 

of character, nothingness, and enlightenment. The 6th-
century Japanese text titled the Shihinmei refers to the 
way of Zen as “a circle of vast space, lacking nothing and 
holding nothing in excess.” 

The nothingness present in the ensō embodies the 
expanse of contradiction trapped within the circle, 
representing the endless cycle of struggling and 
overcoming. This resonates deeply with the artistic praxis 
of Lao, particularly in this piece titled Under the Influence. 

In this work, Lao renders the ensō in its scarred 
magnificence. The artist invites us to revel in quietude 
as we solemnly engross ourselves in the presence of the 
circle. In Zen, rendering the ensō requires disciplined 
spontaneity, as it is drawn or painted in a single stroke, 
capturing the unvarnished emotions of the painter as 
they skillfully charge the canvas with their personality 
and spirituality. Therefore, the piece encapsulates Lao in 
the act of meditation. As such, this piece can be seen as 
Lao’s self-portrait, as it captures him in the sublimity of his 
unveiled spiritual temperament.  

When the ensō is closed, it symbolizes perfection. When 
the ensō is not closed, i.e., incomplete, it represents the 
inherent beauty in imperfection. In Japanese aesthetics, 
this pertains to the concept of wabi-sabi, which the 
Stanford Encyclopedia of Philosophy dissects into two 
interrelated concepts, wabi (“subdued, austere beauty”) 
and sabi (“rustic patina” or the beauty of the passage of 
time). One must not change or alter the appearance of 
the ensō once they have rendered it, for its beauty comes 
from its maker’s genuine expressiveness while painting it. 
It is perfectly imperfect. 

However, in this work, it is uncertain whether the ensō is 
complete or not. A single striking brushstroke penetrates 
the circle, making this a matter of obscurity. Here, Lao blurs 
the line between perfection and imperfection. The “line” 
penetrating the inside of the circle symbolizes harmony 
realized and attained in the face of life’s roughness and 
the frailty of mortal existence. 

The ensō also symbolizes the circle of life. Relating this 
to Lao’s work, life is an endless cycle of struggles and 
tribulations, a tug-of-war between attaining perfection 
and falling into imperfection. But Lao reminds us of 
one thing: contradictions are inherent in life. Embracing 
those contradictions through practicing tranquility 
amid confusion (seijaku) will lead us to understand that 
contradictions form part of our humanity. We must 
accept this (stark) reality, and there is always this path 
that is enlightenment—the realization of the oneness 
of things—to attain spiritual awakening and renewal to 
overcome those contradictions every time. We shall let 
go of all expectations. We can never achieve perfection, 
but we can always strive toward harmony. What we 
lack in perfection is fulfilled by our strength of spirit and 
character. 

We are always under the influence of life’s contradictions 
and imperfections and only learn how to navigate it 
through meditation. We are also under the influence of 
meditation, only if we commit to it our spiritual well-being. 
This is in itself a contradiction, and that is the allure of 
existence. Zen has always revolved around the enigmatic, 
and perhaps, this is what Lao instills in his viewer: the 
mysterious beauty inherent in imperfection, realized 
through solitude and contemplation toward the elusive 
path that is enlightenment. (A.M.)
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Mark Andy Garcia (b.  1984)

Life of An Artist 1
signed and dated 2020 (lower right)
oil on canvas
72" x 108" (183 cm x 274 cm)

P 600,000
PROVENANCE
West Gallery, Quezon City

EXHIBITED
West Gallery, Mark Andy Garcia: To Live, Quezon City, 
June 25 - July 25, 2020

Over time, the artist and his oeuvres evolve.

The earlier works of Mark Andy Garcia are reflective of 
his time abroad as a neophyte painter refining his craft. 
And, upon his return to his homeland, he was met with 
tragedy and crisis. However, after the brazen and anxious 
beginnings, there is fruition. As more time went by, his 
paintings grew in brightness. The process is maintained, 
but there are conscious changes in structure and 
substantiation.

Life of an Artist I pay homage to Vincent van Gogh and 
his sunflowers. In their depictions of sunflowers, Garcia 
and van Gogh share a love of light and colors that convey 
specific attitudes. The oil painting at hand is included in 
the To Live exhibition of Garcia, which was described as 
“a peaceful strain.” The works in the show are made of 
generous layers of oil paint, and their rich visual texture 
emerges through thin and thick strokes, back and forth 
on the other.

Indeed, the artist has grown in self-assurance, drawing 
and painting lightly, even when he is emotionally 
inspired. (P.I.R.)
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Mauro Malang Santos (1928 - 2017) 
Plants
signed and dated 22-IV-79 (lower right)
tempera on board
30" x 30" (76 cm x 76 cm)

P 700,000
Accompanied by a certificate issued by West Gallery
confirming the authenticity of this lot

Mauro “Malang” Santos, primarily known as a painter of 
genre scenes, would test his artistic vision once in a while 
and paint abstract compositions with unique and exciting 
qualities. His creative inclinations would often branch 
out into other subjects, and the lot at hand is among the 
particular pieces that showcase Malang’s special interest 
in still life.

In this 1979 surreal rendition of a plant, Malang’s 
predilection for a bold and bright palette is evident with the 

vivid warm hues. He was one of the widely-known Filipino 
artists with an affinity for colors. His approach avoids no 
color, nor is there a shade that he could not choreograph 
in his canvas — resulting in a visual feast that satiates the 
viewer’s appetite for excitement and delight. Filipino art 
critics agree that Malang’s allure as an artist springs from 
his imaginative use of color. Art critic Cid Reyes identifies 
Malang’s works as “the most color-irradiated ever done 
in the history of Philippine art.” Indeed, his artistry was 
embodied by his cunning relationship with colors.

As if a horticulturist who crafts his own flora, Malang 
painted no specific botanical species. He often rendered 
a subject in a manner that is impressionistic, capturing 
its spirit more than its appearance. His still-life paintings, 
in a sense, depict a transcendental subject that aims to 
grasp a pure and ideal form of nature. He not only applies 
unique details to the subject, but also unearths  the  
hidden realities found within the subject. With that said, 
this work is not sedate beauty but extravagant bursts of 
creation evoked by the adept hand of a master at the 
peak of his artistic prowess. (P.I.R.)
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Gene Paul Martin (b.  1989)

Divine Smoke Ritual
2019
oil on canvas
72" x 72" (183 cm x 183 cm)

P 400,000
PROVENANCE
Private Collection, Manila

Gene Paul Martin’s uniquely alluring surrealist oeuvres 
blur the line between fantasy and reality by utilizing 
both familiar and unfamiliar visual elements against an 
otherworldly visual plane. His assemblage of elements 
amidst an expansive and unearthly landscape allows 
viewers to engage with his works in a variety of ways—a 
conscious artistic choice that reflects Martin’s unique 
philosophy that sees the art of painting as the creation of 
multiple entry points that seek to lead the viewer through 
a complex and interweaving milieu.

Martin has mounted both solo outings and group 
exhibitions at notable places such as Secret Fresh, 
Silverlens, Art Fair Philippines, and the Cultural Center 
of the Philippines. His works have also been exhibited in 
Malaysia and Taiwan. Gene Paul Martin’s work is steeped 
in pop culture and off kilter yearnings. Martin is also an 
organizer and curator of various exhibitions and arts-
based projects, working primarily out of his studio. (J.D.)
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Rodel Tapaya (b.  1980)

The Generous Man 
signed and dated 2019 (lower right)
acrylic on canvas
96" x 72" (244 cm x 181 cm)

P 2,400,000
EXHIBITED
ROH Gallery, Jakarta

Throughout the history and evolution of art, the 
term has taken on many faces and phases; shifting 
in accordance with the spirit of each age. Despite 

this, each definition of art is arguably tethered to a 
common thread. That is, no matter how art is defined, it is 
always scrutinized against the context of our relationship 
with it. For the Ancient Greeks, art was synonymous with 
beauty, wherein a thing is seen as a great work of art if 
it closely resembles and reflects that which is beautiful. 
Wherein the concept of beauty is defined as, according to 
the Platonic Forms, the highest Form of Beauty; a concept 
that is rooted in the spiritual and the metaphysical and 
thus virtually unattainable through physical vestiges. But 
that does not mean one should not strive towards artistic 
paramount. For Plato and the philosophers that adhered 
to his ideas, art in the physical realm should work towards 
Beauty, because by introducing individuals to such things 
that reflect the different aspects of Beauty can these 
individuals begin to understand not only the essence of 
Beauty, but also the essence of what is truly and rightly 
Good. Eventually, Modern thinkers would begin to 

contemplate the role and use of art against the backdrop 
of the different revolutions in science and technology. 

But given that our definitions of art have since diversified, 
we’ve also seemingly shifted our approach to it; namely 
we are no longer concerned with finding art in the 
universal, but also in the local as well. Such an approach 
can be seen as the core of Filipino artist Rodel Tapaya’s 
artistic practice. As an artist, Tapaya’s works seemingly 
revolve around the different myths and narratives of the 
Philippines as well as its adjacent regions. Such stories do 
not only tap into the rich culture and history of the region, 
but also acts as a practice of discovery and reclamation 
of narratives that were seemingly lost given the effects of 
colonization and globalization. But Tapaya’s works do not 
only gaze upon our past, but are also deeply entrenched 
in the present. His works act as reminders of how our 
current situation is rooted in how our histories have 
played out. They are, in effect, works that tell particular 
stories about specific phenomena, but still manage to 
find a common thread that makes all of us human. (J.D.)
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Martin Honasan (b.  1976)

Vanishing Point 
signed and dated 2016 (upper right)
acrylic and collaged fabric on canvas
60" x 48" (152 cm x 122 cm)

P 220,000
PROVENANCE
Private Collection, Manila

For visual artist Martin Honasan, the human face is 
the median point between the objective phenomenon 
of reality and the subjective realm of the human soul. 
Through the face, we are able to deduce various emotions, 
moods, dispositions, and desires. Thus, Honasan’s novel 
approach to portraiture subverts the traditional styles 
and techniques of the genre by unearthing what he sees 
as the implied dimension of the human soul. The abstract 
elements of his portrait capture the nuanced complexities 
that lie beneath the surface of everyday life.

Born in 1976, Honasan graduated from Ateneo de Manila 
University with a degree in Interdisciplinary Studies. He 
then became a visual artist and an art director at an 
Advertising firm before pursuing art as a full-time job. He 
has exhibited at various spaces such as the Ayala Museum, 
Art Verite, and the Cultural Center of the Philippines. His 
works have also made their way to important events such 
as Art Fair Philippines, Asia Now Paris Art Fair, VOLTA 
New York, and Art Taipei. (J.D.)
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Orley Ypon (b.  1973)

The Belfry of the Basilica del Sto. Nino de Cebu 
signed and dated 2004 (lower left)
oil on canvas
35 1/4" x 29 1/2" (90 cm x 75 cm)

P 280,000
León Gallery wishes to thank the artist
for confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

A contemporary Filipino artist born in 1973, Orley Ypon 
is a well-regarded portraitist from Toledo, Cebu. His 
passion and talent for painting stems from his childhood, 
where he'd do portraits of his friends and family. Ypon is 
often praised for his masterful synthesis of conventional 
academic technique and contemporary social depth. 

The adherence to classical techniques are often used 
to produce works that seemingly treat beauty idealistic 
and utopian. Instead, Ypon veers away from this trope 
by creating stark and unfiltered images of everyday 
life. Through his works, Ypon manages to capture the 
unapologetic reality and beauty of the human condition. 
In Ibyang Spring, Ypon’s masterful approach is seen. The 
unspoiled and natural elements of his chosen subject 
matter. (J.D.)
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Ang Kiukok (1931 - 2005)

Fish
signed and dated 1979 (lower right)
oil on canvas
32" x 24" (81 cm x 61 cm)

P 2,800,000
Accompanied by a certificate issued by Finale Art File
confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist by the present owner

The older works of Ang Kiukok often had flat 
surfaces. He dealt with perspective, working 
around it through color modulations or through 

either merging or breaking up surfaces. Kiukok explored 
a purely pictorial element in this 1979 oil painting, 
Fish. The red fish on the plate does not look edible or 
appetizing, as it is portrayed with sharp teeth and spiky 
bones. He rendered the fish as though with x-ray vision, 
revealing what is beneath the flesh. The overlaying or 
superimposing of one hue on another was his way to 
show the volume of the fish.

Other subjects of Kiukok also underwent a similar 
approach; for one, his fighting cocks were armored 
gladiators with bladed spurs and metallic claws. His 
imagery, however, does not intend to insult. To him, 
bodies are more interesting when bare of flesh, exposing 
the underlying structural form. For the same reason, the 
skeletons of a fish are more dramatic than the same fish 
alive, still with its soft skin of flesh. “I want to be able to 
see underneath the skin,” Kiukok said. (P.I.R.)

Ang Kiukok in his studio in the 1970s.



T H E  A S I A N  C U L T U R A L  C O U N C I L  A U C T I O N  2 0 2 3 226



L E Ó N  G A L L E R Y227

153

Louie Cordero (b.  1978)

Untitled 
signed and dated 2008 (lower right)
oil on canvas
60" x 40" (152 cm x 102 cm)

P 700,000
PROVENANCE
Finale Art File, Makati City

The bizarre and surreal often go hand in hand in the works 
of contemporary Filipino artist Louie Cordero. Based in 
Malabon, Cordero graduated from the University of the 
Philippines’s College of Fine Arts and also honed his craft 
through a residency at the Vermont Studio Center in 
2001.  Cordero's work has been exhibited in galleries and 
museums around the world, including the Metropolitan 
Museum of Manila, the Singapore Art Museum, and the 
Museum of Contemporary Art in Taipei. He has also been 
the recipient of several awards and honors, including the 

Thirteen Artists Award from the Cultural Center of the 
Philippines and the Ateneo Art Awards.

Cordero’s artistic practice is characterized by the use of 
uncanny and unorthodox elements such as innards, veins, 
and tissue, contorted into different forms and shapes that 
resemble unclassified new lifeforms and organisms. Such 
an approach and predisposition to an ultimately organic 
aesthetic allows Cordero to explore the possibilities of 
our unknown future in a way that puts life at its center. 
Though it may seem macabre and uncomfortable at first 
glance, Cordero’s pieces act as an ironic reminder of our 
mortality. Overall, he continues to push the boundaries of 
contemporary art with his unique style, thought-provoking 
themes, and his use of traditional Philippine imagery and 
symbolism. (J.D.)
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154  PROPERTY FORMERLY IN THE JIM AND REED PFEUFER COLLECTION

Fernando Zóbel (1924 - 1984)

Self-Portrait 
unsigned and undated
pen and ink on paper
11" x 8 1/2" (28 cm x 21 cm)

P 160,000
Accompanied by a certificate issued by Don Rafael 
Perez-Madero confirming the authenticity of this lot

PROVENANCE 
León Gallery, The Jim and Reed Pfeufer Collection: 
A Four-Decade Friendship with Fernando Zóbel, 
Makati City, 6 February 2015, Lot 23

LITERATURE 
Ocampo, Ambeth R. & John Seed. The Jim and Reed Pfeufer 
Collection: A Four-Decade Friendship with Fernando Zóbel. 
Makati City: León Gallery, 2015. Illustration and photo 
caption on page 76.

EXHIBITED 
León Gallery International, The Jim and Reed Pfeufer 
Collection: A Four-Decade Friendship with Fernando Zóbel, 
Makati City, 19 January - 6 February 2015

The lot at hand, a portrait of and by Fernando Zóbel, 
was included in The Jim and Reed Pfeufer Collection. A 
pen and ink on paper piece, it reveals the cordial facet 
of the fine artist’s personality, even perhaps the comical 
side of his character, which is not often exhibited in his 
abstract paintings. As recalled by Eric Pfeufer, Zóbel 
“seemed magical; always bringing fantastic presents, 
creating cartoons, and telling whimsical stories.” Zóbel 
was a close friend of the Pfeufer family, kept a strong 
bond with them and sent to them written letters, most 
of the time addressed to Eric’s mother, Reed, who was 
an artist herself. Her husband, Jim, was also inclined to 
the arts, although he had moved on to devote his career 
to poetry and graphic design. Jim and Reed took Zóbel 
under their wing while he was a student at Harvard. Of 
course, the friendship would span decades and, now, 
forever preserved in their shared words and art works of 
Zóbel. (P.I.R.)
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Mark Justiniani (b.  1966)

Tungkod
signed and dated 2018 - 2020 (lower center and verso)
oil on wood
24 1/4" x 17" (62 cm x 43 cm)

P 800,000
PROVENANCE 
León Gallery, The ArtPH Online Auction 2020 (For the benefit of 
orphaned babies at the Cribs Foundation and the residents of Alcala, 
Cagayan in building a permanent evacuation center), Makati City, 
12 December 2020, Lot 43

The eminent social realist Mark Justiniani depicts in 
this work aptly titled Tungkod an image of a man 
donned in the traditional wardrobe of the men 

belonging to the native principalia in the 19th-century 
Philippines. He sits on an exquisite, cushioned chair 
reminiscent of the ones found in the homes of affluent 
Filipino clans. He is smoking a pipe while casually sitting, 
with his right hand holding a gold cane. His bearing 
connotes callousness, indifference, and apathy, qualities 
inherent to the ruling elite.  

Activist, author, scholar, and former UP professor, the 
late Edberto M. Villegas writes in his review of Dr. Dante 
Simbulan’s The Modern Principalia: “The principalia 
emerged from the economic class nurtured by the 
Spanish to serve the latter’s interests and further endowed 
with political power by the Americans to cow the restive 
masses after the Filipino-American War. They were 
mostly composed of mestizos, native and Chinese, the 
former sired by Spanish fathers and the latter, offspring 
of Chinese merchants who intermarried with native 
women members of the principalia. The mestizos grew 
in economic status in Philippine society as they acquired 
haciendas, with crops meant for exports to Spain and 
later to other Western countries.”

"The descendants of this principalia are still lording it over 
the socioeconomic arena…This class interbreeds within 
itself, intermarrying within a limited circle of the so-called 
high society families. With this exclusiveness, the wealth of 
the principalia becomes more concentrated through time, 
as we have seen. This principalia has a highly Westernized 
outlook, now Americanized as befitting their U.S. patrons. 
They send their children to the same exclusive schools 
and have interlocking businesses in companies and 
banks. They have close connections with political leaders 
since members of their clan may be holding public offices 
themselves or have minions in government to protect 
their interests."

In Justiniani's Tungkod, we can discern the semi-colonial 
and semi-feudal society borne from the brutal collaboration 
between the local compradors and bureaucrat capitalists 
(from whom the elite, the modern principalia, come) and 
their imperialist masters. Although we live at the mercy 
of the elite, we ultimately possess the power to engender 
revolutionary change by means of our shared struggles 
and aspirations. A dark, brooding atmosphere pervades 
the background, symbolizing "crisis generates resistance." 
Until their gold canes are slashed and their ivory towers 
forcibly overturned shall the oppressed arrive at genuine 
emancipation. (A.M.)
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Emmanuel Garibay (b.  1962) 

Matamis 
signed and dated 2015 (lower right)
oil on canvas
56" x 72" (142 cm x 181 cm)

P 1,400,000
PROVENANCE
Private Collection, Makati City

Emmanuel Garibay continues his mission of providing 
compelling visual narratives about the world we live 
in in this highly provocative work titled Matamis. 

Teeming with allegory and symbolism, Garibay says 
that Matamis is a work that is "visually attractive" yet 
possesses a powerful "pictorial narrative.'

Garibay shares that this work is the "same old story about 
deception and servitude," how powerful countries maintain 
their imperialist agenda by using their "soft power" (culture, 
technology, and religion) to penetrate the consciousness 
and subconsciousness of a people. In Matamis, the 
eminent social realist depicts allegorical images that 
correspond to real-life personalities and elements, such as 
Andy Warhol (who used his art to espouse consumerism 
and pop culture), the architectural magnificence of the 
Notre Dame Cathedral, and technological innovations, 
such as spaceships. Superpowers use these elements 
to show how powerful and formidable they are, further 
strengthening their oppressive hold on the nations and 
the people they exploit.

In his book Soft Power: The Means to Success in World 
Politics, American political scientist Joseph Nye writes: 
"A country may obtain the outcomes it wants in world 
politics because other countries—admiring its values, 
emulating its example, aspiring to its level of prosperity 
and openness—want to follow it. In this sense, it is 
also important to set the agenda and attract others in 
world politics, and not only to force them to change by 
threatening military force or economic sanctions. This 
soft power—getting others to want the outcomes that 
you want—co-opts people rather than coerces them."

In this age of unprecedented technological advancement, 
the dominance of popular culture (mass media and 
entertainment), the internet, and social media are 
undisputable. Yes, popular culture and the internet are 
indispensable in today's wearisome age. Yet, it is also 

a weapon of mass distraction used to perpetuate the 
narratives and ideals of the oppressive and repressive 
status quo that is the formidable force of imperialism. The 
distractions of the contemporary age are manifestations 
of imperialism's ills. 

An imposing figure of a priest wearing a violet robe can be 
seen holding a cutting-edge apple. The priest represents 
traditional religion, an ideological apparatus that fosters 
authoritarian tenets and distorts class consciousness. 
The apple evokes a modern-day version of the forbidden 
fruit in the biblical Garden of Eden, symbolizing how soft 
power, like religion, induces people to be lured into the 
pits of imperialist exploitation. 

A flock of people seemingly worshiping these "cultural 
icons and emblems" are depicted as being uncannily 
similar in physical appearance and gesture, symbolizing 
how we tend to follow and pattern ourselves in the mold 
of the superficial "magic" and glamor of popular culture 
(especially celebrities) that frames narratives perpetuating 
the hegemonic status quo. Their praying gesture, coupled 
with the image of the dog in the left corner of the work, 
symbolize how we have become subservient to these 
instruments of indoctrination and propaganda. 

We must be critical of the culture we consume and strive 
towards a progressive, scientific, mass-oriented, and 
nationalist culture that upholds our interests and welfare, 
not a "sweet, superficial" culture that pushes us to 
blindness and subservience. Artists also have a significant 
role in radical cultural and societal transformation. 
Through their militant creativity, they are responsible 
for reintroducing and reinforcing to our collective 
consciousness the narratives of the masses' struggles by 
living among them—"From the masses, to the masses."

Warning: Not everything sweet is delectable and 
delightful. (A.M.)
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Norma Belleza (b.  1939)

Portrait
signed and dated 1963 (upper right and verso); 
Philippine Art Gallery (PAG) label attached verso
oil on wood
38" x 34" (97 cm x 86 cm

P 700,000
PROVENANCE
Philippine Art Gallery, Manila

EXHIBITED
Philippine Art Gallery, 1963

In 1963, Norma Belleza held her debut solo exhibition 
at the storied Philippine Art Gallery, where she was 
also an artist-in-residence with her husband, Angelito 

Antonio. Prior to that landmark event in her life, Belleza 
was a fresh graduate and an emergent artist, having just 
received her Bachelor of Arts degree from the University 
of Santo Tomas in 1962. She would also bag awards at 
the Art Association of the Philippines (AAP) Annual, where 
she was named third honorable mention in 1962 and 
awarded third prize in 1963. 

The work at hand, simply titled Portrait, was among the 
works featured in Belleza’s career-defining exhibition. 
Back in its heyday, the Philippine Art Gallery (PAG) was 
the benchmark for Philippine modernism, where the best 
of the country’s modern art was showcased and accorded 
deserved recognition. Writes Purita Kalaw-Ledesma in 
the book The Biggest Little Room, the PAG “was a good 
venue for the struggling young Modern artist.” Exhibiting 
at the PAG was a badge of honor for the budding artist, 
such as Norma Belleza in her youth. 

Portrait is also a quintessential representation of Belleza’s 
early style. There was this phase in Belleza’s career 
wherein her paintings did not resemble the brightly 
colored and highly exuberant themes that would catapult 
her to prominence. Depressing and somber themes 
characterized Belleza’s paintings during her early phase, 
often depicting religious subjects and, sometimes, those 

Philippine Art Gallery label affixed in verso.

that implicitly speak of the anguish experienced by the 
human soul. 

In Portrait, Belleza depicts a solitary man, with his 
face explicitly expressing personal torment. Belleza’s 
spontaneous brushstrokes and impassioned employment 
of somber colors exude an intense brand of expressionism. 
A heightened charge of emotions is palpably discerned, a 
quality that only comes from an artist so natural in her 
ability to capture the many facets of human existence. 
Even in her early phase, Belleza’s signature distortion of 
her figures is already apparent. (A.M.)
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Fernando Amorsolo (1892 - 1972)

Intramuros
signed and dated 1941 (lower right)
oil on canvas
15 1/4" x 18" (38 cm x 46 cm)

P 2,000,000
Accompanied by a certificate issued by Mrs. Sylvia Amorsolo-Lazo
confirming the authenticity of this lot

PROVENANCE
Purchased directly from the artist by Kathryn and Ralph Rawson, who 
lived in the Philippines before World War II. Passed by inheritance to 
the present owner who is Kathryn's grandniece.  

Fernando Amorsolo depicts in this piece the Baluarte 
de San Andres, one of the seven original bastions 
of pre-war Intramuros. Also called the Baluarte de 

San Nicolas due to its proximity to the old Church and 
Convent of San Nicolas Tolentino, it was constructed 
in 1603 as a crucial fortification for the old Puerta Real 
and to reinforce the defenses of the southeastern part 
of the walled city. The baluarte faces the direction of the 
old barrio of Bagumbayan. It was renovated in 1733, 
adding to its defense facilities a bombproof arsenal for 
gunpowder, a garita (watchtower), and soldiers’ barracks. 
A docking area for boats crossing the old moat would be 
constructed at a later time.

The baluarte suffered two destructive attacks. The first 
one was during the British Siege of Manila in 1762, when 
the baluarte, especially the arsenal, was severely ruined. 
The baluarte would be reconstructed at the culmination 
of the British occupation in 1764. The second and the 
most devastating was during the Battle of Manila in 1945. 

It would take a long interlude of forty-two years before 
the baluarte would be restored through the efforts of the 
Intramuros Administration to its former pre-war glory. 

In the work at hand, the iconic watchtower of the 
Baluarte de San Andres towers prominently in the near 
distance, with the massive stone walls of the old Hispanic 
city protruding from it. Despite its small size, the piece 
is classical Amorsolo at its finest. Amorsolo captures the 
quaint grandeur of the baluarte and imbibes a distinctly 
rural character to the environs of the old walled city, 
which had been undergoing rapid urbanization at the 
time of the American period. The maestro encapsulates 
his ideal vision for the Philippine countryside: idyllic, 
sunny, and romantic. The flame tree, with its vividly warm 
foliage, evokes tranquility. Amorsolo aspires that the 
bucolic character of the countryside would be restored 
to the modernizing city, in which people harmoniously 
commune and become one with nature. (A.M.)
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Angelito Antonio (b.  1939)

Tupada
signed and dated 2016 (lower left)
oil on canvas
30" x 48" (76 cm x 122 cm)

P 500,000
Accompanied by a certificate issued by Artes Orientes and 
signed by the artist confirming the authenticity of this lot

Regarded as a prime mover of action painting and 
extension of the Cubist style in Philippine art, Angelito 
Antonio had developed his very own color schemes of 
yellow, orange, cerulean blue, and black and white. As a 
student of the University of Santo Tomas in the 1960s, 
Angelito Antonio was influenced by the modernist 
masters who were his teachers, chiefly the National Artist 
Victorio Edades. This influence is largely visible in his 
treatment of colors in which tonalities are employed not 
to describe the world but to evoke a certain mood and 

atmosphere in the scenery of his paintings. Despite this 
influence, Antonio has remained steadfast in capturing 
the lives of ordinary Filipinos. In this piece, Angelito 
utilizes his signature style that combines his energetic 
and unorthodox use of shape, color, and form depicting 
traditional local scenes. Antonio’s mother and child, a 
common subject amongst artists, is given a significantly 
different treatment compared to those done by the other 
modernists.

In this work, we see Antonio utilize iconic Cubist style with 
his predisposition towards one of his signature palettes, 
namely black, white and gray. This gives the work a 
familiar and grounded approach that is most welcome 
amongst the works of Filipino Modernism. Already an 
immense figure in the history of Philippine visual art, 
Antonio is one of the pillars of Philippine art to adhere to 
Modernism’s core tenet of dynamic expression. (J.D.)
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It is a token of Juvenal Sansó’s 
enigmatic quality that his imagination 
has become a conservatory full of 
exotic plants verdant in a humid 
environment. His plant aesthetic is 
sound and delicate, realistic and 
romantic. Furthermore, his bouquets 
and flowers, as with his other 
favorite subjects, are executed and 
culled from his enchanted memory. 
Sansó’s works are brimming with 
the wealth of flora and fauna such 
as they are not found on waysides 
or seasides but only in the lush 
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Romeo Tabuena (1921 - 2015)

Pilgrims 
signed and dated 1973 (lower left)
oil on wood
14" x 36" (36 cm x 91 cm)

P 260,000
PROVENANCE
Private Collection, USA

A sunset is witnessed only for a 
moment. And, although it will grace 
the sky once again the next day, it 
must never be taken for granted. 
The piece at hand perfectly captures 
the marvelous phenomena, forever 
suspending the dimming of the day 
to dusk on its canvas.

The art of Romeo Tabuena is filled 
with rustic sceneries. His oeuvres 
depict folk life and indigenous 
flora and fauna, as well as alluring 
landscapes that are nothing short of 
breathtaking. Tabuena was a Filipino 
artist born in 1921. He studied 

architecture at Mapúa Institute of 
Technology in Manilla and painting 
at the University of the Philippines. 
He furthered his studies at the Art 
Students League in New York in 1952 
and in Paris at the Académie de la 
Grande Chaumière in 1954. The year 
after, in 1955, Tabuena moved to 
San Miguel de Allende, Mexico.

In 1973, when this oil on wood piece 
was made, he held solo exhibitions 
in Manila. The following years 
remained prosperous for Tabuena 
as a Millennium Show was held in his 
honor in 2000, and he was awarded 
the Presidential Merit Award in 2007. 
A few years later, Tabuena died in San 
Miguel de Allende in 2015. (P.I.R.)

161

Juvenal Sansó (b.  1929)

With Elegant Splendor
signed (lower right)
acrylic on canvas
20" x 27 1/2" (51 cm x 70 cm)

P 700,000
Accompanied by a certificate issued by Fundacion 
Sansó confirming the authenticity of this lot

imagination of a poet. This is owing 
to the fine artist’s predilection for a 
peculiar kind of plant, botanically 
speaking. As written in the French 
daily morning newspaper Le Figaro, 
“Sansó is a contemplative poet; his 
landscapes that seem fantastic are 

authentic, seen in the Far-East… his 
flowers, masses of rocks, the fishing 
traps… his tropical plants are all 
remembered so clearly that he can 
recreate them in his works… in this 
silent world no human figure seems 
to penetrate.” (P.I.R.)
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Romulo Olazo (1934 -  2015)

Diaphanous B-LXLIX
signed and dated 1990 (lower right)
oil on canvas
48" x 60" (122 cm x 152 cm)

P 4,800,000
PROVENANCE
Private Collection, Hong Kong

R omulo Olazo welcomed the 1990s with eager 
anticipation for his silver anniversary in the 
Philippine art scene in 1994. The celebrated 

artist also ushered in the decade with the debut of his 
Permutation series, which his wife Patricia Tria Olazo 
describes in Romulo's personal chronology in the 2013 
monograph on the artist, as "a linear interpretation" 
of his "well-known diaphanous forms characterized by 
clean, sharp, well-defined lines."

Even as he progressed into another series at the dawn 
of the new decade, Olazo never abandoned the concept 
and essence of his Diaphanous series, even taking 
inspiration from it to form another dashing series that 
captured his distinct visual language of exploring both 
abstraction and figuration and his ingenious fusion of 
the two. The work at hand, Diaphanous B-LXLIX, created 
in 1990, captures Olazo in that moment of transition 
from one theme to another, yet still keeping hold of his 
quintessential subject that catapulted him to artistic 
distinction. 

As Cid Reyes writes in the book Romulo Olazo: "Romulo 
Olazo's Diaphanous works constitute an entire life 
production and, in the annals of contemporary Philippine 
art, are unequaled as a sustained meditation on a focused 
theme, using an unswerving, determined technique."

Until his passing, Olazo showed his profound indebtedness 
to an ethereal spirit manifested in the sublimity of his 
Diaphanous works, which gracefully flowed like a visual 
orchestra for four decades in his prolific career. (A.M.)

Olazo in his studio. © Romulo Olazo, Paseo Gallery, 2013, p. 387.
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LOT 85

Ang Kiukok (1931 - 2005) 

Still Life with Pitcher



T H E  A S I A N  C U L T U R A L  C O U N C I L  A U C T I O N  2 0 2 3 242



L E Ó N  G A L L E R Y243



LOT 50

Romulo Olazo (1934 - 2015)

Diaphanous 253



LOT 73

Betsy Westendorp (1927 - 2022)

Poppies and Daisies
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M A C A R I O  V I TA L I S  (1898 - 1990)

Hunting Dogs in an Interior
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LOT 43

Vicente Manansala (1920 - 1981)

Planting Rice
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