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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,

While each December we mark with the traditional Kingly 
Treasures Auction, Christmases are really for the Queen of all 
our hearts, the ultimate Mother, the Blessed Virgin Mary.

A centerpiece of this auction is an extraordinary exemplar of 
the Madonna : The exquisite ivory La Niña Dormida, depicting 
Mary as a child herself, ensconced in a delightful four-poster 
bed. It is covered in excruciatingly detailed carving of the 
canopy, tasseled bedcover, and ornate head and footboards. 
This jewel is from the immensely wealthy Spanish and Chinese 
mestizo Rodriguez-Infante family of Guagua, Pampanga and 
found its way to the august precincts of the Vicente Zaragoza 
Araneta aristocrats of Calle R. Hidalgo.

A second Madonna is to be found in Malang’s striking Carroza, 
painted on Christmas Day, 1979. Wreathed in lush birds of 
paradise, angel’s wings, and a cherub, it is a raucous tropical 
celebration of the Nativity. (For those who prefer the High 
Renaissance, an excellent version of Raphael’s ‘Small Cowper 
Madonna’, by no less than National Artist Fernando Amorsolo is 
also included in the sale.)

Jose John Santos is represented by a work featuring a Queen of 
Hearts, who seems to hold the key to our country’s history.

Women collectors likewise dominate the year-end auction 
with the entry of the beloved Senator Leticia “Letty” Ramos 
Shahani, a pioneer of female rights; and two journalists, Llita 
Torralba Logarta and Barbara “Tweetums” Gonzalez.

The good Senator’s collection features several Ang Kiukoks 
alongside many finds she accumulated throughout her stellar 
legislative and diplomatic career both here and abroad.

FOREWORD

Fernando Zobel, who is only the second modern artist ever to 
be exhibited in the Prado — the first being Pablo Picasso — is 
an essential find with Luminosa II, painted in 1968.

A work from another mid-century wizard Jose Joya is also a 
highlight. Entitled Man’s Life Cycle, and also created in 1968, 
it is one of the most lavishly well-documented works by the 
master, thanks to an arsenal of letters which marked Joya’s 
long-time friendship with a pair of fellow alumni from the 
Cranbrook Academy of Art, Manuel and Violeta Dumlao.

As we look forward to 2023, we cannot help but be drawn 
to the massive Danilo Dalena — a star lot of this edition of 
the Kingly Treasures auction — that is entitled Quiapo and 
depicts the epic human turmoil of the Fiesta of the Black 
Nazarene (which unfurls on January 9th.)

We invite you to partake of all these assembled earthly 
delights which I am sure will move and inspire you.

And on behalf of Team León Gallery, we once more wish you 
glad tidings for Christmas and the New Year and thank you 
very much indeed for your continued interest and support of 
all things art and auctions.

Yours sincerely,
Jaime L. Ponce de Leon

Director
LEÓN GALLERY
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Arturo Luz (1926 - 2021)

Untitled (Cities of the Past Series)
signed (lower left)
acrylic on canvas
12" x 18" (30 cm x 46 cm)

P 100,000
Accompanied by a certificate issued by Ms. Luisa Luz-Lansigan
confirming the authenticity of this lot

Arturo Luz once said, “My work is linear and geometric, 
and that’s it, essentially.” A master of Minimalist art, he 
embodies this aesthetic movement not as a representation 
of beauty, emotion, and divinity but as a means of the 
infallible end. Luz accomplishes this by accentuating the 
form and material of the piece, free from inspection and 
interpretation. Minimalism, as with Abstract art, presents 
its observer with a subject or scenery that has little to 
no reference to the external reality. In the case of the 
National Artist, Luz found inspiration from the ancient 

structures that caught his eye during his sojourns in 
Asia. Ornate temples and palaces among them, those 
panoramic architectural landscapes were rendered to the 
bare minimum in his canvases. That being said, identifying 
the style of Luz demands knowledge of his minimalist 
approach, which is devoid of intricate details. (P.I.R.)

2

Ivan Roxas (b.  1978)

Autumn Sunrise
signed and dated Feb 2014 (upper left)
oil on canvas
9" x 12" (23 cm x 30 cm)

P 140,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

EXHIBITED
Art Verite Gallery, B-Sides and Rarities (Two-Man Show with Lawrence 
Borsoto), Bonifacio Global City, Taguig, October 4 - 18, 2014

The works of Filipino contemporary artist Ivan Roxas 
feature beautifully rendered scenes that seemingly 
transport viewers into the works and worlds of the 
masters of yore. Roxas has stated that his love for art 
started at a young age, effectively guiding his practice all 
throughout his life. Relatively speaking, Roxas’ works are 
a far cry from the minimalist, abstract, and expressionist 
dispositions that are rampant in today’s contemporary 
art scene. Yet Roxas does not concern himself with 
the pressures of conformity. Instead, he is primarily 
concerned with what he wants to paint and express. 

When probed about the place his works have in today's 
artistic culture he stated that “They’re a thing of the past. 
Yes, we can learn something from them. But it is useless 
to repeat the same thing over and over again. Copying 
them is insulting them. But to evolve from them is sign of 
deep gratitude and respect. About “high” art. There is no 
such thing as high or low in art. The word Art is enough! 
When someone says this is high-art, it means he /she is 
just measuring things, comparing things. That approach 
is discriminatory. It is a very egoistic approach.” (J.D.)
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Ramon Orlina (b.  1944)

Ecstasy II 
signed and dated 2009 (bottom)
carved amber crystal
13 1/2" x 7 1/2" x 6 1/2" 
(35 cm x 20 cm x 17 cm)

P 1,500,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

In a 2016 Inquirer article titled “Orlina draws 
optimal light from optical glass,” Cid Reyes 
celebrates the genius of Orlina's rendition 
of the female figure. He 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 writes: "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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Norma Belleza (b.  1939)

Fishermen
signed and dated 2003 (lower left)
oil on canvas
20” x 32” (51 cm x 81 cm)

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

Norma Belleza's canvases feature everyday folk with 
contented disposition and inner joy, from vendors like this 
one to potters and fishermen, all depicted with qualities 
that empower and uplift.

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 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 life and the joys of being Filipino. (J.D.)
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5

Soler Santos (b.  1960)

Untitled
signed and dated 2019 (lower center and verso)
mixed media
60" x 60" (152 cm x 152 cm)

P 500,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

EXHIBITED
MO_Space, Art Fair Philippines 2019, Makati City, 
February 22 - 24, 2019

Visual artist and gallerist Soler Santos is among Philippine 
contemporary art’s most influential voices. Born in 1960 
in Metro Manila, Santos was exposed to the fine arts at a 
relatively young age, given that his father, Mauro Malang 
Santos, is considered to be one of the pillars of Philippine 
Art in the 20th century. Santos received his formal 

education in the arts at the University of the Philippines’ 
School of Fine Arts. Santos’ unique practice has proven to 
be successful not because of his namesake, but because 
of his own unique approach to art itself. In 1992, he 
was awarded the coveted Thirteen Artists Award by 
the Cultural Center of the Philippines. Aside from being 
a visual artist, Santos is also a respected gallerist, with 
his Quezon City space West Gallery considered one of 
the most respected and prestigious galleries in the 
Philippines today.

Santos’ unique artistic practice is one that primarily 
explores our relationship with our surroundings. Though 
Santos’ style is varied and multifaceted, the very 
philosophy that his works operate on can be seen as 
a critique of our environment and how our experience 
primarily informs our relationship with it. From his 
Leaves series to his Derelict series, there is an inimitable 
touch of realism on display, his stylization of subjects an 
impeccable showing of creative genius. (J.D.)
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Angelito Antonio (b.  1939)

Halo-Halo
signed and dated 1982 (lower center)
oil on canvas
36 1/2" x 72 1/2" (93 cm x 184 cm)

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

W ith over five decades of works, Angelito 
Antonio has produced Cubist works that 
celebrate Filipino identity and culture. 

His style was influenced heavily by his mentor at the 
UST, Vicente Manansala. Just like Manansala, Antonio 
would render vendors of various kinds of local goods, 
cockfighters, mother and child, and other folk urban 
images. What sets his works apart from those of his 
mentor is a more apparent tension between figuration 
and abstraction brought about by more angular 
and sharper figurations. Among the contemporaries 
of Antonio as an emerging artist in the 1960s who 
produced urban folk genre art were Antonio Austria 
and Mario Parial. (J.D.)
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Bernardo Pacquing (b.  1967)

Untitled
signed and dated 1997 (lower right)
oil on wood
26" x 34" (66 cm x 86 cm)

P 100,000
PROVENANCE
Acquired directly from the artist by the present owner

Bernardo Pacquing is vocal about his interest in modern 
abstraction's expressive potential. That being said, it is 
best to view a Pacquing artwork with consideration to his 
raw and gritty creativity, free from filters. His commitment 
to approach the possibilities of abstract art in his oeuvres 
is evident through his focus on the organic shapes of 
visual reality — such that it confronts and disrupts the 
perceptions of aesthetic representation, form, and value. 
As a result, his compositions are filled with subjectivity 

that its audience can relate with their own experience 
and come up with their own meaning.

The contemporary artist draws inspiration from the 
forms and figures that are familiar in everyday life. He 
is unlike most abstract artists that give importance to 
the collective unconscious. Rather than unearthing the 
universal, Pacquing’s paintings reveal how it is only 
through subjectivity that one can be truly free. His works, 
thus, offer a plethora of contemporary elements found 
within a predominantly urban space, narrating the history 
and experiences of both the artist and the viewer. (P.I.R.)
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8

Arturo Luz (1926 - 2021) 
Three Cyclists
signed (lower right) dated 2000 (verso) 
acrylic on canvas 
36" x 48" (91 cm x 122 cm)

P 1,400,000
Accompanied by a certificate issued by Ms. Luisa Luz-Lansigan
confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist by the present owner

This masterpiece, titled Three Cyclists, features cyclists-
acrobats like thin, triple colonnades, ceremonially 
performing. The artist said in an interview, “I was slowly 
beginning to realize that, for me, the subject was becoming 
less and less important, until, as a consequence, my 
paintings became simpler and simpler and I eventually 
wound up with a few objects, mostly still life,” he said. 
“It wasn’t the subject as such that interested me, but the 
shapes, the linear structure.” Overall, this masterpiece 
shows the two qualities of Luz’s style that are worth 
noting - elegance and wit. 
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Lao Lianben (b.  1948)

Stillness
signed and dated 1994 (lower middle)
acrylic, modeling paste on burlap
36" x 48" (91 cm x 122 cm)

P 2,000,000
PROVENANCE
Private collection, Makati City

A man once sat in silence on a snow-covered 
mountain. He was a monk in meditation. He 
immersed himself in the inner stillness and 

his spirit was harmonious with nature. A calm aura 
emanated from him and beside his still body were wild 
birds at ease with his serene presence. He was Godō 
Nakanishi, a Buddhist monk, a poet, and a prominent 
ornithologist in Japan.

A similar scene can be observed in this 1994 piece entitled 
Stillness by Lao Lianben.

A master of non-representative art in the local scene, 
Lao is known to create monochromatic compositions 
that exhibit a wellspring of Oriental inspiration and 
Zen aesthetics. As plain as a Lao piece may appear, it 
allures its beholder into profound contemplations and 
meditations, inviting them to uncover its deep and hidden 
meanings. His art evokes sensitivity and creativity, insight 
and intuition. It does not disturb. Yet, it is arresting.

In Buddhism, ‘samatha’ is a practice of sustained attention 
to a single focus, and in its deepest development, it 

leads to a temporary suspension of the activity of body 
and mind, and thus as well a temporary suspension of 
obstacles and obstructions. A transition from desire to 
end of desire. The essence of the spiritual self is found 
only when one is in the state of still. The principle is 
embodied in this masterpiece, where all else is rendered 
indistinct except for the amorphous subjects. A perfect 
portrayal of the Samatha.

In the language of Pali, ‘samatha’ means stillness. 
And, stillness is the absence of movement or sound. 
The abstract silhouettes in the middle of the canvas 
are still—they verge on coalescing into recognizable 
shapes, but only at a moment, revealing no more than 
their obscured figures. 

A symbolic message can be found in their presence, 
a striking occurrence that is illuminated and sincere. 
Perhaps, an intention of deliberate stillness? A Zen 
proverb says, “We cannot see our reflection in running 
water. It is only in still water that we can see.” The same 
can be said with the inner spirit, when perfectly calm, the 
stillness within is reflected. (P.I.R.)
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Justin Nuyda (1944 - 2022)

Untitled (Search Mindscape Series)
signed and dated 1985 (lower right)
oil on canvas
35" x 25" (89 cm x 64 cm)

P 800,000
León Gallery wishes to thank the estate of the artist 
for confirming the authenticity of this lot

PROVENANCE
Private collection, Manila

For the renowned visual master Justin Nuyda, the 
possibilities of abstraction are governed only by the limits 
of one’s own imagination; a sentiment that is indicative 
of Nuyda's highly distinct and nuanced visual style. His 
works have, more often than not, charmed audiences 
with their allure and dream-like character. It is in Nuyda’s 
vision that these surrealist pieces are conceived, and by 

his brush they come to life with a distinct, refined grace. 
Though abstraction was definitely not a novel concept 
during his era, Nuyda was able to redefine the genre 
by repositioning abstraction’s primary entry point of 
perception to cognition. Meaning to say, Nuyda figures 
are primarily born out of the artist’s mind rather than 
the physical act of seeing and perceiving. His works also 
feature a careful balance of color and form, giving the 
viewer a nuanced illusion of space that effectively says 
more about the viewer than the work itself.
This philosophy is most apparent in his peculiarly magical 
landscapes that comprise his Mindscape series.  Nuyda 
never fails to capture the enigmatic charisma of a setting 
— his brush, masterfully recreating the essence of a 
scene he envisions. (J.D.)
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Oscar Zalameda (1930 -  2010)

Sailboats
signed (lower right)
oil on canvas
18” x 18” (46 cm x 46 cm)

P 200,000
PROVENANCE
Acquired directly from the artist by the 
present owner in Hong Kong

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 fusion of a pink sky and azure blue waters 
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.)
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Augusto Albor (b.  1948)

Expanse E
signed and dated 2010 (lower right and verso)
mixed media
78" x 60" (198 cm x 152 cm)

P 500,000

Augusto Albor is an artist whose renowned works 
contributed to the artworld both in the local and 
international scene. His signature approach to 

minimalist abstraction incorporates some elements of 
the Suprematism and Neoplasticism. For that, Albor’s 
art was once described as “being preoccupied with 
articulating a surface of great attentiveness while his 
current interest is directed towards the metaphysical.”

His oeuvres excels on the absence of premeditated 
structure, concept, or approach than a mere casual or 
relaxed abstraction. This is evident in his distinct use of 
space, the sparseness of presences, and an apparent 
attitude towards art. He also explores 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 Expanse E, Albor presents a new meaning into the 
contrast of dark and light. The canvas is divided into 
half, prompting a geometric version of “yin-and-yang” 
without the mystical obfuscation. The left side is almost 
achromatic and the right side is bold in gold. Albor 
never fails to make his works unique in its expression by 
creating an alluring and immersive experience for viewers 
as the art speaks freely for what it means. This mixed 
media piece is a meditative evocation best appreciated 
in perfect silence and solitude.

Inspired by his studies in the University of the East 
School of Music and Fine Arts and in the West Surrey 
College of Arts in England, the fine artist later earned the 
CCP Thirteen Artist Award in 1976. Then in 2010, Albor 
participated in a total of six exhibitions, and one of which 
was held in Hong Kong. (P.I.R.)
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Jigger Cruz (b.  1984)

The Birth of the Stupid Orange
signed and dated 2011 (lower right)
oil on canvas
with frame: 36” x 26” (91 cm x 66 cm)

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

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, colors, 
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. 

Despite Cruz’s basis within modern 
artistic theory, his works do not only 
contain inherently modern ideals. 

Though Cruz’s works are best seen 
as an expression of pure emotion 
and ideas, the content of these 
visual messages  are undoubtedly 
contemporary. We can see this first 
through the materials used. Though 
Cruz also works with traditional 
media such as oil and acrylic paints, 
Cruz also layers his pieces with 
enamel, spray paint, and other 
unorthodox materials. Thus, Cruz 
effectively confronts and subverts 
our traditional notion of what art can 

be by using materials not inherent 
to the art world, but to other forms 
of production. Second, Cruz also 
creates art as a form of history-
making. By adopting canonically 
western styles and techniques as his 
base, Cruz performs a ritualistic act of 
subversion through his unorthodox 
and destructive treatment. By doing 
so, Cruz confronts the hegemonic 
blanket that has enveloped most of 
the art world by uncovering new and 
even lost forms of expression. (J.D.)
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Max Balatbat (b.  1978)

Malinta
signed and dated 2011 (lower right and verso)
acrylic on canvas
39" x 39" (99 cm x 99 cm)

P 80,000

Domestic objects, for contemporary artist Max Balatbat, 
do not only provide a collective definition of home, but 
also evoke a sense of nostalgia with the layer-upon-
layer of memories attached to these things that make 
up the physical space. Balatbat’s unique visual language 
is marked by thick textures and colors apparent in 
his collage-like abstractions. Tahanan is one of his 
evocative abstract works in which design elements such 
as structure are balanced with emotion and mood. He 
reconstructs elements of memory reimagined to further 
reveal the essence of a local domestic space with 
attention to conceptual details attached to identity and 
memory. Balatbat calls his signature style “architectural 
abstraction.” Some of the architectural details re-
appropriated in his works range from wallpapers to 

The Amburayan River casts a spell on all who cross it. 
A river on the northern island of Luzon, it serves as the 
boundary between La Union and Ilocos Sur, the province 
of Prudencio Lamarroza. In 1946, he was born into a 
family of rice millers at Ambalayat, a barrio of Tagudin 
town. As a child, he enjoyed long walks among the rocks, 
picking the pebbles that caught his attention. He was, 
and still is, fascinated by the beauty of stones. And, so 
was the Amburayan River for Lamarroza. Amburayan 
River in the Mind recalls the artist’s youthful memories – 
the blue hues of the sky that are reflected on the waters, 
the trees that bend to touch the banks, and the stones 
that seem to glow under the sun’s glare. (P.I.R.)

14

Prudencio Lamarroza (b.  1946)

Amburayan River in the Mind
signed (lower center)
oil on canvas
18 1/2" x 16" (47 cm x 41 cm)

P 60,000
PROVENANCE
Paul Zafaralla collection

maps and floor plans. Abstract patterns of shapes and 
colors are mapped out in geometric landscapes, all in 
patchwork-like overall composition. An architect’s son 
and also once an architecture major, he is a recipient 
of the prestigious II Lorenzo Magnifico Award at the 
Florence Biennale in Italy. (J.D.)
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Mauro Malang Santos (1928 - 2017)

Carroza 
signed and dated 25.XII.79 (lower right) 
oil on canvas 
40" x 40" (102 cm x 102 cm)

P 4,000,000
Accompanied by a certificate issued by West Gallery
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

LITERATURE
Malang: Paintings and Drawings. Manila: Raya Books, 1981. 
Published in conjunction with Malang's one-man exhibition 
at the Museum of Philippine Art (MOPA) from March 12 to 
May 21, 1981. Full-color illustration and photo caption on 
page 56.

EXHIBITED
Museum of Philippine Art (MOPA), One-Man Exhibition, 
Manila, March 12 - May 21, 1981

Malang’s first ‘carrozas’ and floral forms 
would come to the fore in the late 1970s, a 
development which noted art critic Leonidas V, 

Benesa would describe as the perfect medium “in which 
Malang exudes supreme confidence in the mastery of 
his means.”

In the work at hand, the golden hues of the ornate 
carriage is festooned with stars and angel’s wings, a 
carved cherub and a riotous bouquet of tropical foliage.

Nestled among the forms of the stylized birds of paradise, 
leaves, and flowering trees is a double-Madonna, an 
infinity-scape of one Christmas mother and another. 
Each wear a crown and a halo of sanctity, that seem to 
summon the outpouring of nature’s bounty.

Benesa puts forward an interesting observation about 
the floral wreaths, or a “new fascination with flowering 
plants with heart-shaped leaves and writhing or twisting 
stems which immediately invites comparison to Ang 
Kiukok, particularly the latter’s still-lifes on the subject. 
That there is a connection in terms of shared sensibilities 

is only to be expected for the two artists have worked 
together very closely all these years aside from the fact 
that they are, or were, Manansala’s disciples.”

He continues, “But where Ang presents his spike-leaved 
plants in an Expressionistic atmosphere that is almost 
eerie, Malang’s flowering plants reveal intentions of the 
opposite feeling : a euphoric elan vital that indicates a 
concern for growing things, with seedlings that are not 
suffering or blighted but bursting with energies and 
promises. These same plant forms used to be present in 
his old landscapes and barung-barong scenes as part of 
the over-all design and decor for that is what maceteras 
are, the ubiquitous plant pots in every Filipino home. 
which now bloom right into one’s face and consciousness, 

like large Chagall bouquets”

Benesa would also say, “It is interesting to note that how 

in Malang’s new works, the Madonna theme — a favorite, 

almost obsessive subject among Filipino painters — has 

become subsumed in the greater theme of the greening 

and the flowering of the artistic sensibility.”

The Flowering 
Christmas Carroza 
by L ISA GUERRERO NAKPIL
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Charlie Co (b.  1960)

Celebration of the Golden Time
signed and dated 2016 (lower right)
acrylic on canvas
72" x 48" (183 cm x 122 cm)

P 140,000
Accompanied by a certificate signed by the 
artist confirming the authenticity of this lot

The world that Charlie Co had created 
possesses an inherent effervescence 
akin to a child’s innocence and 
burgeoning curiosity about the 
world. The subjects that inhabit Co’s 
whimsical world are either imbued 
with socio-political underpinnings 
or simply the artist’s evocation of 
his various personal experiences. 
Nonetheless, whatever the subject 
may be, they still retain that palpable 
quality of child-like playfulness and 
the vitality of children’s stories that 
Co has become known for. 

Co visually expounds on the popular 
metaphorical phrase in this work 
titled Celebration of the Golden 
Time. This work is best seen in the 
context of Co’s successful kidney 
transplant in 2014 after suffering 
from kidney deterioration due to 
decades of suffering from diabetes. 
Co says: “It speaks of the main 
character riding triumphantly on 
his red horse, enjoying the success 
in his life and acknowledging the 
importance of time.” Set amidst 
a backdrop of an enchanting 
landscape akin to a magical setting 
in a children’s fairy tale book, a 
man donned with a crown on his 
head can be seen jubilantly riding 
a red horse. Traditionally, the red 
horse symbolizes war, violence, 
destruction, and aggression. But in 
Co’s dream-like world, the image of 
the red horse is transformed into a 

compelling symbol of regeneration 
after experiencing the haunting 
fragility of our mortal existence. This 
symbolism is especially evident in 
the horse’s elated facial expression 
and high-spirited body language. 

The man is holding an amulet 
containing an image of what 

seems to be the ‘Eye of Providence,’ 
which symbolizes divine guidance. 
The piece evokes a euphoric yet 
contemplative atmosphere, a 
palpable reminder that we must 
continue thriving and realize all 
our potential in the midst of the 
inevitable ephemerality in this 
world. (A.M.)



T H E  K I N G L Y  T R E A S U R E S  A U C T I O N  2 0 2 2 2 0

18

Joven Mansit (b.  1984)

Diwata #5
signed and dated 2016 (lower right)
pastel on tea-stained paper
39 1/4" x 27 1/2" (99 cm x 70 cm)

P 80,000

Artists are no stranger to sourcing 
inspiration from events that have 
transpired. From Jan van Eyck’s 1434 
depiction of the aristocrat Giovani di 
Nicolao Arnolfini and his wife, to Pablo 
Picasso’s monumental piece on the 
Spanish Civil War titled Guernica, artists 
have used history as their muse as a way 
of grounding themselves in our world. But 
these pieces are not merely depictions of 
events, but are also effectively critiques 
of the reality of the human condition. In 
the same vein, the meticulously stylized 
paintings of contemporary visual artist 
Joven Mansit are more than unique or 
quirky aestheticizations of our colonial 
past, but contemporary critiques to the 
way we view our own history, culture, and 
identity. Mansit’s paintings and collages 
stemmed from the artist's oversaturated 
experience with unapologetically 
Filipino-themed paintings that defined 
the parts of the 20th century. These 
paintings were often filled with idyllic 
images, from beautiful rural landscapes, 
to austere locals garbed in traditional 
attire. Though these works and the style 
of art are undoubtedly seminal pieces of 
Philippine Art History, in order to break 
ground and find new ways art could be 
used as a medium of both expression 
and critique, Mansit took it upon himself 
to create a practice that was firmly 
rooted in our history, but also critical of 
what had transpired.

Though Mansit has created numerous 
pieces, all of which tackle different 
historical events and eras, similarities 
have been drawn between Mansit’s style 
and the early look of photographs that 
were prevalent during the turn of the 
20th century. Though photography in 
the Philippines was present during the 
Spanish colonial era, namely as an art 
form reserved for the upper echelons of 
society, it was arguably only during the 
American occupation of the archipelago 
that photography really broke out of 

its shell as medium for documentation 
and ethnographic analysis. Among the 
works produced during this period were 
the photographs of the American Dean 
Worcester.

But while Worcester’s photographs were 
used as a medium for ethnographic 
research, Mansit’s pieces approach 
history in a different way. The artist’s 
works often take a much more humorous 
treatment, effectively utilizing irony and 
satire as its core. Though one might 
question the ethics of indulging in humor 
when one speaks of history, especially 
when it comes to complex and traumatic 
events, one must also understand that 
such an approach, when done correctly, 
has the potential of being critical 
and furthering the conversation. The 
philosopher Ted Cohen emphasizes the 
importance of telling jokes, especially 

within communities , by stating that 
“When metaphors go across and jokes 
work, communities of appreciation are 
realized, but these are essentially non-
conscripted communities, because 
there is no penalty for failing to join 
them. I have been understanding these 
communities, principally, as what I have 
been calling intimate communities of 
feeling.” Humor allows us a degree of 
levity that ultimately opens up the floor 
for conversation, especially when such 
things are often left highly guarded. 
This method is undoubtedly present in 
Mansit’s work. The presence of irony and 
satire in his pieces, such as this one titled 
Uncommon Sense, effectively looks at 
events that have had convoluted effects 
on our history, but does so in a way that 
teaches us to process historical trauma 
in a way that both acknowledges it and 
opens it up to critique and progress. (J.D.)
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L eticia Ramos Shahani is a name every 
feminist should know.

Shahani, a Philippine diplomat and lawmaker, was a 
pioneer in the international women’s movement. At a time 
when few women had a place 
in statecraft, she became one 
of the highest-ranking women 
at the United Nations. In her 
native Philippines, she made 
labor and rape laws fairer to 
women and integrated gender 
into all kinds of policymaking.

There were “a lot of firsts in her 
long life,” said Aurora Javate-
De Dios, executive director 
of the Women and Gender 
Institute at Miriam College in 
Quezon City, where Shahani 
was a dean in her later years.

In the 1970s, she led the 
drafting of a convention on the 
elimination of discrimination against women, also known 
as the international women’s bill of rights, and defied 
Cold War tensions by enlisting the Soviet Union as a co-
sponsor to get it off the ground.

Beyond that, she played a role in four international 
conferences over 20 years that put women’s rights on 
the global agenda.

Later, as a Philippine senator, she was instrumental in 
expanding the legal definition of rape, including the 
recognition of marital rape. She also fought for equal pay 

and a mandate that all Philippine government agencies 
allocate at least 5 percent of their budgets to gender and 
development issues.

“Her pioneering work has indeed created a lot of ripples 
here in the Philippines,” 
said Emmeline L. Verzosa, 
executive director of the 
Philippine Commission on 
Women, an organization that 
Shahani founded.

Shahani died on March 20, 
2017, of colon cancer. She 
was 87.

In her early years at the male-
dominated United Nations, 
Shahani said there was little 
interest in women’s rights.

“People thought it was a joke 
— they were laughing at it,” 
she said in an interview with 

Isis International, a women’s advocacy organization. 
“There was hardly any awareness.”

She continued her work, and the United Nations declared 
1975 International Women’s Year, with the next decade 
to be dedicated to women as well. That summer, Mexico 
City hosted the first World Conference on Women (it was 
led by a man).

“For the first time, governments met to discuss women’s 
issues at the highest levels,” Shahani told Isis International. 
“Women got together — north and south, rich and poor.”

THE SENATOR LETICIA RAMOS SHAHANI COLLECTION
lots 19 - 32

The Woman Warrior: 
Senator Leticia Ramos Shahani
The Collection of A Woman’s Rights Pioneer
(reprinted from The New York Times)

by  JENNIFER JETT
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Shahani was a vice chairwoman of the second conference, 
in Copenhagen in 1980, and secretary general of the 
third, in Nairobi in 1985. The Nairobi conference laid 
out a plan of action until 2000 on a broader range 
of issues than ever before, including a new focus on 
gender-based violence.

Shahani was tough on the people she worked with, but 
she was also caring, said Ambassador Rosario G. Manalo, 
a career diplomat from the Philippines who organized 
the Nairobi conference with Shahani. “She just wanted 
efficiency like all intelligent women,” she said.

In 1995, when the fourth conference was held in Beijing, 
Shahani led the Philippine delegation.

Leticia Ramos Shahani was born on Sept. 30, 1929, in 
Lingayen, Pangasinan Province, the second of three 
children in a politically prominent family. Her father, 
Narciso Ramos, was a lawmaker and diplomat who 
served as foreign secretary in the 1960s under Ferdinand 
Marcos, Shahani’s second cousin. Her mother, Angela 
Valdez, was a high school teacher.

Shahani’s education and career took her to the United 
States, where she received a bachelor’s degree in English 
literature from Wellesley College in 1951 and a master of 
arts in comparative literature from Columbia University 
in 1953. She earned a Ph.D. in comparative literature 

THIS PAGE: (1) Photo of Letty Shahani with a dedication to her future husband, 
Ranjee Shahani (1904-1968), a distinguished Indian scholar and author: “May I be 
thy soul’s guest?” (1954). (Note: For more on Dr. Shahani, please see: www.open.
ac.uk/researchprojects/makingbritain/content/ranjee-g-shahani). (2) Painting of 
the young Letty by her good friend Elizabeth Brunner (1909-2001), a Hungarian 
artist who had spent many years in India, where she painted Mahatma Gandhi, 
Rabindranath Tagore, the Dalai Lama and members of Indian royalty. (3) Letty’s 
debut in Washington, D.C., where her father, Narciso Ramos, was posted as 
Deputy Ambassador, 1947. At the far right is the young Ferdinand E. Marcos, 
Letty’s second cousin, who was then negotiating for Filipino veterans’ benefits. (4) 
Letty beaming after having received one of two Legions of Honor from the French 
government: the Order of Knighthood (1992) and Order of Commander (1996). 
(Note: in addition, she was the recipient of numerous accolades including the 
Gawad Mabini, UN Population Award, Rafael Salas Population and Development 
Award, UN Mother of the Year Award, Order of Teodor Vlademirescu from 
Romania, the Order of Isabella the Catholic from Spain and eight honorary 
doctorates). (5) Ambassador Shahani outside her official residence in Bucharest, 
Romania, along with her three children: Ranjit, Chanda and Lila (1976). (6) The 
Ramos family in Washington, D.C., 1946. (L-R): Fidel, Leticia, mother Angela 
Valdez, sister Gloria, and father Narciso.

1) 2)

6)

4) 5)

3)
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During those years, she was also the founder and later 
the chairwoman of the National Commission on the Role 
of Filipino Women, a government agency now called the 
Philippine Commission on Women.

In 1975, she went to Romania as the Philippines’ first 
ambassador to any Communist country, and the first 
female ambassador Romania had ever received. 
She was concurrently accredited as ambassador 
to Hungary and East Germany, and later served as 
ambassador to Australia.

She returned to the United Nations from 1981 to 1986 
as assistant secretary general for social development 
and humanitarian affairs, making her one of the 
organization’s highest-ranking women.

But she “was becoming very concerned about matters 
back home,” she told The Times in 1989.

While visiting the Philippines in December 1985, Shahani 
was asked which presidential candidate she supported, 
the long-ruling Marcos or Corazon C. Aquino.

at the University of Paris in 1962, and joined the United 
Nations in New York two years later.

She had met her husband, the Indian writer and professor 
Ranjee Shahani, when she was 22 but didn’t marry him 
until 10 years later, after she had finished her studies and 
started working.

“If a woman wants to achieve in her career, she has to 
delay marriage,” Shahani told The New York Times in 1985.

After her husband died suddenly in 1968, Shahani left 
her job at the United Nations and moved back to the 
Philippines with her three young children: Ranjit, 
Chanda and Lila. But the family’s time together was 
limited by Shahani’s work.

“It was hard, but it was also very inspiring to see her 
succeed in a man’s world,” Lila Ramos Shahani said of 
her mother.

From 1969 to 1975, Shahani was the Philippines’ 
representative to the United Nations Commission on the 
Status of Women, where she became chairwoman.

THIS PAGE: (7) Senator Letty Shahani with Senator Edgardo Angara and her brother, President Fidel “Eddie” V. Ramos (mid-90s).(8) Brother and sister during a New Year’s 
celebration, 2015. (9) Letty with daughter Lila, former Assistant Secretary in the Office of the President, 2013. (10) Senator Shahani with Mother Theresa, 1990s. (11) Letty 
as UN Assistant Secretary-General for Social Development and Humanitarian Affairs meeting with Pope John Paul II, 1980s. (12) Letty with a dear friend, the poet and 
critic Virginia Moreno, 2014.

7) 8)

10) 11) 12)

9)
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“I am for change — that’s why I am for Cory,” Shahani 
replied. She was the first high-ranking Philippine official 
to come out in Aquino’s favor, despite her family ties to 
Marcos and the prominent role that her brother, Fidel V. 
Ramos, played in the military and police command.

“That was a class act — coming from a close Marcos 
relative — an unheard-of stance during those tumultuous 
days,” Ramos wrote in a tribute to his sister last year.

A few months later, Aquino became Asia’s first female 
president after top military officers, including Ramos, 
broke with Marcos and said she was the election’s rightful 
winner. (Ramos later became president himself.)

Shahani’s declaration of support for Aquino raised 
her profile at home after years overseas. After a year as 
Aquino’s under secretary of foreign affairs, Shahani ran for 
senator and won, serving 12 years in office and becoming 
the country’s first female Senate president pro tempore.

She lost a campaign for governor of Pangasinan in 
1998. But she soon found another calling in her home 
province: farming.

THIS PAGE: (13) Two powerhouses meet: Senators Hillary Clinton and Leticia Shahani. (14) Letty Shahani as Undersecretary of Foreign Affairs with President Cory Aquino 
in the wake of the People Power uprising, 1986. (15) Ambassador Shahani as the only female ambassador to Romania with the entire diplomatic corps, mid-1970s.(16) 
The Secretaries-General of four UN World Conferences on Women: Helvi Sipilä (Mexico, 1975), Lucille Mair (Copenhagen, 1980), Leticia Ramos Shahani (Nairobi, 1985) and 
Gertrude Mongella (Beijing, 1995) during the now-iconic Beijing Women’s Conference, 1995. (17) FVR and Letty in front of the bust of their father, DFA Secretary Narciso 
Ramos, at the DFA. (18) Letty Shahani with Queen Sofia of Spain. (19) Senator Shahani with Prince (now King) Charles of England and her brother, the late President Fidel 
V. Ramos. (20) Senator Shahani with US President Bill Clinton and Secretary of State Warren Christopher. (21) Leticia Ramos Shahani.

13)

15)

16)

19) 20) 21)

17) 18)

14)
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THIS PAGE: (22 & 23) Shahani as UN Assistant Secretary-General for Social Development and Humanitarian Affairs with UN Secretary-General Kurt Waldheim (1972-81) 
and his successor, Javier Pérez de Cuéllar (1982-91). (24) Senator Shahani sharing a light moment with Malaysian Prime Minister Mahathir Mohamad. (25) Shahani as UN 
Assistant Secretary-General greeted warmly by Yasser Arafat, Nobel Laureate and then-Chairman of the Palestinian Liberation Organization (PLO), mid-1980s. (26) Ambassador 
Shahani with Presidents Nicolae Ceaușescu (Romania) and Ferdinand E. Marcos (Philippines), 1975. (27) Ambassador Shahani presenting her credentials to Australian Prime 
Minister Malcolm Fraser in Canberra, 1978. (28) Letty Shahani presiding as Secretary-General of the UN Women’s Conference in Nairobi, Kenya with conference president 
Margaret Kenyatta, 1985. (29) Through Senate Resolution 1396, the Philippine Senate honored Letty Shahani for her unwavering commitment to public service and remarkable 
contribution to the nation, 2015. (30) Featured on the cover of the Philippines Graphic, 1996.

She believed that developing dairy products from 
carabaos, a type of water buffalo, could help local 
farmers improve their livelihoods.

Shahani managed the processing facility and was 
“constantly weeding and hoeing,” her daughter said. On 
Sundays, she ran her own stall at the farmers’ market.

“To go back to where you began is really a wonderful 
lifetime experience,” the elder Shahani told CNN in 2016.

Lila Ramos Shahani said she had gained a new 
appreciation for her mother’s work when she entered 
government herself.

“I learned from Mom that you have to be able to provide 
solutions to the problems you identify,” she said. “It’s not 
enough to just call out the problems and act as if that’s 
the end of your responsibility.”

Shahani remained vocal on public affairs to the end of 
her life, advocating for the Philippines in its territorial 
disputes with China and suggesting that President 
Rodrigo Duterte take “a beginner’s course in diplomacy.”

Her varied career is reflected on her gravestone, which reads: 
“Patriot. Humanist. Feminist. Farmer. Beloved Mother.

22)

25) 26) 27)

29)28) 30)

23) 24)
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19  PROPERTY FROM THE SENATOR LETICIA RAMOS SHAHANI COLLECTION

Hernando R. Ocampo (1911 - 1978)

Color Study
signed and dated 1956 (lower right)
oil on paper 
11 1/2" x 9" (29 cm x 23 cm)

P 180,000

H.R. Ocampo's emotionally charged abstraction pieces 
are profound results of his everyday observations of what 
surrounded him, from Philippine flora and fauna, as well 
as animals to rain and sunshine. Though despite his habit 
of drawing inspiration from his surroundings, Ocampo's 
works are anything but derivative. His assemblage of 
interlocking shapes and unique color palette has birthed 
a unique visual language that is characteristically 
and distinctly his. His art is far from merely decorative 
masterpieces and are considered personal and 
substantial reactions to the stimuli and environment that 
the artist busied himself with.
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20  PROPERTY FROM THE SENATOR LETICIA RAMOS SHAHANI COLLECTION

Eduardo Castrillo (1942 - 2016)

Abstract
ca. 1970
brass
24" x 32" x 27" (61 cm x 81 cm x 69 cm)

P 400,000
Accompanied by a certificate issued by Mr. Nixxio Castrillo 
confirming the authenticity of this lot

Eduardo Castrillo was among the exemplary sculptors of 
the last fifty years, with monumental works such as the 
People Power Monument along EDSA and the Bonifacio 
Shrine in Manila under his name. Castrillo is a precursor 
of the all-metal sculpture, using embossed copper and 
welded brass to create figurative and abstract works. 
His father, Santiago Castrillo—a jeweler and a master 
craftsman—taught him the techniques of metalworking.
He is known for producing sculptures that combine 

Modernism's aesthetic of the distorted figure with a 
classical allegorical approach to Filipino virtues. In 
addition to creating arresting brass or bronze monuments, 
Castrillo also produced small-scale sculptures in figurative 
and abstract styles. He simplifies reality into planes and 
occasionally augments them into a mass of resonating 
shapes. In a 1975 video clip from the Associated Press, 
Castrillo described the reason for producing such pieces: 
“The two extremes of art are either moving or concrete. 
In my style, I want to consolidate and create art that is 
solid and yet alive and free flowing.” For Castrillo, this 
is his aesthetic—a neo-realist and cubist inclination 
resulting from "the resolution of the conflict between 
representation and structure." Castrillo received his CCP 
Thirteen Artists Award in 1970 and is considered the heir 
to Guillermo Tolentino's prowess in sculpting. (A.M.)
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21  PROPERTY FROM THE SENATOR LETICIA RAMOS SHAHANI COLLECTION

Romulo Olazo (1934 -  2015)

Nude
signed and dated 8.6.76 (lower left); 
dedicated "To Letty Shahani" (lower left)
charcoal on paper
23" x 17" (58 cm x 43 cm)

P 50,000

22  PROPERTY FROM THE SENATOR LETICIA RAMOS SHAHANI COLLECTION

Romulo Olazo (1934 -  2015)

Nude
signed and dated 5.10.78 (lower left)
charcoal on paper
23" x 17" (58 cm x 43 cm)

P 70,000

Romulo Olazo dedicated this nude charcoal piece to 
Letty Shahani, as he called the late senator.

1975 was a significant year for Shahani, a pioneer 
in the international women’s movement. The United 
Nations declared 1975 as International Women’s Year. 
Shahani went to Romania as the first ambassador of 
the Philippines to any Communist country, and the first 
female ambassador Romania had ever received. For 
Olazo, 1975 was the year he met Vicente Manansala, and 
their paisaje watercolor and nude drawing sessions led 
to the formation of the Thursday Group with other artists. 
Then in 1976, this Olazo piece was created. That same 
year, the fine artist participated in the First Annual for 
the Visual Arts of the Cultural Center Philippines. (P.I.R.)

Leticia Shahani was more than a diplomat and lawmaker, 
she was also feminist. At a time when few women had 
a place in politics, she was one of the highest-ranking 
at the United Nations. She participated in international 
conferences that put women’s rights on the global 
agenda. She made labor and rape laws fairer to women 
in the Philippines. Indeed, she was an epitome of a 
Woman Warrior. And, when it comes to capturing the 
allure and grace of the female figure, one of the artists 
noted for it was Romulo Olazo. The nude is said to be a 
“supreme subject of aesthetic expression.” His grasp of 
the human anatomy is consistent in every oeuvre, a proof 
of his impeccable draughtsmanship. In 1978, Olazo held 
his third one-man show, the “Olazo Nudes,” at Galerie 
Dominique. (P.I.R.)
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23  PROPERTY FROM THE SENATOR LETICIA RAMOS SHAHANI COLLECTION

Cesar Legaspi (1917 -  1994)

Nude
signed and dated 1977 (lower right); dedicated "To 
Letty Shahani with my best wishes" (lower right)
pastel on paper
20 1/2" x 12 1/2" (52 cm x 32 cm)

P 40,000

A standing figure and workers are two of the iconic 
images in the already well-established canon of Ang 
Kiukok. As an artist at the 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 is being exploited and 
tormented. He captured in his canvas the terror and 
trepidation of the times. Aside from his cubist works, 
Kiukok also created pieces in ink-on-paper. His paintings 
indeed proves his expertise in color, pictorial distortion, 
and a sense of scale; the sketches demonstrate the 
National Artist’s masterful draftsmanship. (P.I.R.)

Cesar Legaspi’s renditions of the nude are reminiscent 
of his time as a graphic illustrator prior to pursuing a 
full-time career in painting. In the case of this particular 
piece, Legaspi bares the sublimity of the female figure 
in its unclad beauty. The work at hand is a gift from 
Legaspi to Leticia Shahani. By depicting the female nude 
as an empowered figure, free from inhibitions and able 
to express her femininity confidently, Legaspi enkindles a 
reclaiming of the female narrative. Thus, this piece was a 
fitting gift to an empowered woman who defied all odds 
to become a pioneering Filipina diplomat and lawmaker 
amid a male-dominated political arena. (A.M.)

24  PROPERTY FROM THE SENATOR LETICIA RAMOS SHAHANI COLLECTION

Ang Kiukok (1931 - 2005)

a) Standing Figure
b) Workers
signed and dated 1977 (lower right) each
ink on paper
10 1/2" x 8" (26 cm x 20 cm) and
8 1/2" x 10 3/4" (22 cm x 27 cm)

P 200,000
Each piece is accompanied by a certificate issued by 
Finale Art File confirming the authenticity of this lot
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25  PROPERTY FROM THE SENATOR LETICIA RAMOS SHAHANI COLLECTION

Ang Kiukok (1931 - 2005)

Seated Figure
signed and dated 1976 (lower right)
watercolor on paper
25" x 19" (64 cm x 48 cm)

P 400,000
Accompanied by a certificate issued by 
Finale Art File confirming the authenticity of this lot

Ang Kiukok originally started his 
artistic career as a watercolorist. 
In Alfredo Roces’ book Kiukok: 
Deconstructing Despair, Ang says: 
“I was originally a watercolorist, 
but the medium is too limited. I 
can express myself better in oil.” 
Interestingly, Ang first gained 
recognition with a watercolor work, 
Calesa, which was his entry to the 
5th Shell National Students Art 
Competition in 1953 when he was 
still studying at the University of 
Santo Tomas. He would go on to 
win third place in that competition. 
The following year, Ang graced his 
debut solo exhibition with twenty-
nine watercolor works mounted at 
the Contemporary Arts Gallery. 

Roces writes in the same book: “In 
watercolor…you see a different facet 
of Kiukok’s art. Here, the artist hints 
at some affinity with Chinese ink on 
rice paper, seamlessly combined 
with the lush qualities of a Western 
watercolor style. Kiukok’s early 
mentor, Manansala, was himself 
attracted to Chinese ink brush 
painting and sought pointers from 
Chinese artists….

“Manansala’s approach to 
watercolor may have had a strong 
influence on Kiukok in his student 
years, but being suspicious of 
the facile, Kiukok wisely ignored 
Manansala’s inclination to dazzle 
with bravura strokes amidst a 

cornucopia of color and form. A 
Kiukok watercolor exudes luminous 
color and rich texture but always 
remains somewhat spare.”

This piece, which is emblematic of 
his enduring figurative expressionist 
trademark that captures the 
multifaceted aspects of human 
anguish and despair, was created 
amid a tumultuous era in our 
country’s history. Ang remarks on 

his works during this period: “Look 
around you. So much anger, ugliness. 
And also, madness.” In this work, 
Ang depicts a man whose huddled 
body explicitly shows affliction. Ang’s 
employment of watercolor evokes 
a powerful contrast between the 
medium and the subject. Behind the 
spontaneity and dexterity of Ang’s 
painterly strokes lies a disconcerting 
image of humanity forced to resign 
to his devastating fate. (A.M.)
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Ang Kiukok (1931 - 2005)

Window
signed and dated 1979 (lower right)
oil on canvas
24"  x 24" (61 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

Born in Davao City to Chinese immigrants, Ang 
Kiukok was christened with a bright, shiny, and 
optimistic name which, in English, meant ‘Save 

the Country.’ When he was 21, he would come to Manila 
and enroll in the University of Santo Tomas College of 
Architecture and Fine Arts where he would meet his life-
long mentor and friend, Vicente Manansala.

There was always something high-minded and yes, 
visionary, about him : An astonishing entry in his 
biography details that in 1956, he “stayed in Sulu for five 
years to teach art to children of Chinese descent.” He 
would, however, come to Manila and forge bonds and 
mount exhibits at the legendary Philippine Art Gallery, 
the country’s first outpost for abstract art.

In 1976, his biography further notes, he “appeared on 
the cover of Asiaweek Magazine, with a cover story that 
described him as a mild-mannered expressionist — “tall, 
angular, reticent” — living in Quezon City with his wife, 
four children, three dogs and flowering plants.” Many 
of these motifs, the mothers cradling babies, energetic 
dogs, prickly plants and yes, the open windows of an 
urban home would find themselves into his paintings.

This particular ‘Window’ from that eponymous series 
is outstanding, using a combination of stark color and 
striking shapes to create the view from beyond the house 
shutters thrown wide. Looking outward, one views a 
black sun on a red plain, the white sill making it appear 
dangerously close. The entire vista is outlined in scarlet, 
letting off an energy like a match about to be struck and 
burst into flames.

Art critic Carlomar Daoana would put it this way, “While 

his contemporaries interpreted Cubism in a lyrical style 

through an evocative overlapping of shapes and colors, 

the master brought it to an acutely sharp level, injecting 

it with a masculine energy. In breaking the subject 

matter into planar and geometric shapes, Ang Kiukok not 

so much simplified as he compressed, giving his subjects 

visual dominance and existential gravitas.”

It is perhaps that sense of seriousness and other-

worldliness that must have resonated with the good 

Senator Ramos Shahani, who was an enthusiastic 

supporter of Philippine art through the decades.

White Window,
Black Sun, Red Day
by L ISA GUERRERO NAKPIL
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Mauro Malang Santos (1928 - 2017) 
A Tree 
signed and dated 18.IX.77 (lower right) 
watercolor on paper 
22" x 29 1/2" (56 cm x 75 cm)

P 600,000
Accompanied by a certificate issued by West Gallery
confirming the authenticity of this lot

The predilection of Mauro “Malang” Santos for a bold 
and bright palette is shown in this whimsical rendition 
of a tree. Painted in 1977, A Tree portrays a giant 
mosaic-like tree in the middle of a colorful cityscape, 
emanating an immaculate lyrical orchestration of color 
and energy in the canvas. Malang, as if a horticulturist 
who crafts his own flora, painted his subject in a manner 
that is impressionistic, capturing its spirit more than its 

appearance. The lot at hand evokes an extravagant 
burst of creation produced by a master at the pinnacle 
of his artistic talent.

Malang was one of the widely-known Filipino artists with 
an affinity for colors. His approach avoids no hues, nor 
is there a shade that he could not choreograph in his 
palette — resulting in a visual feast that satiates the 
viewer’s appetite for excitement and delight. In Malang’s 
evocative palette selection, the maturity of his aesthetic 
shines through. Indeed, his artistry was embodied by his 
cunning relationship with colors. And in his cubist and 
abstract preoccupations, Vicente Manansala’s influence 
can also be observed. His subject in this watercolor piece, 
as with his various versions of it, is reminiscent of his 
other semi-abstracts in the 1970s. (P.I.R.)
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Jose Joya (1931 - 1995)

Rain Clouds
signed and dated 1976 (lower right and verso)
oil on canvas 
24" x 30" (61 cm x 76 cm)

P 2,800,000
Accompanied by a certificate issued by Mr. Alexander Richard 
Joya Baldovino confirming the authenticity of this lot

Born in 1931, Jose Joya would begin the relentless upward 
trajectory that would define his artistic career as early as 
his college days in the University of the Philippines. He 
would win press attention in his early 20s and prizes from 
the Art Association of the Philippines.

He would be featured as one of the youngest artists of 
the legendary Philippine Art Gallery and cut his teeth 

at several one-man shows there; apart from various 
international shows in the company of Fernando Zobel 
and Nena Saguil.

He would be the first Filipino artist to receive a Rockefeller 
Foundation grant (now the Asian Cultural Council.)

In the year that this was painted, Joya had just 
completed the monumental work, Pagdiriwang, for 
the Philippine International Convention Center. A work 
spanning 5 meters by 8 meters, it is widely regarded as 
the country’s largest abstract work of art. In it, one can 
sense the contrast of Rain Clouds’ brooding restraint. It 
is nonetheless a powerful work, animated by bold strokes 
that depict a dark sky illuminated by what appears to be 
lightning strikes.

Joya would create a series of these black and white works 
into the late 1970s.

by  L ISA GUERRERO NAKPIL
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The Elusive
Venancio C. Igarta

Venancio C. Igarta belongs to an elite circle 
of Filipino artists. He was among the few of 
his generation to have their works exhibited 

at American galleries and institutions, including the 
Pennsylvania Academy of Fine Arts (PAFA), Des Moines 
Art Center in Iowa, Dayton Art Institute in Ohio, and the 
Artisans' Gallery in New York. His work titled Freedom! 
from his United Nations series (1945) belongs to the 
private collection of the Smithsonian American Art 
Museum in Washington, D.C. Igarta also had the 
opportunity to be exhibited alongside the likes of 
Fernand Leger, Man Ray, Ben Shahn, Rufino Tamayo, 
Henry Moore, and Willem De Kooning. 

In 1938, Igarta first earned praise from a critic named 
Emily Genaver, who wrote in the World Telegram: "One 
could learn a lot about color by looking at Igarta's 
paintings." Impressively, the New York Times critiqued 
in 1948: "Igarta's flowing patterns of color, such as 
'Phoebus Wings and Summer Solstice,' are highly 
decorative and spontaneous impressions." National 
Artist for Literature Jose Garcia Villa even calls Igarta 
"the only Filipino artist worth meeting in New York." 
Even the harshest of critics were silenced of their 
uncompromising commentaries, recognizing Igarta as 
a prominent artist in the United States. 

Unfortunately, the multitude of acclaims that Igarta 
had received could not sustain his needs. He eventually 
succumbed to depression due to financial problems—
Igarta could not pay his bills, his landlord gave him 
an eviction notice, and his British wife divorced him, 
who demanded alimony payments. Igarta eventually 
abandoned his professional artistic career.  

From the late 1950s to the early 1980s, Igarta went on 
a hiatus and worked as a color mixer Color Aid Paper, 
where he developed what he coined as "the thinking 
eye." But the convictions of art genuinely flowed through 
his veins like a spontaneous brush stroke; Igarta could 
not escape from art itself. He spent almost three decades 
studying and examining color relationships, durability, 
depth, and alteration. 

As written on the brochure of the 1996 Presidential Awards 
for Filipino Individuals and Organizations Overseas, "it 
was in the early eighties that Igarta's artistic juices began 
flowing again. It was as though he needed the sabbatical 
leave, for the suffering of those years had a profound 
effect on his work. Igarta found a powerful means in 
abstraction to transcend his mundane existence and 
achieve the sublime. By concentrating on geometrical 
forms, he was able to investigate the deeper nuances of 
color mutation."

Igarta's style traversed through various styles, subjects, 
and approaches—from oil paintings of Ilocos beaches 
to watercolor renditions of abstract geometrical figures; 
from realism to surrealism then neo-expressionism. 
Filipino-American poet, visual artist, and critic Eileen 
Tabios described Igarta as "one of the geniuses in Filipino 
and American art history—a master painter and colorist… 
long touted as the only Filipino who exhibited at the New 
York Metropolitan Museum." Tabios further added that 
"VC Igarta has used up to a dozen color fields which he 
overlays against each other to create a 'transparency of 
effect'." Celia Aborro, a Filipino-American art critic and 
author of a book on Igarta, described the latter as a 
"master colorist.” (A.M.)

From humble beginnings as a fruitpicker on the West Coast to 
an artist who ran with EE Cummings and Jose Garcia Villa, 
Igarta defied expectations.
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Venancio C. Igarta was just one of the many 

Filipino artists who Leticia Ramos Shahani 

would befriend through her lifetime. Igarta 

would send her letters and sketches while 

she was at Wellesley College in 1950. He had 

been on the roster of the legendary Philippine 

Art Gallery before his departure for the 

United States to pursue his art. In one letter, 

accompanied by a sketch of McDougal Alley 

in New York, he talks about the end of the era 

of the Abstract Expressionists. (Pollock had 

lived on this street, where he used to house-

sit a flat for Alfonso Ossorio.) In the other 

letter, he talks about his artwork having 

been included in a national tour of American 

art and a favorable review in the press.

LETTER FROM A FILIPINO 

ABSTRACT EXPRESSIONIST IN NEW YORK
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Venancio Igarta (1912 - 2000)

Abstract 
signed and dated 1989 (lower right) 
oil on canvas 
30" x 24" (76 cm x 61 cm)

P 80,000

PROVENANCE
Acquired directly from the artist

30  PROPERTY FROM THE SENATOR LETICIA RAMOS SHAHANI COLLECTION

Venancio Igarta (1912 - 2000)

Abstract
signed and dated 1982 (lower right)
oil on canvas
20" x 30" (51 cm x 76 cm)

P 80,000
PROVENANCE
Acquired directly from the artist
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Venancio Igarta (1912 - 2000)

Woman and Abstract Painting
signed and dated 1992 (lower left) 
oil on canvas 
36" x 36" (91 cm x 91 cm)

P 240,000
PROVENANCE
Acquired directly from the artist
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Venancio Igarta (1912 - 2000)

Bamboo
signed (lower left) 
oil on canvas
50" x 36" (127 cm x 91 cm)

P 300,000
PROVENANCE
Acquired directly from the artist
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Ramon Orlina (b.  1944)

Arcadia
signed and dated 1995 
carved asahi glass
9" x 7" x 6" (23 cm x 19 cm x 14 cm)

P 500,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

According to the Merriam-Webster Dictionary, the 
term ‘arcadia’ refers to “a region or scene of simple 
pleasure and quiet.” It was derived from the place 
known as the Arcadia of Peloponnesus, the domain of 
Pan, the ancient Greek god of the forest and fields. 
In Renaissance art, Arcadia is depicted as a utopian 
domain where harmony abounds. 

Like the storied setting, Ramon 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. (A.M.)

Arturo Luz, in his iconic geometric oeuvres, have long since 
been depicting one-dimensional images of musicians. He 
even created a “Musikero” series that features street 
musicians performing their instruments. The piece titled 
Musicians puts the spotlight on a trio who are playing 
wind instruments, their hands and heads held high.

In the 1960s, the abstract minimalist art of Luz became 
even more geometric and its forms reduced as much. The 

34

Arturo Luz (1926 - 2021)

Musicians
signed (lower right)
ca. 1962
graphite on paper
26" x 36" (66 cm x 91 cm)

P 200,000

PROVENANCE

Property formerly in the Michael Zinmann Collection, USA
Acquired directly from the artist

National Artist once said in an interview that “it wasn’t 
the subjects as such that interested me,” it was the 
shapes and linear structure. As evidenced in this graphite 
on paper piece, the core basis of his art is drawing. (P.I.R.)
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Federico Aguilar-Alcuaz (1932 - 2011) 

Still Life on a Veranda
signed and dated 1980 (lower center)
oil on canvas
35 1/2" x 48 1/2" (90 cm x 123 cm)

P 600,000
Accompanied by a certificate issued by Mr. Christian M. Aguilar 
confirming the authenticity of this lot

Federico Aguilar-Alcuaz was most notable for his poetic 
interpretation of Cubism, but his still life pieces reveal 
that the National Artist began as an accomplished 
figurative artist. His oeuvres were abundant with fruits 
and flowers, his favorite subjects, during the late 1950s to 
early 1970s. This still life portraying a picnic or al fresco 
dining, made in 1980, evokes a similar poise and distinct 
quality found in early Alcuaz works. His paintings were 
often alluding to Cezanne, whose apples have had such a 

profound impact on our vision, and his abstractions were 
said to draw inspiration from Picasso and Matisse. Even 
so, Alcuaz aspired to always integrate his worldview and 
personality into his art.

Although Acuaz alternated between abstraction and 
figuration, his figurative compositions often contain 
abstract elements. As described by Rod. Paras-Perez, in 
his book Parallel Texts: Federico Aguilar-Alcuaz, "Just as 
he shifts with ease from figurative to abstract painting, 
Alcuaz can, with equal fluidity, move from geometric, well-
defined forms to gestural, free-form brushwork." Abstract 
colorful strokes can be found all over his artworks. He 
succeeded in harmonizing the pictorial parts such that 
they could be perceived simultaneously. An enigma in his 
own right, Alcuaz saw art as both a gift and a calling, 
something worth all the hardships as well as the pleasure 
of creation. (P.I.R.)
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Augusto Albor (b.  1948)

Upward Bound
signed and dated 1990 (lower left and verso)
acrylic on paper
23" x 17" (58 cm x 43 cm)

P 100,000

Albor’s art-making always avoided representation; his 
oeuvre has always been a steady progression away 
from objects and external reference. His visual language 
progressed to create works in different shades but of the 
same neutral color. He is best known for his dominantly 
textured paintings which in this instance have been 
washed out to a near off white chalkiness. The effect of 
diffusion of neutral colors is Albor’s manner of working 
with minimalism as the end goal. While gestural strokes 
add to the complexity of the surface meanings of his 
canvases, the twin ideas of disintegration and renewal 
are vital to the understanding of his philosophy. Because 
Albor’s minimalist abstract expressionism does not 
overwhelm his viewers with strong, brash color and 
abrupt, confusing lines, his aesthetic speaks volumes to 
viewers that seek a calm, serene rendering of raw visual 
elements. (J.D.)

A juxtaposition of breathing flesh and outlines of flora, 
Anton Mallari’s work is a surreal representation of the 
female portrait luxuriating in the space of a dream or the 
throes of passion. Wearing a diaphanous white dress that 
exposes her arms and décolletage, the woman reveals a 
startling confidence in her body as she is bathed with 
a pale light. While her face is abstracted with lineation 
of flowers, her bodily expression is at once a study of 
openness and vulnerability, as though, just like the flora 
around her, she is simply waiting for her moment to 
bloom. This is a captivating painting, one that reveals 
deftness of hand and subtlety of feeling. (J.D.)

37

Anton Mallari (b.  1986)

Mayabong
signed and dated 2016 (lower right)
oil and acrylic on canvas
48" x 36" (122 cm x 91 cm)

P 140,000
PROVENANCE
Blanc Gallery, Quezon City
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Architect Francisco J. Nakpil
Descended from Heroes and Artists
FROM THE NAKPIL  FAMILY ARCHIVES

Architect Francisco J. Nakpil (born October 4, 1929) 
was a Filipino architect and artist.  He was the 
second son of the esteemed Juan Nakpil, National 

Artist for Architecture and Anita Noble, the first-ever Miss 
Philippines. He followed his father’s footsteps in making a 
name for himself in the country’s field of architecture. 

He was furthermore a descendent of the noted musician 
Julio Nakpil, who was ‘Sub-Supremo’ after Andres Bonifacio 
in the Philippine Revolution of 1896. Julio would later marry 
the widow of Bonifacio, the intrepid Gregoria De Jesus. Thus, 
the creative virtuosity and devotion to the arts runs strongly 
in his veins. 

His academic background further honed his technical and 
artistic skills, graduating from the University of Santo Tomas 
with a degree of B.S Architecture, as well as obtaining a 
Master’s Degree of Architecture in the Cranbrook Academy 
of Arts – Michigan, U.S.A. Furthermore, he polished his craft 
more by pursuing graduate work in the Ecole des Beaux Arts 
in Fontainebleau, France. 

Francisco had an extensive repertoire of projects contributing 
to the conception of several prominent buildings in the 
Philippines. He was on the design team of his father in 
creating some of the most iconic buildings, which included 
the Rizal Theater which stood elegantly amid the bustling 
business district of Makati that eventually became a 
memorable spot for many as it was both a performance 
and film venue.

He would also be on the design team of his father for several 
theaters, including the art-deco jewel Ever as well Main, 
State, and Quezon.

His own projects included the Don Bosco Technical Institute 
in Makati as well as several structures in the University of 
the Philippines, including the College of Mathematics, the 
Institute of Physics, the Science Library and Administration 

and the Institute of Marine Science. He also designed various 
private residences and business offices across the city.

Francisco was affectionately known as “Tatay” or “Kokoy” 
by his loved ones; he was a family man and was married 
to Esther Atienza. They eventually had eight children. He 
wanted to pass his love of the arts down to his offspring by 
filling the walls of his home (which he had designed himself) 
with a diverse collection art pieces ranging from paintings 
and sculptures that were done by prominent Filipino artists, 
as his love for the arts was not just limited to creating them, 
but also blossomed to his being an avid collector. 

The Nakpil brothers with First Lady Imelda Romualdez Marcos in Malacañan. 
(L-R) Eulogio, Francisco and Ariston Nakpil)
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Among his favorites was a painting of a trigonic humanoid 
atop a bicycle engulfed in a moody yet intense atmosphere 
that he purchased in the 1950’s that was done by the prolific 
National Artist, Arturo Luz. Luz was illustriously known for his 
meticulously intricate details and imaginative abstraction, 
incorporating elements of Neo-Realism for which Francisco 
had a love and fascination.

Displaying it at the heart of his home’s living room for his 
guests to appreciate, that painting became an integral 
sentimental memory for those who set foot in that house, 
from his children to his grandchildren. That painting 
majestically hung on its wall for decades, witness to the 
various narratives of those who inhabited that house, as well 
as being the backdrop for many family photos taken during 
Sunday lunches and reunions. Therefore the painting holds 
a special place in the hearts of the members of the clan. The 
painting was in addition lovingly well maintained and taken 
care of to preserve the beauty of the piece to withstand 
several generations and capture the hearts and amazement 
of more people to come.

THIS PAGE: (1) (L-R) Ariston and Francisco Nakpil as children. (2) (L-R) Esther Nakpil 
married to Francisco; his brother and sister, Eulogio and Annie Nakpil Tañada;  his 
parents, Anita Noble Nakpil and Juan Nakpil. (3) Clockwise, Anita Noble Nakpil 
carrying Edith Nakpil Rabat as a baby, Juan Nakpil, Eulogio, Ariston, Annie and 
Francisco. (4) (L-R) Esther Nakpil married to Francisco; his brother and sister, 
Eulogio and Annie Nakpil Tañada;  his parents, Anita Noble Nakpil and Juan Nakpil. 
(5) Four Generations of illustrious Nakpil : (Clockwise) Francisco Nakpil, his son 
Paquito (in matador costume), Julio Nakpil, and Juan Nakpil. (6) Nat. Computer 
Center, Diliman, Quezon City. (7) SSS Building, Quezon City. (8) Boldy Tapales 
Residence, Ayala Alabang. (9) National Institute of Physics Building, UP Diliman. 
(10 and 11) Don Bosco Technical School, Makati City.
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Arturo Luz (1926 - 2021)

Cyclist
ca. 1955-1958 
signed (lower right) 
enamel on board
30" x 20" (76 cm x 51 cm)

P 6,000,000
Accompanied by a certificate issued by Ms. Luisa Luz-Lansigan
confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist

EXHIBITED
Metropolitan Museum of Manila, One-man Exhibition, Manila, 1986

Arturo Luz (1926 - 2021) burst onto the Filipino 
art landscape with a jolt of blinding talent, a 
sort of comet that lit up the sky but that would, 

however, evolve through the years into the steady glow 
of a morning star.

He would return to Manila in 1952 after study abroad 
in both the United States and France. Luz would first 
complete a three-year course at the California College 
of Arts & Crafts in Oakland followed by studies at the 
Brooklyn Museum of Art School. He spent another year in 
the Parisian Academie de Grande Chaumiere.

In that same year, he would have his first solo show in 
Manila — and would also win first prize for the work 
Bagong Taon which featured three merrymakers on 
a joyride on a single bike under a pale New Year’s Eve 
moon. It would make his particular visual language of 
pared-down figures famous as well as his fascination for 
cylists and men in motion.

His cool, spare works distilled the brave new mid-century 
world and he joined the exclusive roster of the Philippine 
Art Gallery, the first establishment to champion exclusively 
the cause of non-objective art. (In fact, later in the year, 
Luz was elected as the president of the Art Association 
of the Philippines, which one concludes kept him out of 
the running for the AAP’s competitions until 1955 when 
he once more scooped up the first prize for Procession.

The work at hand is from that golden age. Luz depicts a 
figure on a bicycle, not hurtling to a particular destination 
but literally climbing the walls. He perches almost 
transfixed, steadying himself by holding onto the ceiling. 
The figure is boxed into a room, with the kind of walls 
Luz would use for his Carnival series. One can imagine 

the fellow as one of the characters from the circus, a 

juggler or clown or mime. Luz has put him in a field of 

green, the kind of pale chartreuse that was the palette 

of the mid-century.

It is a painting that would have instantly appealed to the 

architectural mind of Francisco Nakpil, a man in a room 

defined by a floor and a ceiling.

Top: The Luz hangs on a wall in the Francisco Nakpil 
residence. Bottom: Arturo Luz was voted as “The 
Outstanding Young Man in Art” in 1955 by the Sunday 
Times Magazine

The Architectural Luz
by L ISA GUERRERO NAKPIL
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Betsy Westendorp (b.  1927)

Untitled (Flowers)
signed and dated 1996 (lower right and verso) each
oil on board
5" x 7" (13 cm x 18 cm) each

P 140,000

“I find flowers fascinating. Flowers are for everybody,” 
said Betsy Westendorp.

The Spanish-Filipino artist has painted a variety of flowers, 
such as orchids, poppies, peonies, sunflowers, water lilies, 
birds of paradise, and milflores — the flora present in 
these two oil paintings.

However, most post-war artists kept their distance from 
the subject of flowers. Cid Reyes recounts an interview 
with Arturo Luz, enquiring if floras will ever find a place in 

the National Artist’s abstract canvas. “Oh no! I wouldn’t 
touch flowers!” Luz exclaimed. Yet, a lot of Impressionists 
and Post-Impressionists exalted at the thought of it. 
Claude Monet: “I must have flowers, always, and always!” 
Vincent Van Gogh: “I am working on it every morning 
from sunrise on, for the flowers fade so soon, and the 
thing is to do the whole in a rush.” Henri Matisse: “I think 
that nothing is more difficult for a true painter than to 
paint a rose, since before he can do so, he has to forget 
all the roses that were ever painted.”

Fortunately, the absence of flowers in Philippine art was 
redeemed by Westendorp, and her rich floral oeuvre has 
inspired the younger generation of Filipino artists. (P.I.R.)
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Joy Mallari (b.  1966)

Postura
signed and dated 2005 (lower right)
oil on canvas
42" x 32" (107 cm x 81 cm)

P 160,000
PROVENANCE
West Gallery, Quezon City

Joy Mallari’s figurative expressionist style is often linked 
with the artistic sensibilities among Salimpusa and 
Sanggawa artist groups, but it is her narrative approach, 
in which she explores the connections between literature 
and art, that makes her works distinct. In her 2008 
exhibit, Rekwerdo, the landscape that spawned Juan and 
Antonio Luna, Fr. Burgos, and Antonio Ricarte, Ilocandia, 
serves as the backdrop of her featured works. Mallari, 
a balikbayan herself, blends past and present as she 
presents nameless men and women figures. (J.D.)
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Romulo Olazo (1934 - 2015)

Diaphanous A XI
signed and dated 1976 (lower right)
oil on canvas
36" x 48" (91 cm x 122 cm)

P 2,600,000
PROVENANCE
Private Collection, Manila

Bold, broad swathes of blue and white pigments, 
sliding upon the surface and space and colliding 
in a salvo of vertical and horizontal intersections 

- the volume of drama and gravity is incomparable. 
Romulo Olazo hurls thunderbolts of light. Olazo played 
transparency over opacity wherein the shrill, deep 
Parisian blues and greens jostled for space. In this 
spatial masterpiece, the Diaphanous screens are nearly 
obliterated, recoiling from the cacophony of deep - 
hued, electric colors. This canvas, together with the 
other untitled series became metaphors for art history’s 
contradictory, anarchistic expressions that undermine 
each other’s animating spirit.

Romulo Olazo ©  Art Scene in Cebu Website
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Romulo Galicano’s art is technically academic and 
philosophical in approach. His oeuvres are reminiscent 
of the old Filipino Masters with modern sensibilities. He 
believes that every artist should never be a prisoner of 
himself and of his philosophy, reputation, success, and 
above all, his vanity. For Galicano, the direction of an 
artist should always be freedom.

The Cebu-born realist was raised in a family of artists. 
He studied landscape and figurative painting under his 
uncle, Martino Abellana. The young Galicano also further 
learned landscape art through direct observations 
of colors from nature, following Leonardo da Vinci’s 
advice that nature is the best teacher. A Manila Bulletin 
article shared that Galicano was six years old and in 
kindergarten when he first discovered his interest in the 
arts. “His teacher had colored chalks and would draw a 
mountain, flower, etc., and he would really be attentive 
while the other kids were less interested. That was 
when he realized he wanted to draw, to paint, that this 
would be his life.”

In 1979, a year after the piece at hand was made, 
Galicano held his 6th one-man show at the ABC 
Galleries, Manila. (P.I.R.)

42

Romulo Galicano (b.  1945)

Tagaytay, Batangas 
signed and dated 1978 (lower right)
pastel on paper
14 1/2" x 23 1/2" (37 cm x 60 cm)

P 200,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot
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Jacques Nicolas Bellin (1703 - 1772)

Carte Réduite des Isles Philippines Pour Servir 
Aux Vaisseaux du Roy Dressée au Dépost des 
Cartes Plans et Journaux de la Marine
1752
Copper engraving with hand-coloring
36" x 23" (91 cm x 58 cm)

P 2,000,000
PROVENANCE
Dean Leovino Ma. Garcia Collection

This large and finely-engraved map 
by Jacques-Nicolas Bellin, the official 
Hydrographer to the Royal French Navy, 
is one of the earliest obtainable large 
format maps coveted by collectors of 
Philippine maps.

“The elegant composition features the 
entire Philippine Archipelago, with the 
seas traversed by numerous rhumb 
lines, and a large title cartouche of a 
transitional rococo-neoclassical style. 
Based on the very finest sources, it 
is highly-detailed, labeling all major 
settlements, as well as details in the 
interior such as rivers and lakes.

“Bellin relied on the work of Padre Pedro 
Murillo Velarde (1696-1753), a Jesuit 
scholar, who worked for many years…
to create the first broadly accurate 
map,…the Carta hydrographica y 
chronographica de las Islas Filipinas, 
printed in Manila in 1734.”

Bellin notes on the map that his work is 
not a “servile copy” of Murillo Velarde’s 
1744 map of the Philippines. Bellin’s Carte 
Reduite is considered to be one of the 
fundamental elements of any collection of 
Philippine maps.

The map is presented in a Conservation 
frame, with UV filtering Museum Glass 
and acid-free mat board.
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Arturo Luz (1926 - 2021)

a) Juggler
signed (lower left) and dated 2012 (verso)
acrylic on canvas
36” x 24” (91 cm x 61 cm)

b) Cyclist
signed (lower left) and dated 2012 (verso)
acrylic on canvas
36” x 24” (91 cm x 61 cm)

c) Musician
signed (lower right) and dated 2012 (verso)
acrylic on canvas
36” x 24” (91 cm x 61 cm)

P 2,000,000
Each piece is accompanied by a certificate issued by 
Ms. Luisa Luz-Lansigan confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist

Themes of the festive first appeared in Luz’s oeuvre 
in the 1950s. In 1952, Luz won the first prize in the 
annual competition of the Art Association of the 

Philippines (AAP) with his piece titled Bagong Taon (1952). 
In his book on the artist, Cid Reyes describes the work as 
“a darkly celebratory image, the silhouetted figures of 
Mother and Child tooting horns are spindly stick figures, 
mere representations of human likeness.” Regarding this 
landmark piece, Luz recalls: “I don’t know at what point 
my figure became very linear. I was influenced by the 
cave paintings [of Lascaux and Altamira]. There, you will 
see a similarity with my stick figures.”

That same year, Luz produced another painting with 
the same title, albeit with an entirely different subject—
cyclists. The work was inspired by a familiar yet amusing 

and playful Manila street scene, which Luz witnessed 
one day in 1952: four men riding a single, jam-packed 
bicycle. “The sight struck me as very Filipino,” Luz recalls. 
“In the painting, I added the tooting horn. I called it 
Bagong Taon. The painting had a sense of celebration, 
performance, joy of life. This was the granddaddy of 
them all.” Luz says. Bagong Taon would also inspire Luz’s 
works depicting musicians. 

Luz continued his artistic journey on the exuberant and 
festive throughout the 1950s and the 1960s until it came 
to a sudden halt in 1969 when the artist abandoned the 
vestiges of figuration and explored a non-objective, pure 
abstract visual language. It was not until the 1990s that 
Luz went into a full-circle trajectory. Themes of gaiety that 
characterized Luz’s art in the 1950s and 1960s went into 
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a full-blown resurgence and transpired into three series: 
Celebration, Carnival Forms, and Forms of Amusement. 

Circus themes recurrently appeared in Luz’s work 
towards the last two decades of his artistic career, such 
as in the case of this 2012 triptych depicting a juggler, 
cyclist, and musician. Nonetheless, they reaffirm Luz’s 
confidence in his artistry and the totality of his creative 
process grounded in his crisp brand of geometric 
abstraction, for he had nothing more to prove over the 
course of his stellar and prolific seven-decade career. In 
these works, structured spontaneity whips up revelry into 
the canvases. 

In 1997, Luz was conferred the National Artists Award. 
Its citation states: “From the ‘Carnival’ series of the late 

1950s to the recent ‘Cyclist’ paintings, Luz produced 
works that elevated Filipino aesthetic vision to new 
heights of sophisticated simplicity.” (A.M.)
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Augusto Albor (b.  1948)

"Temperature" V-R
signed and dated 2007 (lower right and verso) 
mixed media 
36" x 36" (91 cm x 91 cm)

P 200,000

Augusto “Gus” Albor is one of the prominent abstract 
Filipino painters working today. He strives to stand out 
with his own interpretation on minimalist abstraction 
and an aesthetic that features a unique use of space. 
Although abstract minimalist in his approach, his usage 
of paint in his pieces is all but sparse, as the textural 
treatment of his work exhibits a sense of rawness. As 
a result, his art evokes an enigmatic visual experience, 
one that provides him the freedom to explore the 
possibilities of abstraction as well as outside the 
existing notions of art.

“Temperature” V-R exhibits the artistic execution of 
Albor in terms of approach and philosophy. A single 
shade of gray pervades the canvas, and in the middle 
is a red line. An allusion to a thermometer, the red line 
is responsible for the changes in temperature and the 
creation of different atmospheres — one side is filled 
with what looks like smoke, and the other, completely 
empty. However, does it indicate the division of a whole? 
Or, perhaps, unification? The red line is evocative of 
the iconic element in Barnett Newman’s art, “zip” as 
he called it, which indicates a merging or union of the 
canvas. The beauty in Albor’s art is that it is free from 
being confined to a specific art movement, safe from 
conventional contexts and imitation. (P.I.R.)
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Carlo Saavedra (b.  1981)

Untitled
signed and dated 2002 (lower right)
oil on canvas
80” x 80” (203 cm x 203 cm)

P 300,000
PROVENANCE 
León Gallery, The Magnificent September Auction 2014, 
Makati City, 13 September 2014, Lot 137

The treatment of Carlo Saavedra’s paintings are far from 
standard: frames hacked with a dull axe, paint overflowing 
the canvas limits; suggested figures emerging from a coat 
of mud like mixtures; surfaces abused with the constant 
process of trial and error. Carlo Saavedra likes to brood. 
Thus Carlo Saavedra’s works are like palimpsests. Each 
work is “ugly” according to its creator and the viewer 
can see what the artist means. Saavedra does not paint 
pretty things; he prefers to take sidereal impressions of 
his subject much like occult-figure Austin Osman Spare. 
To his credit, Saavedra does manage the peculiar trick 
of transmogrifying the conventional with most startling 
results. In his work, the subjects may be human, but they 
are alien in beauty.
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In perhaps the most well-documented work painted 
by National Artist Jose Joya is the carefully created 
work, “Man’s Life Cycle.”

A rare letter to its original owner, Manuel Dumlao of 
Maryland, Virginia, details how Joya meticulously prepared 
it for shipping — and even signed it on the same day — 
while giving instructions on how it should be hung.

London

June 17, 1969

Dear Manny,

Four hours before I left New York, I was still at the 

warehouse of my broker, helping wrap the painting to be 

forwarded to you. I personally wrapped the brown paper 

after cleaning and signing the picture right there. In case 

you are doubtful over the right side up, there is a small 

arrow pointing up behind at the vertical stretcher and the 

title indicates the right position.

…..

Sincerely,

Peping Joya

The Cycle of Friendship
Highly Documented Work Captures 
the Bond between Two Friends
by  L ISA GUERRERO NAKPIL

Letter from Jose Joya from New York tells the story of 
Man's Life Cycle in its journey to the Dumlaos.
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What incredible joy 

enamors me upon 

realizing the imagery 

I wanted to convey—the 

graphic concoction taking 

the shapes of joy, violence, 

turbulence, aspirations, 

and poetic ideas running 

in my mind.

J O S E  J O YA

Joya would maintain a 30-year correspondence — and 
friendship — with Manuel Dumlao and his wife Violeta.

All three were fellow architects and both graduates of 
the avant-garde art school Cranbrook Academy of Art 
in Michigan. (Anita Magsaysay-Ho was one its equally 
stellar graduates.) Manuel and Violeta would go on to 
work in the field of design in the United States of America; 
he, for Eero Saarinen (the son of one of Cranbrook’s own 
arhcitects) and later, I.M. Pei and Minoru Yamasaki, 
who was the architect of the World Trade Center in New 
York. His wife ‘Vio’ would also work for Glen Paulson 
and Associates, a modernist architect associated with 
Cranbrook as well as the Saarinens.

Jose Joya, for his part, is one of the most important 
‘abstract expressionist’ artists of the country. He was 
the youngest member of the legendary Philippine Art 
Gallery (PAG) and has been described as an artistic 
force in his own right.

Joya would not only become president of the influential 
Art Association of the Philippines, he would also inherit 

the mantle left by Fabian de la Rosa and Fernando 

Amorsolo as dean of the University of the Philippines 

College of Fine Arts.

In 1964, alongside Napoleon Abueva, he would represent 

the Philippines in its historic first participation at the 

Venice Biennale; a feat not to be repeated for more 

than a century.

The work at hand represents a highly sophisticated 

phase in Joya’s artistic trejectory, characterized with a 

restrained selection of colors, the colors of both sand and 

snow. He uses this pure palette to create a sculptural 

vista, “composed of heavy impasto and drips.. expertly 

harnessing the gestural energy in this work from 1968.”

RIGHT PHOTO:  Jose Joya, ca. 1980
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Jose Joya (1931 -  1995)

Man's Life Cycle
signed and dated 1968 (lower right);
signed, inscribed with title and date 
'New York February 1968' (verso)
oil on canvas
72" x 72" (183 cm x 183 cm)

P 12,000,000
PROVENANCE
Manuel and Violeta Dumlao, Birmingham MI, USA 
(acquired directly from the artist in 1969)
Thence by descent

Private Collection, Hong Kong

In 1958, or a decade before this painting was 
created, Jose Joya was already making a difference 
in Philippine art : “To dwell non-objectively into the 

paintings of Jose T. Joya, is to try to grasp a rainbow or 
catch an amoeba with a pin. For without the painter’s 
signature etched on the canvas, the onlooker loses his 
sense of direction, and would not know where he stands. 
What makes a Joya different is .. the mood. 

“A Joya is different from the American or European 
because it is Oriental. One critic writes of his outputs as 
landscapes — of the spiritual form — but how much of 
landscapes are there is beyond the physical sense.”

The critique continued, “His creativity suggests a modified 
cubism perfection-ized by spatial or pencil movements 
which are involuntary, not determined.”

In the work at hand, Joya depicts an inner landscape 
of calm; he expresses a sense of zen and serenity, by 
utilizing a monochromatic palette to express a certain 
purity of thought. No vibrant colors here or strong shapes, 

usually associated with this artist; instead Joya adapts 
delicate lines with a tightly focused impasto to convey 
an unexpected new mood. He thus portrays a sense of 
Man’s Life Cycle with an acceptance that ultimately all 
men must live through the circle of life.

Born in 1931, Joya was — and is still — considered a 
cutting-edge artist throughout his artistic trajectory.  
He was also a visionary who pushed for Filipino art to 
be recognized by the rest of world. As president of the 
influential Art Association of the Philippines from 1962 
to 1965 and as dean of the University of the Philippines’ 
College of Fine Arts, he created art scholarships and 
revamped the curriculum, molding several generations 
of young artists.

During his career as a painter, Joya would receive 
multiple awards, the highest of which was his recognition 
as National Artist in 2003. His retrospectives include 
those at the Philippine Art Gallery, the Museum of 
Philippine Art, the Ayala Museum, and the National 
Museum of the Philippines.

Title and details of the painting in artist's handwriting in verso.

An Inner Landscape of Peace
by  L ISA GUERRERO NAKPIL
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Michael Cacnio (b.  1969)

3 Musikeros
signed and dated 2006 (base)
brass
16" x 21" x 18" (41 cm x 53 cm x 46 cm)

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

The streets of Metro Manila, 
albeit brash and chaotic 
at times, are filled with 
the effervescence of 
the Filipino masses. 
From these familiar scenes and 
people came a wellspring of creative 
inspiration for acclaimed brass sculptor 
Michael Cacnio. Growing up in Malabon 
during the 1970s, Cacnio enjoyed 
observing the sprawling view of the 
then-municipality from the rooftop of 
his grandmother’s house, from which 
he would catch panoramic 
glimpses of typical 
scenarios that almost 
every Filipino had 
grown accustomed to. 

In a 2014 Inquirer 
article titled “The 
Cacnio Legacy,” Cacnio 
reveals the foremost thing 
influencing his art. “I draw 
inspiration from my childhood,” 
Cacnio says. “As the youngest of the family, I was very 
carefree and playful. I was always out on the streets of 
Malabon playing the latest popular games.” Therefore, 
Cacnio’s foremost luminary and mentor is the spirit and 
temperament of his environs.
 
In this particular piece, Cacnio depicts three kinds of 
musicians: a guitarist, a flutist, and a violinist. Like the 
typical Cacnio sculpture, their faces are deliberately left 

blank. Cacnio’s practice of blurring the line between 
familiarity and anonymity builds rapport between the 
subject of the artwork and the viewer. Even though 
we may not recognize the faces or expressions of the 
subjects, Cacnio’s end goal is to establish rapport with 
the people we encounter daily, effectively bringing out 
our innate humanity. In his distinct take on social realism, 
Cacnio effectively makes the audience find affinity even 
in the most mundane and ordinary. (A.M.)
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Orley Ypon (b.  1973)

Santander Seaside (Plein Air)
signed and dated 2016 (lower right)
oil on canvas
24” x 32” (61 cm x 81 cm)

P 100,000

Orley Ypon is renowned for his masterful combination 
of conventional academic technique and contemporary 
social depth. 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, wherein he juxtaposes seemingly 
hyper-realistic subjects amidst heavily dramatized 

settings and scenarios, but it can still be seen in several 
of his landscape paintings.

A realist in life as well as in art, Ypon creates pieces that 
his audience can understand and appreciate. For him, 
realism requires the artist to consider many aspects, such 
as technique, color, and composition. Above all, the artist 
must be an observer, drawing on their experiences to feel 
their works. Around the time this piece was made, Ypon 
founded the Aroma Art Atelier, a non-profit organization 
that aims to share ideas and foster camaraderie among 
other painters in his city. The atelier’s practice-
based approach encourages students to study the 
foundations of painting while developing their styles 
and creative aspirations. 

Santander is on the south coast of Cebu province, where 
Ypon has his atelier. “It’s a place where the fishermen 
gather to rest and have more than a few drinks.” This en 
plein air work captures the spontaneity of the scene: a 
wooded glen, a tent among the thickets, looking out to a 
blue sea. (P.I.R.)
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Leslie De Chavez (b.  1978)

Mr. Chin's Pet Project
signed and dated 2008
oil on canvas 
77" x 77" (196 cm x 196 cm)

P 1,300,000
PROVENANCE
Arario Gallery, Seoul, Korea

Christie's, Asian Contemporary Art, 
Hong Kong, 29 May 2016, Lot 172

'Banana republic' in the Philippine context refers 
to the country's export-oriented and import-
dependent economy. Contemporary artist Leslie 

de Chavez draws on the term, producing a darkly satirical 
work titled Mr. Chin's Pet Project that lampoons imperialism 
and its economic framework of neoliberalism. De Chavez 
places the subject in the middle of a construction of a 
massive industrial site, likely an export processing zone 
(EPZ), which the UN International labor organization defines 
as "industrial zones with special incentives set up to attract 
foreign investors, in which imported materials undergo some 
degree of processing before being exported again." 

The viewer's attention shifts to Mr. Chin, who holds a 
crocodile's snout with a rope, revealing its mouth full of 
bananas, an explicit allusion to the 'banana republic.' A 
policeman, whose hat conceals his face, casually assesses 
the crocodile as if petting and taming it. 

In this work, de Chavez depicts the grim reality in these 
enclaves. With his relaxed body language, the policeman 
represents the fascist agents of the ruling class. The workers 
are rendered as silhouetted figures in the background, 
symbolizing their precarious working conditions in special 
industrial zones. There, the workers' rights to freedom of 
association and labor unionism are suppressed. This kind 
of repression benefits the ruling elite, as a "no-union-no-
strike policy" silences the workers' calls for security of tenure 
and wage hikes, so compradors and foreign capitalists can 
greedily accumulate more profits and continue to impose 
cheap labor. Mr. Chin represents the local compradors 
supervising the industrial zones. The crocodile is an 
allegory for bureaucrat capitalism, in which high-
ranking government officials, most of whom come from 
the comprador class, treat governance as a business to 
uphold their self-serving interests. 

The local compradors are also the chief trading agents of 
foreign monopoly capitalists, who manipulate our economy. 
As agents, they own multinational corporations, which are 
anchored to the companies of foreign capitalists, to whom 
they remit huge profits. They own vast haciendas and 
engage in massive land grabbing from indigenous peoples. 
They are also known as the big comprador-landlord class 
in relation to their semi-feudal character. They monopolize 
agribusinesses, trading companies, banks, real estate, 
etc. Their exploited laborers engage in the production of 
raw materials and semi-processed goods for export to 
foreign capitalists, from whom they heavily import most 
of their means of production and manufactured goods 
before selling them at higher prices. They control essential 
commercial, financial, and service facilities that are not 
direct subsidiaries of foreign capitalists. Hence, the reason 
why they retain the backwardness of the economy and 
hamper national industrialization. 

The "special relationship" between the big comprador-
landlord class and foreign capitalists engenders a semi-
colonial and semi-feudal Philippine society. Foreign 
capitalists benefit from cheap raw materials and cheap 
labor while maximizing their profits. Compradors employ 
the cheap labor of seasonal farm workers and pillage local 
agriculture by demanding for and collecting a large amount 
of agricultural surplus for local processing and eventually, 
for export. Higher prices of imports than exports result in a 
balance-of-payments deficit, tying the government to foreign 
loans to pay for the cost of imports and resulting further 
in an increased percentage of labor exportation, cheaper 
labor within the country, and privatization of government 
properties, which both benefit the two classes. Laws have 
been enacted establishing EPZs, in which fiscal incentives 
and flexible labor policies are implemented to attract more 
foreign direct investments. Foreign capitalists benefit from 
these laws, which their comprador allies in the government 
have advanced.

De Chavez offers a microcosm of the ills of Philippine society 
in a single composition. Here, the artist boldly pronounces his 
powerful critique on a government whose primary purpose 
is to act as a subservient lapdog to the interests of foreign 
capitalists and the local elite—a government hell-bent on 
accumulating wealth for its oppressive overlords rather than 

pursuing the building of "a just and humane society." (A.M.)
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Tam Austria (b.  1943)

Maria Makiling
signed and dated 1982 (upper left) 
oil on canvas 
36" x 48" (91 cm x 122 cm)

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

Tam Austria is an undisputed master of the folk genre. Much like 
his mentor and luminary, the revered Carlos ‘Botong’ Francisco, 
Austria draws from a wide variety of native influences. One 
subject that has recurrently appeared in Austria’s oeuvre is the 
lovely image of the diwata (mythical muse). Such is the case 
with this piece, in which Austria immortalizes the most famous 
diwata in Philippine folklore, Maria Makiling, the guardian spirit 
of Mount Makiling. Austria’s depiction of Maria stays faithful 
to the native narrative; a breathtakingly beautiful, enchanted 
woman with long, black hair, possessing a light brown skin 
tone or kayumangging kaligatan in the Tagalog lexicon, having 
a slender body frame, and always bearing a solemn facial 
expression. Here, the native enchantress delicately flaunts 
her divine and graceful femininity emphasized by her sublime 
countenance and elegant bearing.

The idyllic native setting, populated with lush flora and dynamic 
fauna, evokes a storied past. Here, Maria, the protector of 
Mount Makiling and its surrounding environs, harmoniously 
communes with nature. Without a doubt, Austria’s works 
embody the quintessential native spirit, capturing a time in our 
collective history when man held nature in high regard, exalting 
it as the primary sustainer of life. Austria’s works are marked 
by his constant fiddling with maximalism and meticulousness 
to minute details. The artist’s employment of maximalism 
reflects what retired art professor and former NCCA chairman 
Felipe M. de Leon Jr. writes as “a manifestation of the Filipinos’ 
highly sensitive and expressive nature that is rooted in our 
communal existence.” Coupled with his painstaking creative 
process, Austria confers his works with an appealing richness 
and dynamism in composition. 

This piece—and Austria’s works in general—exudes a mystical 
quality that encapsulates our collective longing for the former 
glory of a bygone era. The artist says of this attribute in his art: 
“I think my work reflects a number of basic truths, perhaps, too, 
nostalgia for the good things slipping away. Then there are 
the earth, the fields, the sky, the quiet corner people long for. 
Perhaps people are drawn to my painting by common feelings 
that go beyond art.” (A.M.)
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Romulo Galicano (b.  1945)

Kutsero
signed and dated 1976 (lower right)
watercolor on paper 
21" x 29" (53 cm x 74 cm)

P 180,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

Romulo Galicano has always taken creative inspiration 
from his native Carcar in the province of Cebu. Through 
his artistic training under the foremost Cebuano virtuoso, 
the ‘Dean of Cebuano Painters’ and his uncle Martino 
Abellana, Galicano imbibed the painterly technique of 
directly observing from nature as a fathomless wellspring 
for ingenuity.

It was also through his uncle’s mentorship that Galicano 
had an Impressionist phase during the early years of his 
career from 1969 to 1975. This period also concurred 
with his ‘Dimasalang Group’ era, where he practiced 

painting en plein air with other figurative artists Emilio 
Aguilar Cruz, Andres Cristobal Cruz, Ibarra de la Rosa, 
and Sofronio Mendoza.

1976 was a period of transition for Galicano. That year, 
he slowly veered away from his Impressionist visual 
language and ventured toward tonal paintings. By this 
time, Galicano had achieved his artistic coming of age, 
deviating from the boldness and earthiness of Abellana’s 
works and progressing into a photo-realistic approach 
to figurative paintings. Yet, Galicano still retained his 
attribute as a staunch observer of nature.

Galicano’s photo-realist approach is evident even in 
his watercolor works, such as this 1976 piece. Here, 
the artist integrates his Impressionist training with his 
newfound style of photorealism. Since watercolor is a 
medium only a few artists can masterfully manipulate 
due to its unpredictable nature, Galicano brings out his 
Impressionist flair by combining speed with meticulous 
accuracy in rendering a life-like image of the subject. The 
resulting work exudes an intimate and natural charm, in 
which a local scenery is depicted as void of any artificiality, 
like a photograph taken candidly. (A.M.)
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Fernando Amorsolo (1892 - 1972)

Sabungero
signed and dated Manila 1936 (lower right)
oil on wood 
15 1/2" x 19 1/2" (39 cm x 50 cm)

P 3,000,000
PROVENANCE
Private Collection, USA

It was painted for my Great Grandmother “Maria Dolores Reyes”, 
(her married name, Mrs Clyde Eyes, is written on back of painting) 
who were close family friends of the Zobels. Her father was “Francisco 
Reyes y Mijares”( first president of the chamber of commerce). My 
own mother and grandparents being interned at Santo Tomas. The 
painting was left to her daughter Dolores Yuille-Thorton and then to 
me up on her death.  - Constance Preston

Amorsolo idealized the peasant, whom he 
situated in a rural idyll where nature was ever 
bountiful and hunger and strife were unknown. 

He used natural light in his paintings even as early 
as the 1920s.  This painting is dated 1929.  In typical 
Amorsolo fashion, the  figure of a man taking care of his 
rooster is outlined against a characteristic glow, and the 
subdued orange sunlight hitting the earth highlights the 
nearby details, especially the green grass. The man may 
be under the shade of a tree or the shadows of a nipa 
hut.  Says Alfredo Roces in his book, Amorsolo (1975): 
“More accurately, it was the shadow areas he painted 

with a richness  of color  that previous artists had simply 
obscured with dark scrumble.”

Amorsolo’s optimistic, pastoral images set the tone for 

Philippine  painting before World War II.  Except for his 

darker World War II-era paintings, Amorsolo painted 

quiet and peaceful scenes throughout his career.  He 

was the first to extensively portray  traditional Filipino 

customs  and manners, fiestas and occupations like 

fishing, planting, going to market, washing laundry, 

cooking and reading.
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Federico Aguilar-Alcuaz (1932 - 2011) 

Barcelona Series
signed and dated 1965 (lower left)
oil on canvas 
22" x 28" (56 cm x 71 cm)

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

The dissonant yet structured works of Federico Aguilar-
Alcuaz seemingly adhere to a novel yet natural rhythm. 
The seemingly random colors, textures, patterns, and 
shapes are soon directed to their proper predestined 
positions by virtue of Alcuaz's deft and meticulous eye 
for composition. As this work shows, Alcuaz had moved 
beyond orthodox Cubism and Abstraction, though it 
had been invaluable to his development. For him, the 
opportunity to travel the world constituted but one 
step on the road towards a more personal art form 
entirely detached from the visible world. What makes 
Alcuaz's abstractions uniquely striking is not merely its 
unrestrained directness, but its ability to find harmony 
amidst chaos. (J.D.)
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Arturo Luz (1926 - 2021) 
a) Rajasthani Temples

signed (lower left) and dated 2010 (verso)
acrylic on canvas
19" x 24" (48 cm x 61 cm)

b) Night in Rajasthan
signed (middle right) and dated 2010 (verso)
acrylic on canvas
19" x 24" (48 cm x 61 cm)

P 500,000
Each piece is accompanied by a certificate issued by 
Ms. Luisa Luz-Lansigan confirming the authenticity of this lot

In 1988, Arturo Luz embarked on an extensive trip 
to several Asian countries, encompassing Indonesia, 
Thailand, Cambodia, Nepal, Pakistan, and India. From 
these travels, Luz was captivated by the natural allure of 
Asian culture and civilization. As with any other tourist, 
he always brought a camera to capture photographs 
of the places he visited. Inspired by his Asian travels, 
Luz came up with the idea to reconstruct the cultural 
marvel of his destinations in his canvas using his 
manner of abstraction. In particular, Luz expressed his 
overwhelming feeling about the beauty of the Indian 
subcontinent, saying, "The profusion of interesting forts, 

palaces, battlements, mosques, temples! Enormous and 
huge! I cannot tell you how impressive it was. The history, 
the architecture, the colors, the costumes—and the faces 
of the most beautiful people on earth."  

Luz visited Rajasthan, a vibrant northwestern Indian state 
known for its historical hill forts and palaces. Its structures 
encapsulate the spectacle of Indian architecture, giving 
the state its designation as the most historical in all of 
India. While in Rajasthan, Luz also explored the city of 
Jaisalmer, located at the edge of the Thar Desert. In Night 
in Rajasthan, Luz employs his aesthetics of geometrical 
language that he executed through disciplined 
spontaneity and refined precision. This approach brings 
the subject under obscurity. But in understanding Luz's 
aesthetics, one must be discernible of his minimalist and 
linear approach, which is free of any intricacy in details. 
Replacing the solid, rounded domes of these structures 
are sharply pointed roofs. While the palaces and forts in 
Rajasthan are lavishly decorated with sculptural figures, 
the visual renditions of Luz completely withdraw these 
elements. (A.M.)
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Justin Nuyda (1944 -  2022) 
Untitled (Search Mindscape Series)
signed and dated 1996 (lower right) 
oil on canvas 
35" x 48" (89 cm x 122 cm)

P 1,800,000
León Gallery wishes to thank the estate of the artist 
for confirming the authenticity of this lot

PROVENANCE
Private collection, Makati City

Justin “Tiny” Nuyda was renowned for his abstract 
art that depicted surreal landscapes. His oeuvres are 
populated with a brilliantly curated array of colors 

that seem to glow under the luminosity of an inviting 
and unnerving radiance. His inspirations, decorated in 
his combination of intense brushstrokes and striking 
palette, were drawn from the material beauty of the 
physical world. 

A serene meditation and introspection are imbued in 
every Nuyda piece, a quality attributed to his artistic 
approach. Yet, simple was how he described his practice. 
He starts with priming the canvas with as much as seven 
coatings, followed by painting it with waif-like strokes 
that are robust and delicate at the same time, evoking 
a solid slate and the fluidity of butterfly wings floating 
over horizons. Afterward, ethereal geometric forms 
were subtly incorporated into his abstract compositions. 
He was spontaneous as an artist, composing as he 
painted, only concluding an artwork once the paintbrush 
was lifted from the canvas. The ability of his aesthetic 
interpretation to capture the enigmatic nature of scenery 
is very well encapsulated in this 1996 oil painting.

Indeed, the alluring landscapes that Nuyda committed 
to his canvases were windows to how he saw the 
world. Although one can argue that his works of art 
evoke impressionistic and gestural visual cues that are 
undoubtedly hallmarks of an age-old artistic movement, 
a closer look will reveal that his works seem to occupy 
an unusual and otherworldly divide between the abstract 
and sensuous and the representational and realistic. Far 
from the pure impressionistic stance of the abstract and 
too mystical for the likes of realism, one can only describe 
his style as a pioneering endeavor that is incredibly 
distinct and uniquely his. (P.I.R.)

Justin Nuyda. © León Gallery Archives
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Jose Tence Ruiz (b.  1958)

Senorita de la Troiiana
signed and dated 2009 (lower center)
oil on primed linen
72”x 48” (183 cm x 122 cm)

P 200,000

On the Kotillions and Señorita dela Troiiana 

The Kotillion series evolved from over fifteen years of 
my fascination with how enlarging the human body 
with clothing was a prerequisite for gaining power. 
Thus, “noble” or powerful beings (monks, kings, bishops, 
rockstars, superhero action figures, witch doctors, brides, 
debutantes, Kotillion-bound belles) all expanded their 
bodies and attached power to this. 

The Napoleonic, pre-Victorian or Baroque gown seemed 
to me both absurd but effective in this exercise. Then I 
bring to this a contemporary set of comments. One: that 
we are permeated by media (all we know of this current 
postmodern world has a large percentage of origins in 
TV, internet, radio, CDs, DVDs, print, etc.) 

Another is that media lubricates its often tragic messages 
to its public with the beauty of its messengers (either its 
models, actors, or anchor women and men). Another is 
the fact that for all my personal skepticism, even as a 
veteran artist, I am still vulnerable to the sway and swoon 
of beauty found in media. I catch myself and admonish 
me, saying don’t fall in love with creatures on TV (which 
is the translation of the Tagalog slang “wag ma-inlab 
sa tao sa TV”). Might they love all us million viewers 
back? I doubt. Art should above all be about one’s time.  

Any memorable artist is obliged to reflect this, whether 
in communally accessible or very personal terms. My 
expression hovers hopefully and usefully somewhere in-
between. I am in the present, aware of how the present 
influences me, and I distance myself as much as I can 
take and try to grasp this and even convey this through 
the works. It’s a constant evolution but I find lots of 
resonance available.

Troiiana is a “tagalization” of the Trojan woman 
(those immortal beauties under siege from the Greeks).  
Señorita dela Troiiana is like the young lady of a noble 
family, but obviously there is critical content in my choice 
of surname. The lady here is inspired by an appealing 
Filipina news anchor named Ginger and is clothed in 
all manner of magnified virus molecules (you might 
recognize SARS, A[H1N1], HIV, Avian Flu, etc. here, but 
she also hovers over a mound of used warrior’s helmets, 
another form by which we besiege each other—war).

Which will succeed in toppling us—infection or human 
hatred? H. G. Wells asked this same question more than 
a century ago in his War of the Worlds. We await the 
verdict as conveyed to us by the beguiling lady anchor.  
She must stand above it all in her calm pulchritude and 
convey. And then on to the next channel. (Jose Tence 
Ruiz, November 2009)
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participated in promoting, protecting, and preserving 
our environment. 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. "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."

It comes as no surprise that Orlina has also depicted 
the sublime beauty of nature in many of his majestic 
glass sculptures. Such is the case with the work at hand, 
Mt. Makiling II, from the artist's ‘Mountain Series.’ The 
greenness of the glass encapsulates the mountain's lush 
vegetation and dynamic animal species. The sculpture is 
mounted on a lighted base, which evokes spiritual light, 

58

Ramon Orlina (b.  1944)

Mt. Makiling II
signed 2007
carved green glass mounted on lighted base
sculpture:
11 3/4" x 34 3/4" x 8" (30 cm x 88 cm x 20 cm)
base:
2 1/2" x 32 1/2" x 5" (6 cm x 83 cm x 13 cm)

P 6,000,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

The town of Taal, Batangas brought to 
consummate realization the environmental 
awareness and activism of Ramon Orlina. As a 

young boy in Taal, Orlina grew up identifying with the 
lush landscapes and the diversity of flora and fauna that 
populate the ecosystem. As he matured, Orlina actively 
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perhaps an allusion to Maria Makiling as the protector 
of the mountain. The piece embodies Orlina's relentless 
activism and resounding advocacies.

Mount Makiling is an inactive stratovolcano located 
in Laguna and Batangas. Named after its guardian 
diwata, Maria Makiling, the mountain is a popular hiking 
destination. Makiling was initially proclaimed as the 
Philippines' first national park under Proclamation No. 
552 (1933). On June 20, 1963, it was decommissioned 
as a national park. Jurisdiction was transferred to the 
University of the Philippines pursuant to Republic Act 
No. 3523, signed by President Diosdado Macapagal, 
"to carry out a program of public education and 
information in forestry."

Mount Makiling is home to 148 tree species, of which 
87 are indigenous and 44 are endemic. The parasitic 

plant Rafflesia manillana can be found in the mountain. 
Makiling is also populated by 84 species of birds, 21 
species of amphibians and reptiles, and 12 species of 
mammals. Worth mentioning are the Philippine Eagle-
Owl, Philippine Hawk Eagle, Luzon Bleeding Heart Pigeon, 
Philippine Forest rat, Green-faced parrot finch, and the 
Philippine pygmy fruit bat, all of which are endemic to 
the country. 

In using glass to render a three-dimensional abstract 
likeness of Mount Makiling, Orlina points to the robustness 
of nature as the sustainer of life and its menacing fragility 
due to human exploitation. Through this work, Orlina 
sheds light on our collective responsibility for conserving 
nature, our shared lifeblood as human beings. (A.M.)
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Anton Mallari (b.  1986)

Puesto (Greed)
signed and dated 2016 (lower right and verso)
oil and acrylic on canvas
60" x 84" (152 cm x 213 cm)

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

EXHIBITED
Richard Koh Fine Art, Kasalanan (Sins), Kuala Lumpur, 
June 15 - June 29, 2016

Drawing upon a variety of images and techniques 
associated with the Western Classical tradition, Mallari 
seeks to transform the metaphysics of the social 
condition into a tangible and concrete product. His 
works deconstruct our reality as a reality formed and 
governed by images and symbols. In this untitled piece, 

Mallari layers his ghost-like rendering of classical figures 
with non-traditional media. In this particular piece titled 
Puesto (Greed), Mallari takes on a more subtle approach 
in his commentary. The work features a still-life of an 
assortment of flowers potted in a decorative vase. 
At the very center is a bee perched atop of one of the 
petals. A closer look reveals us a subtle form of chaos 
and absurdity. The flower arrangement is seemingly in 
disarray; with petals and stems jammed into a container 
too small for the intended purpose. Thus if one relates 
the imagery to the title, one can interpret the work as an 
artificial arrangement not fueled by a sense of balance 
or beauty, but by a need to collect, consume, and have 
control over a natural process. (J.D.)
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Ramon Orlina (b.  1944)

Black Torso II - 07 
signed and dated 2007 (bottom)
black asahi glass
13 3/4" x 8 1/2" x 5 1/4" 
(35 cm x 22 cm x 14 cm)

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

Although Ramon Orlina has seemingly 
infinite sculptures of the female figure, the 
esteemed glass master has also depicted 
the male figure on some occasions. 
Orlina’s foremost example of his foray 
into the arena of male virility is the figure 
of a male student in his monumental 
Quattromondial (2011), which the University 
of Santo Tomas commissioned in time for the 
celebration of its 400th anniversary. 

But prior to that, Orlina had previously 
explored and employed the male figure as a 
compelling subject. Such is the case with the 
work at hand, titled Black Torso II – 07. In 
this piece, Orlina depicts the chiseled torso 
of a man. Rendered in black Asahi glass, 
Orlina evokes innate strength and vigor, 
qualities that are traditionally attached 
to masculinity. Similar to his treatment of 
female nudes, Orlina accords a reverential 
and sublime aspect to the male figure. It can 
be said that this piece also evokes the potency 
of Orlina’s works and the importance they hold 
in Philippine art. As the Philippines’ pioneering 
glass sculptor, Orlina never fails to impart a 
sense of familiarity, harmony, and freedom 
in his works. Thus, the viewer is drawn to 
the compelling visual lyricism and inherent 
vitality that have always marked the 
masterpieces of the glass virtuoso. (A.M.)
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61  PROPERTY FROM THE COLLECTION OF A DISTINGUISHED COUPLE

Arturo Luz (1926 - 2021)

Two Men Juggling Cat. #4
dated 1991
acrylic collage
48" x 65" (122 cm x 165 cm)

P 2,000,000
Accompanied by a certificate issued by Ms. Luisa Luz-Lansigan
confirming the authenticity of this lot

PROVENANCE
West Gallery, Quezon City

Circus performers and carnival scenes feature 
prominently in Luz’s art, becoming his most 
recognizable subjects, and forming an iconic 

ensemble in his oeuvre. Ever since the celebratory image 
of silhouetted cyclists appeared in Luz’s seminal Bagong 
Taon (1952) and succeeding depictions of performers 
and carnivals from the 1950s to the 1960s, it would 
gradually become evident that the carnivalesque would 
become a point of no return for the artist. But being the 
inventive and innovative artist he was, there came the 
point wherein Luz would fiddle with and explore other 
themes in various media, such as collage and sculpture, 
from the late 1960s to the 1980s. 

Luz’s journey back to the exuberant would take a rather 
long interlude of almost three decades. It was not until 
1991 that circus motifs reappeared in Luz’s oeuvre. From 
that point on, these subjects would encapsulate Luz’s 
full-circle journey as an artist.

Luz began working on his Celebration series, to which 
the work at hand belongs, in 1991 after an extensive 
trip throughout Asia during the late 1980s. Inspired by 
the continent’s richness, Luz returned to figurative 
painting after he abandoned it in 1969 when he started 
venturing into pure abstraction. Cid Reyes also writes 
in his book on the artist that this decision stemmed 
from Luz’s pervading feeling of being a one-faceted 
artist, “as if he had painted himself into a corner…Luz 
reverted to his original imagery of cyclists, jugglers, 
acrobats, and performers.”

When Luz reintroduced these festive images of the 
circus performers, the artist’s geometrical austerity 
and precision had become colder, sharper, and more 
straightforward, in contrast to the elaborate depictions 
of the same subjects from the 50s to the 60s. By this 

time, Luz had refined his mathematical instincts, coming 
afresh from his geometric sculptures of the 60s to the 80s. 
Although he had reduced his palette to black, gray, and 
toluidine red, he could evoke the euphoric vibe of a circus 
through his creative mantra of “sophisticated simplicity,” 
using to his advantage the subdued dynamism of 
elementary forms. Even though the stark severity of the 
figures contrasts with the lighthearted theme, Luz was a 
master at handling contradictions with utmost religiosity, 
bringing two opposing forces to the forefront without one 
overpowering the other. Structured spontaneity whips up 
revelry into the canvases. In this work and the entirety 
of the Celebration series, Luz imbibes freedom in visual 
exegesis to the viewer, letting them enkindle their own 
nostalgic narratives regarding the subject through their 
personal sensibilities of festivity and gaiety. 

Luz also introduced in his Celebration series the use of 
crumpled paper. Luz describes this practice: “Common 
sense told me it would be uninteresting to paint on 
smooth canvas...But I had to destroy the smoothness of 
paper. I used 80 lbs. of printing paper. Strong but still 
malleable. The easiest way to destroy the surface of 
the paper is to crumple it, to rid it of its shiny, metallic 
quality. Having done that, the paper is straightened flat 
and glued on plywood. When paint is applied on that 
crumpled surface, you get these intricate webs of lines. 
It’s an interesting effect you won’t get another way.”

The circular shape of the juggling balls—elements 
integral to the jugglers’ manner of imparting classic 
entertainment—embody the wholeness and timelessness 
of Luz’s art. Furthermore, the circle represents infinity and 
limitlessness; it has no beginning and end. Thus, being 
one of his favorite motifs, circus performers have become 
the quintessential Luz, for they represent the inherent 
balance, omnipresence, and universality of his art. (A.M.)
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Ronson Culibrina (b.  1991)

Untitled
signed and dated 2017 (lower left)
oil on canvas 
43" x 62" (109 cm x 157 cm)

P 240,000
PROVENANCE
Acquired directly from the artist

Ronson Culibrina is noted for his appropriation 
paintings that are based on the works of prominent 
local and international artists. His art makes traditional 
approaches meet with the contemporary, confronting the 
power dynamics in art. The piece at hand shows a faithful 
rendition of a Fernando Amorsolo piece titled Banaue 
Rice Terraces — it portrays the bucolic life of the Ifugao 
tribes. Culibrina overlays the romantic rural setting of 
Amorsolo with strange and surreal elements such as 
splatters of paint and a striking rendition of American 

artist Jeff Koons’s two popular pieces, the Diamond and 
the Balloon Dog. As a result, Culibrina infused his own 
sense of individuality into the compositions of Amorsolo 
through his signature use of eccentric elements inspired 
by pop culture and modern customs. His works, despite 
the critical theme, still possess a whimsical appeal.

Culibrina is a recipient of several prestigious awards, 
among those is the Fernando Zóbel Prize for the Visual 
Arts in the Ateneo Art Awards in 2018. He was named 
one of Forbes’ “30 Under 30 Asia” in the arts in 2016. And 
in 2017, the year this piece was created, he was included 
in the Filipino Emerging Artists Group Exhibition at Nunu 
Fine Art in Taipei, Taiwan. (P.I.R.)
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Isabel Diaz (b.  1943)

Bouquet of Flowers
signed (lower left)
oil on canvas
52" x 72" (132 cm x 183 cm)

P 400,000

Isabel Diaz is a Filipino-born and New York-based artist 
who specializes in oil on canvas paintings. She is known 
for her virtuosity and ability to simplify her subjects to 
their innate core and reinterpret them in a minimalist yet 
expressive style. Speaking of her artworks, she said: “I 
usually don’t want to talk – even about myself… I paint 
every day, for commissioned works. I want people to own 
and live with them.” The art of Diaz displays a penchant 
for a world filled with the elegance and gracefulness 
of still life. Through her evocative renditions of three-
dimensional figures, Diaz transfigures a pure and simple 

still life painting into a mystifying opus. The harmonious 
coalescing of the subject and its colors always exhibits 
a balanced composition. She employs vivid hues into 
the canvas, making this particular piece exude a high 
degree of glamor and enchantment. With an implied 
luminosity, the realism employed by Diaz is characterized 
by a sophisticated and high-browed quality–one that 
showcases her artistic prowess, as evident also in her 
distinct draftsmanship. Diaz’s realistic depiction of 
flowers emanates a nostalgic experience, hinting at the 
transient essence of things. (A.M.)
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Fernando Amorsolo (1892 - 1972)

Under the Mango Tree
signed and dated 1945 (lower right)
oil on wood
12" x 18" (30 cm x 46 cm)

P 2,400,000
Accompanied by a certificate issued by Mrs. Sylvia Amorsolo-Lazo
confirming the authenticity of this lot

PROVENANCE 
Private Collection, USA

1945 was a critical turning point in history. The Second 
World War had just come to a tragic and devastating 
conclusion. In the Philippines, the Filipinos had finally 

tasted freedom and liberation, which they had longed 
for after three centuries of foreign dominance. The 
year would also mark a return to a sense of normalcy 
and freedom for Filipino artists to finally express their 
lingering creative expressions, which were curtailed 
during the Japanese occupation.

Fernando Amorsolo, the most prominent and prolific 
Filipino painter during this time, was still in the course 
of his Golden Period, albeit in its twilight stage. At this 
juncture, the maestro found solace in the subjects of 
his earlier years, specifically the 1920s and the 1930s. 
One such theme was peasants enjoying and sharing the 
fruits of their harvest among themselves. This theme is 
encapsulated in this particular piece, aptly titled Under 
the Mango Tree. 

Amorsolo’s Under the Mango Tree embodies the spirit 
of Filipino communal living and solidarity. Especially in 
the context of the tragic post-war situation, Amorsolo 

emphasizes the necessity of rebuilding, preserving, and 
upholding the relationship between the Filipinos and 
their community. With the specter of war still lingering 
in the people’s psyche, Amorsolo, an artist imbued with a 
clear understanding of one’s social responsibility toward 
nation-building, fosters the conviction that our collective 
identity is rooted in our centuries of shared struggles. 

Having been fortunate enough to experience the taste 
of newfound sovereignty, Amorsolo aimed to cultivate a 
sense of oneness by using his art to reintroduce, restore, 
and reinvigorate a profound sense of community, 
belongingness, and responsibility toward the welfare of 
each other. Amorsolo implicitly emphasizes the power 
that collective action holds towards achieving genuine 
progress; that we should never bury the sands of our 
history no matter how tragic, because it is through an 
ineffaceable grasp of our shared past, together with 
the unceasing affirmation of our enshrined right to 
self-determination, that we could eventually advance 
toward progress. Thus, the legacy of Amorsolo’s works 
goes beyond their enduring popularity and technical 
brilliance. (A.M.)
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Carlos V. Francisco (1912 - 1969)

Crucifixion
signed and dated Angono, Rizal 1965 (lower right)
watercolor on paper
19 1/4" x 14 1/2" (49 cm x 37 cm)

P 400,000
PROVENANCE
Private Collection, Makati City

Depictions of the life, passion, death, and resurrection of Christ 
abound in Carlos' Botong' Francisco's oeuvre. Ino Manalo writes 
in The Life and Art of Botong Francisco: "Botong often visited 
nearby towns to draw inspiration from their church art. To 
prepare for his own depiction of the Via Crucis, he immersed 
himself in biblical texts and the Holy Week senakulo. He seemed 
to find it a deeply spiritual experience, remarking afterward that 
any sinner would have a change of heart after working on the 
Stations of the Cross."

Botong imparts a solemn aura to his powerful rendition of 
Christ's crucifixion. Here, the image of Christ evokes a palpable 

sense of arresting gesture that effectively shares with the viewer 
the final moments of the crucified Man's earthly life. Saprid 
depicts Christ in the Cristo Expirante (Expiring Christ) pose. His 
work evokes the passage in the Gospel of John that writes, "Jesus 
said, "I thirst." There was a vessel filled with common wine. So, 
they put a sponge soaked in wine on a sprig of hyssop and put 
it up to his mouth. When Jesus had taken the wine, he said, "It is 
finished." And bowing his head, he handed over the spirit." (John 
19: 28-30, New American Bible, Revised Edition).

Veering away from the typicality of his works, Botong's 
composition in this watercolor piece is spare, inducing the viewer 
to engross themselves in the singular figure of the Crucified 
Christ. A spectral depiction of the Paschal Candle is seen on the 
left, symbolizing Christ's eventual triumph over death and the 
fulfillment of his promise of grace and eternal life. The candle 
gives credence to the ultimate sacrifice the Divine had enkindled 
to redeem humanity of its transgressions. It imbibes in Botong 
a kind of divine validation in his art, one that gives adoration to 
his Creator. (A.M.)
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Michael Cacnio (b.  1969)

The Golfer
signed and dated 2009 (base)
brass
26" x 24" x 10" (66 cm x 61 cm x 25 cm)

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

One subject in which the distinct brand of social realism 
of acclaimed brass sculptor Michael Cacnio revolves is 
the depiction of childhood bliss. His works exude that 
kind of delightful nostalgia, capturing a simple time 
in our lives in which our most significant venture was 
casually playing and frolicking outside our homes. In 
an October 26, 2014, Inquirer article titled ‘The Cacnio 
Legacy,’ Cacnio shares his sentiments on how his 
childhood and the neighborhood where he grew up 
primarily influenced his art. “I draw inspiration from 
my childhood,” Cacnio says. “As the youngest of 
the family, I was very carefree and playful. I 
was always out on the streets of Malabon 
playing the latest popular games.” 

Furthermore, Cacnio says in an October 
14, 2014, Philippine Star article titled 
‘Michael Cacnio’s life in brass’: “My 
work is all about the daily lives of the 
Filipinos,” he remarks. “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.” Such aim is clearly 
discerned in this particular piece, titled 
The Golfer.

Through Cacnio’s works, feelings of 
optimism and hope and the rekindling 
of the joys of childhood 
innocence are reaped and 
fostered. (A.M.)
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Juvenal Sansó (b.  1929)

Placid Dusk
signed (lower right)
ca. 1970s
acrylic on canvas
24" x 40" (61 cm x 102 cm)

P 1,400,000
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 mirror 
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 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 often melancholic landscape paintings of Sansó 
portray solitary sceneries devoid of human presence. 
However, an existential change within the artist 

is reflected through the colors that seep into his 

compositions. According to a Sansó catalog titled After 

the Deluge Comes the Dawn, it first came as background 

hues of reds or blues for his barong-barong and baklad-

inspired landscapes, and later it manifested into his 

sketches of Brittany, France. In the ’70s, Sansó started 

painting in sky blues, reds, yellows, and greens, colors 
that are reminiscent of nature.

His brilliant use of light to create a unique brand 
of surrealism evokes a beauty that is iridescent, as 
observed in this oil on canvas piece. To appreciate 
Sansó’s works truly, one should look into his process, 
which involves painting on-site and then finishing it 
in his studio. The situations that the artist faces when 
working outside give the piece not only character but 
also superior, unrestrained quality. Furthermore, one can 
see the minutiae, the intricacies, that can be found in 
his composition – the characteristics that other painters 
might avoid, only an artist like Sansó would savor in 
applying. His mastery of forms, melded with his genius 
vision, led the world-renowned painter to craft a powerful 
aesthetic, one that flaunts his talent and imagination.

The life of Sansó is one that is marred by great conflicts 
and eventual triumphs over adversities. Having a third 
chance at life, he would often say that his works were 
a way of erasing the trauma. Fortunately, his time at 
Brittany has transformed him and his art. And through 
his art, Sansó transformed desolation into serenity and 
hope. (P.I.R.)

The artist in his newly-remodeled studio. Photo by Gene Fenn, Paris, 1976.
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Charlie Co (b.  1960)

A Moment's Rest
signed and dated 2016 (lower right)
acrylic on canvas
48" x 48" (122 cm x 122 cm)

P 180,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

The works of lauded Negrense contemporary artist Charlie Co 
form a series of recognizable iconographies revolving around 
the whimsical and eccentric. Brimming with vibrancy and 
candidness, Co’s art is often imbued with powerful allegories 
acting as commentaries on today’s socio-political affairs. But in 
select works, Co imbibes a celebration of his life and art. Such 
is the case with this particular piece. Titled A Moment’s Rest, Co 
incorporates familiar elements from his surreal visual narratives, 
such as horses and jesters, and interweaves them into a work 
that encapsulates the essential Charlie Co.

Filled with child-like exuberance, the work serves as Co’s self-
portrait, presenting an outlook into the artist’s disposition. It is 

a visual chronicle and celebration of Co’s life as an artist and a 
human being imbued with struggles and triumphs. Two years 
prior to the creation of this work, Co had a successful kidney 
transplant after suffering from kidney failure due to diabetes. 
Here, we can see Co at the very center of the piece, intimately 
living and experiencing a renewed life in the surreal world he 
had always created. The artist says of this work: “You could see 
me, the artist, sitting comfortably, dreaming, holding a brush 
in one hand and my painting in the other, surrounded by my 
favorite images of horses and clowns that are always recurring 
in my whimsical world.”

In a highly introspective and cathartic work that powerfully 
speaks of his being, Co expresses that his life is essentially none 
other than his art because, for him, art heals. Co’s application 
of his trademark vivid palette embodies his impassioned 
stance toward the subject. One can discern an atmosphere of 
lightheartedness and, at the same time, intimately share the 
artist’s lived experience—and his indebtedness to his art and its 
dramatis personae that accompanied him amid affliction. 

Co once said: “A painter is also a visionary, helping people 
understand what is going on in his environment by creating 
something visually powerful. But one should consider that an artist 
should get right in his inner self first before anything else.” (A.M.)
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Bernardo Pacquing (b.  1967)

Angel
ca. 1997
oil on wood
48" x 48" (122 cm x 122 cm)

P 160,000
PROVENANCE
Acquired directly from the artist by the present owner

In this particular piece, Pacquing seemingly combines 
both his practice in painting and in sculpture through 
the predominant use of the color gray. Gray has often 
played a pivotal role throughout the history of art. From 
being used as either an additive or subtractive element 
to either heighten the hue of a specific tone, or to add 
depth to shades of black. In the 13th century, gothic 
artists such as Giotto utilized a technique called grisaille 
that used various shades of grey to imitate the look 
and visual elements of sculptures as decorative motifs. 
Although Pacquing does not outwardly employ grisaille 
in this piece, one can see and even feel the sculptural 
form through Pacquing’s predominant use of grey. The 
work seemingly references brutalist architecture in how 
Pacquing's gray mirrors the popular use of concrete. The 
effect imparts an almost structural and sculptural effect; 
effectively adding depth and dimension to a medium that 
is often limited by its two-dimensionality. (J.D.)
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Danilo Dalena (b.  1942)

Quiapo
signed and dated 1996 (lower right)
oil on canvas
48" x 82" (122 cm x 208 cm)

P 5,000,000
PROVENANCE
Acquired directly from the artist

LITERATURE
Cultural Center of the Philippines, Last Full Show: Danilo Dalena 
Retrospective (Exhibition Catalog). Manila: Cultural Center of the 
Philippines, Danilo Dalena, and Dalena Research Initiative, 2018. 
Published following the exhibition of the same name at the 
CCP in 2016-17. Listed on page 36 as 'Quiapo' under the 
Quiapo Ilalim Series. 

EXHIBITED
Cultural Center of the Philippines, Last Full Show: Danilo Dalena 
Retrospective, Manila, December 10, 2016 - March 4, 2017

From late 2016 to early 2017, Danilo Dalena held a 
retrospective exhibit at the Cultural Center of the 
Philippines. Titled Last Full Show, it was Dalena's 

first solo exhibition after almost two decades. The 
works in the exhibition showcase the most important 
works by the esteemed artist, spanning more than five 
decades, and represent Dalena's creative journey. On 
the fifth anniversary of the retrospective, Leon Gallery 
has the privilege of offering in this sale a piece from 
that comeback show—the largest of Dalena's works to 
enter the market. Titled Quiapo, the work's composition 
contrasts its straightforward title, for it is inarguably the 
most beautiful, intricate, and detailed of Dalena's paintings. 

Danilo Dalena's Quiapo paintings bear the hallmarks of 
what Alice Guillermo describes as "a quest for the symbols 
of the 'human condition.'" When the idea of the Quiapo 
paintings first struck Dalena in 1979, the country was 
severely suffering from the throes of hunger and poverty, 
caused by soaring prices of commodities, decreasing real 
wages, escalating foreign debt, and further exacerbated by 
the global oil crisis of that year, which greatly affected the 
country due to our semi-colonial and semi-feudal state. 

Among the subjects of the Quiapo paintings is the 
Filipinos' enduring devotion to the Black Nazarene, 
which Dalena strips of any hagiographic or excessively 
romantic undertones. Here, he depicts faith and devotion 
as an implicit yet powerful form of resistance. In the case 
of the work at hand, Dalena depicts a familiar annual 
tradition: the traslación of the Black Nazarene passing 

through the narrow and winding streets of Quiapo. Here, 
the image of the Black Nazarene blends with the wave 
of devotees. Through his powerful brushstroke, Dalena 
evokes the union of the divine and the mundane. It is 
as if God had become incarnate once more, descending 
from the heavens not as a redeemer but to partake in 
the tribulations of His people. The suffering Christ, from 
whom the devotees see their own suffering, becomes 
one and the same. Dalena's Quiapo is an image of a 
liberating Christianity—transforming the image of Christ 
from an imperial divine to a radical being persecuted by 
a despotic system.
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The masses' devotion to the Black Nazarene is more 
than just an expression of faith; it is a collective act of 
articulating their grievances toward an oppressive system 
and their continuing struggle for genuine liberation from 
the shackles of enslavement, thus manifesting strength 
in solidarity. As the andas of the Black Nazarene move 
throughout Quiapo, the city's entrenched trauma is 
revealed. Therefore, the piece also critiques society's 
ills; how the oppressed are left vulnerable in the face 
of the government's futility. The same conditions still 
prevail as when Dalena started his Quiapo paintings in 
1979—the masses are exploited, the rich become richer, 

and the state remains subservient to the interests of the 
powerful. Yet, like the gradual movement of the Black 
Nazarene's andas, it becomes palpable that the power 
to instigate the flames of radical change lies in the hands 
of the oppressed.  

Karl Marx says: "Religion…is the sigh of the oppressed 
creature, the heart of a heartless world, and the soul of 
our soulless conditions." The masses' propensity toward 
religion should not be seen as indifference to an inhumane 
system. In the face of crisis, they see and use religion as a 
powerful avenue for protest and resistance. (A.M.)
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Augusto Albor (b.  1948) 

Temple (JV)
signed and dated 2016 (lower left and verso)
acrylic on canvas
60" x 60" (152 cm x 152 cm)

P 450,000
PROVENANCE
Acquired directly from the artist

An acclaimed artist of abstract minimalism, Augusto 
“Gus” Albor approaches his work with a meditative 
aesthetic, a chance to explore various themes. The 
austerity of his palette and technique reveals the 
influence of the Minimalist School. Although some 
abstract artists contend to create paintings as products, 
Albor sees his oeuvres as expressions of his beliefs and 
an exposition of his existence. Thus, an Albor piece is 
filled with visual experience, inviting its audience to 
seek its perplexing interpretations.

The piece titled Temple (JV) confronts the abyss of 
meaninglessness in order to portray new meanings 
outside of conventional and established means of 
expression. The canvas rests at the tranquility of its pale 
background, indifferent to the subdued horizontal lines 
and shades at the side of the canvas that seem like rusts. 
In every Albor painting, the achromatic colors black, gray, 
and white are symbolic to his art. As often described, 
Albor’s black signifies “consuming.” Gray, according to 
Cid Reyes, connotes the “inexpressible.” A color that 
contrasts with black and is bland compared to gray, the 
white in Albor’s compositions could be an interpretation 
for “desolation.” (P.I.R.)



T H E  K I N G L Y  T R E A S U R E S  A U C T I O N  2 0 2 2 9 4

72

Norberto Carating (b.  1948)

Red over Gold and Bronze
signed and dated 2012 (lower right)
acrylic on canvas
48” x 48” (122 cm x 122 cm)

P 300,000
PROVENANCE 
León Gallery, The Spectacular Mid Year Auction, 
Makati City, 5 June 2021, Lot 152

The abstractions of Norberto Carating, a force in the 
Philippine abstract art scene with over four decades 
of fine artistry under his belt, are widely celebrated for 
its compactness, coherence, and elegance of texture. 
Carating oftentimes takes visual cues from the natural 
world, often utilizing the textures, shapes, moods, colors, 
and tones of naturally occurring objects such as the 
ocean, the sky, and even numerous celestial bodies. Thus, 
though his works often take the shape of formally abstract 
elements, his components contain an undeniable sense 

of familiarity that is rooted in the natural world. This 
is particularly apparent in this piece titled Red Over 
Gold and Bronze. In it, Carating utilizes the circle and 
square as his predominant motifs. Featuring a golden 
disc layered on top of a bronze square, Carating’s 
masterful craftsmanship aptly reflects the poetics of 
the sun at daybreak. Masterfully rendered in layered 
slates of metallic pigments on canvas, the pieces 
display symbols of eternity in captivating colors and 
distinct textures. (J.D.)
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Florencio B. Concepcion (1933 - 2006)

Untitled
ca. 1980
oil on canvas
60" x 60" (152 cm x 152 cm)

P 800,000
Accompanied by a certificate issued by Miriam Concepcion Lazaro 
confirming the authenticity of this lot.

PROVENANCE
Estate of the artist

EXHIBITED
UP Vargas Museum, Florencio B. Concepcion: Figuring 
Into Abstraction (Retrospective Exhibition), Quezon City, 
February 20 - May 6, 2007

In viewing Florencio B. Concepcion’s works, one 
must willfully take into consideration the artist’s 
innate disposition: a man imbued with harmony 

and composure, a resilient soul. In the August 19, 1996 
issue of the Manila Times, the influential Concepcion 
shares that his paintings emanate from his feelings and 
creativity. “Life has been good to me. The mere fact that I 
am alive and that most of my dreams came true [is proof 
enough],” Concepcion blissfully remarks. 

The sublime visual poetry that is Concepcion’s works 
evokes meditation and solitude. Concepcion induces 
the viewer to immerse and envelop oneself in the 
tranquil silence of our inner being. Thus, freedom in 
yielding myriad meanings and expressions is accorded 
to his audience. 

The often-jarring colors he employs in his works represent 
the multitude of contradictions we encounter in our earthly 
life. However, these conflicts bring to light the innate 
vividness of Concepcion’s works. Concepcion makes us 
grasp the notion that it is through solemn introspection 
and genuine acceptance of contradictions as part of 
our mortal existence that we enkindle a total oneness 

within ourselves. A humanizing quality is imbibed, and 
harmonious concordance among contradicting forces 
is engendered. 

This piece was a part of Concepcion’s 2007 retrospective 
exhibition at the University of the Philippines Jorge B. 
Vargas Museum. The works in the exhibit encapsulate 
Concepcion’s creative journey and metamorphosis, 
starting from his student years at the UP School of Fine 
Arts; his graduate studies at the Accademia di Belle Arti 
in Rome, which the Italian government subsidized; his 
prolific period as a proponent of abstract art; his stint as 
an art educator and later, Dean of the University of the 
East College of Fine Arts; and eventually, a full-time artist 
until his death. 

Although he had already passed away on September 4, 
2006, five months prior to the opening of the exhibition, 
the retrospective was nevertheless a full-circle journey for 
the artist. Concepcion first obtained professional training 
in the arts at the UP, graduating in 1953. In all its facets, 
the retrospective was a celebration of Concepcion’s legacy 
as an acclaimed art educator and a foremost champion of 
abstract expressionist art in the Philippines. (A.M.)

Florencio B. Concepcion: Figuring Into Abstraction (Retrospective Exhibition), 
U. P Vargas Museum
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Angel Cacnio (1931 -  2021)

Pista ng Bayan
signed and dated 2004 (lower left and verso)
oil on canvas
24" x 36" (61 cm x 91 cm)

P 240,000
PROVENANCE
 Private Collection, Manila

Angel Cacnio’s works have become the mirror of the 
traditions and values of Philippine folk living. Cacnio’s 
oeuvre has a distinct Filipino character that pays 
homage to the idyllic, thus immortalizing the Filipino 
genre painting. His paintings evoke a nostalgic feeling 
attached to rural traditions and values. In this manner, 
Cacnio manifests his Filipino sensibility and affinity 
for the humble way of rural living in the face of rapid 
modernization and urbanization. 

Cacnio translates his works into a visual poetry of 
nostalgia for the glory of a bygone era. Art critics observe 
that Cacnio’s paintings are “sprawling with life and 
overwhelming with emotions.” His selection of colors and 
distinct fusion of tones reveal his complexity and potency 
as an artist. Moreover, Cacnio’s works manifest his 
attachment to his country’s values, culture, and heritage, 
inspiring his spectators with faith and optimism in the 
midst of ever-changing times and circumstances. (A.M.)
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Marcel Antonio (b.  1965)

Lover's Gaze
signed (lower right) and dated 2001 (verso) 
oil on canvas 
40" x 60" (102 cm x 152 cm)

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

Accompanied by a pamphlet (year 2002) published by the Jasmine 
Fine Arts Gallery of Singapore entitled 'Marchen.' This pamphlet 
features several paintings similar to this lot done by the artist, 
Marcel Antonio, during the years 2000 to 2002

PROVENANCE
Acquired directly from the artist by the present owner

The vividly illustrated works of Marcel Antonio are both 
captivating and mysterious as they lure the viewer 
into a world of dreams and nostalgia. His use of color, 
texture, and symbolism leaves one with a profound and 

irrefutable sense of wonder and longing. In this piece 
titled Lover’s Gaze, the audience is drawn towards the 
gaze of Marcel’s central figure. The first one a man who 
is lounged on a support of some sort, holding a white 
cut-out of a heart; his eyes directly facing the viewer. 
Meanwhile to his side is a woman whose arms are 
raised in such a way that implies that she is shielding 
herself from something, or perhaps someone. Yet much 
like her counterpart, her eyes are still directly facing the 
audience; effectively reeling one in and piercing the soul. 
Such an approach suggests that the main focal point of 
the work is an imaginary mirror outside the painting; not 
unlike the famous Baroque painting Las Meninas by the 
Spanish master Diego Velasquez. Meanwhile a secondary 
focus is on the gaze of the woman herself, given that 
it seems that the figure exists within a juxtaposition of 
sorts. Given Antonio’s adherence to the style of Figurative 
Expressionism, one can assume that there is no one single 
interpretation of the work. Instead it is up to the viewer to 
unearth, discover, or even weave their own stories. (J.D.)
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Jose John Santos III (b.  1970)

Checkmate
signed and dated 2005 (middle right)
mixed media
48" x 60" (122 cm x 152 cm)

P 4,000,000
PROVENANCE
Acquired directly from the artist by the present owner

John Santos is one of the Philippines’ most important 
contemporary artists, drawing in his avid Filipino 
and international audiences to a mysterious but  

personal narrative — but also to his keenly observed 
insights into our psyches and our past.

The work at hand appears to map a snapshot of the 
country’s history : Santos papers the work with one of the 
country’s most pivotal historical works, ‘Kasayaysan ng 
Bayang Pilipino’ by Teodoro Agoncillo. Agoncillo was the 
Philippines’ pre-eminent historian whose groundbreaking 
work on Bonifacio and the Katipunan helped define 
our history. Chapters on the man have been carefully 
selected for this work; as have passages on Rizal, the 
Phil-American War, and even Manuel Roxas.

Four characters define the painting : A woman with a 
dazed expression holding a pamphlet in one hand 
and a key in another. The key is also lightly held by a 
man wearing a jester’s hat; he is naked to the waist, a 
metaphor perhaps of his simplicity and vulnerability. Is 
he the symbol of ‘bayan’, the everyman Filipino to whom 
events happen. Two other characters, both ‘kings’, are 
dressed in what appears to be a military uniform and a 
‘cerrada’, a formal civilian jacket. These are the powers 
that be, the real movers and shakers.

But things are also never as they seem in a John 
Santos painting. In this major work, we find as well an 
examination of our past and our present; our intentions 
and reality.

José John Santos III has continued to break new ground 
as an artist. Named as one of the Cultural Center of 

the Philippines 13 Artists in 2000, he has gone from 
strength to strength. He exhibited at the The Armory 
Show, one of the oldest and most important art fairs in 
the United States. In 2018, the Hirshhorn Museum and 
Sculpture Garden in Washington D.C. — the modern and 
contemporary art museum of the Smithsonian Institution 
which is the national museum of the United States — 
accepted the donation of the José Santos III sculpture, 
“The Order of Things No. 3.” This event marked the first 
time that a Filipino artist, or a Southeast Asian artist for 
that matter, was accorded this honor.

Unlocking the Secrets 
of Our History
by L ISA GUERRERO NAKPIL
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Llita Torralba Logarta (+) 
was an artist, writer and journalist. 

She was editor of the Lifestyle section of the Philippine 
Daily Inquirer in the 1980s to 1990s. In her younger 
years, she wrote for various publications, including 

women’s magazines. She began her career in the 

newspapers as a proofreader for Manila Chronicle. 

When she retired from the Philippine Daily Inquirer, she 

continued to write feature stories and columns, including 

her “View from My Country Window”. 

As an artist, she loved to draw flowers; her medium 

colored pencils, pen and ink, acrylic and watercolor. She 

exhibited her artworks at the Ayala Museum and the 

Philippine Center in New York City, among other venues. 

Llita Torralba Logarta
Journalist, Artist, and Friend to Other Artists

by MICHELLE LOGARTA

Photo by Mindy A.S. Gana

She was a cum laude graduate of the University of the 
Philippines. She spent her childhood in many places, 
including Baguio City, which she considered her 
spiritual home. 

Her parents were Major General Margarito S. Torralba 
of Bohol and Elisa Piccio of Iloilo. She was the second 
daughter and middle child. Her eldest sister was the late 
Teresita P. Torralba. They are survived by their youngest 
brother Dr. Margarito “Tito” P.Torralba.

She was married to the late Assemblyman and lawyer 
Mariano R. Logarta of Cebu. They had seven children, 
namely Luis, John (+), Jorge, Margarita, Michele, Anne 
Marie and Nicholas (+).

THE LLITA TORRALBA LOGARTA COLLECTION
lots 77 - 84
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77  PROPERTY FROM THE LLITA TORRALBA LOGARTA COLLECTION

Oscar Zalameda (1930 -  2010)

Woman with Flowers 
signed (lower left)
oil on canvas
30" x 36" (76 cm x 91 cm)

P 500,000
PROVENANCE
Acquired directly from the artist

Oscar Zalameda is a Modernist acclaimed for his 
distinct Cubism. He captured the hearts of many with 
his brilliant renditions of rustic Filipino motifs, which also 
caught the eye of the former First Lady Imelda Marcos. 
A well-traveled artist, his oeuvre eloquently reflects his 
international worldview — one born of experience and 
taste. His inviting imagery boasts to the world the beauty 
of his homeland, its people, and its locales.

The beauty of Filipina is a recurrent theme in a Zalameda 
piece, as seen in this oil painting. A woman dearly holds 
a bunch of flowers, placing them close to her chest, her 
heart. Against the wind, she poses in a way that her gaze 
is fixed at a faraway distance, and her eyes appear to 
be longing and hopeful at the same time. Oftentimes, 
the artist would depict his subjects wearing traditional 
attire in various shades of white, but the woman in this 
piece is dressed in blue, even her hair is within the palette 
of the color. The flowers are rendered in hues of pink, 
epitomizing the elegant beauty found in simple things.

In Zalameda’s art, the image should not be confused with 
artistic individuality. His rural figures are still somewhat 
representational, but visual accuracy was not the artist’s 
primary concern. The pictorial structure present in most 
of his works, with its suggestion of the random and the 
seemingly spontaneous, is one that Zalameda carried 
with him throughout his career. (P.I.R.)
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78  PROPERTY FROM THE LLITA TORRALBA LOGARTA COLLECTION

Ibarra Dela Rosa (1943 - 1998)

Right Side of San Agustin Church
signed and dated 1971 (lower right)
oil on canvas
28" x 30" (71 cm x 76 cm)

P 100,000
PROVENANCE
Acquired directly from the artist

EXHIBITED
At Solidaridad Galleries, for the artist's second one-man show, 1971

A unique artistic vision inspires the art of Dela Rosa. He was 
notable for his highly impressionistic works that border on 
the surreal and his pointillist-like brushstrokes where blots of 
acrylic splashes on board, which he called “wipings,” that lends 
a pure abstract experience to the audience. His oeuvres may 
seem ever changing from period to period, but the allure culled 
from the vibrance and brilliance pervading the piece is always 
present. For that, he was regarded as the pioneer of meticulous 
Impressionism in the Philippine art landscape.

Art as a potent medium to preserve the past rings true for Ibarra 
Dela Rosa. In an attempt to eternalize the glory of local historical 
landmarks, at least on his canvases, he created the Intramuros 
Series in 1973 and the Fort Santiago Series in 1974. And before 
his two famous series, there was the acrylic painting titled Right 
Side of San Agustin Church, dated in 1971. At the time of World 
War II, the San Agustin Church faced horrors and witnessed 

killings within its four walls during the Japanese occupation of 
the Philippines. As a concentration camp, the Japanese troops 
removed the lower portion of the right front door of the church 
and placed sandbags on the resulting opening, turning the 
entrance into a makeshift machine gun post. In the 1970s, 
the monastery was rebuilt as a museum under the design of 
architect Angel Nakpil.

In 1972, a year after this piece was made, Dela Rosa became a 
recipient of the highly coveted Thirteen Artists Award from the 
Cultural Center of the Philippines. (P.I.R.)

79  PROPERTY FROM THE LLITA TORRALBA LOGARTA COLLECTION

Ramon Orlina (b.  1944)

Chiaroscuro
signed and dated 1992 (bottom)
carved asahi glass
10" x 7 1/4" x 4" (25 cm x 18 cm x 10 cm)

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

Ramon Orlina’s abstract sculptures are most recognized for 
its composition of a series of angles created by sharp blends 
or sleek edges that denote dynamic movement of fluid lines. 
However, the Chiaroscuro, a carved asahi glass 1992 sculpture, 
is contoured with exciting curvatures. The piece is rendered with 
visual movement, owing to Orlina’s masterful manipulation with 
natural light. In art, chiaroscuro is the use of strong contrasts 
between light and dark. An Italian word that literally translates 
to “light-dark,” it is also a technical term used by artists for 
the use of contrasts of light to achieve a sense of volume in 
modeling three-dimensional works. (P.I.R.)
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80  PROPERTY FROM THE LLITA TORRALBA LOGARTA COLLECTION

Victorio Edades (1895 - 1985)

En Route to Cebu
signed and dated 1971 (lower right)
oil on masonite board
24" x 28" (61 cm x 71 cm)

P 600,000
PROVENANCE
Acquired directly from the artist

by MICHELLE LOGARTA

Our mother was very much drawn to Edades’ night scene 
of passengers in slumber aboard a ship sailing for Cebu.

The painting evoked memories of our family trips to 
Cebu, our father’s hometown, aboard the Sweet Faith, 
the finest ship of Sweet Lines, the most popular inter 
island shipping lines at the time.

Our oldest brother Luis remembers trips to Cebu in the 
1970s on the Sweet Faith, which, he said, once navigated 
the fjords of Norway.

The sleeping human forms on white cots depict the 
typical scene in third class berth of the ship. My sister 
and I remember sleeping on exactly those same cots with 
our yayas. It was more fun out there than in the first class 
cabins. On the deck, the winds whipped; and the night 
sky was full of stars.

Our mother loved the night for the quiet and mystery it 
held. And that, plus happy memories of journeys past, 
came to fore in this Edades painting.

But most of all, she loved this painting because it took 
her to Cebu, a place she and our father loved. 
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81  PROPERTY FROM THE LLITA TORRALBA LOGARTA COLLECTION

Betsy Westendorp (b.  1927)

Painting No. 767 (Milflores)
signed and dated 1994 (lower right and verso)
oil on board
13 1/4" x 16 1/4" (34 cm x 41 cm)

P 180,000
PROVENANCE
A gift from the artist; accompanied by a handwritten 
note from Betsy Westendorp to Mrs. Logarta

EXHIBITED
Galleria Duemila, 210 Loring Street, 
Pasay City, Metro Manila, 1994

82  PROPERTY FROM THE LLITA TORRALBA LOGARTA COLLECTION

Betsy Westendorp (b.  1927)

Painting No. 590 (White Orchids)
signed and dated 1992 (lower right and verso)
acrylic liquitex on canson paper
10" x 8" (25 cm x 20 cm)

P 100,000
PROVENANCE

Acquired directly from the artist

EXHIBITED
Galleria Duemila, 210 Loring Street, 
Pasay City, Metro Manila, 1992

A notable motif in Betsy Westendorp’s art is her flowers. 
Her earliest subjects were the roses and carnations that 
were gifted to her. She painted her flowers en plein 
air, outdoors and on the spot. As recalled in a catalog 
authored by Cid Reyes, Betsy was on a summer vacation 
in northern Spain when she painted her first milflores. 
Returning to Madrid, she began to grow her own milflores 
garden. “I know the milflores by heart,” she once said, 
painting this particular flora until she could paint them 
without visual reference. Made in 1994, this milflores 
painting was gifted by Betsy to Llita Torralba Logarta, an 
artist who was also fond of flowers. (P.I.R.)

Betsy Westendorp believes that to be truly familiar with her 
floral subjects, she needs to be in their presence. Her first orchid 
paintings occurred when she visited a greenhouse in Madrid, the 
Bourguignon. She painted the orchids inside the greenhouse, 
and there was even a time when she painted with a sprig of 
orchids hanging on a canvas she was working on. Betsy owns 
a collection of books on orchids, which are kept in her Madrid 
residence and Makati condominium, as a reference since she’s 
learned the botanical names of the different species of her 
favorite flora. (P.I.R.)
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83  PROPERTY FROM THE LLITA TORRALBA LOGARTA COLLECTION

Vicente Manansala (1920 - 1981)

Fish, Fruit and Bottles
signed and dated 1971 (upper left)
watercolor on paper
21" x 28" (53 cm x 71 cm)

P 800,000
PROVENANCE
Acquired directly from the artist

A table abundant in food and decor is often a measure of status 
as well as wealth. In art, such a setting is portrayed with a platter 
of fruits, a vase of flowers, or a bottle of wine neatly placed on a 
dressed table. Vicente Manansala, a noted name for his genius 
brand of cubism, adhered to the philosophy of Maximalism, the 
aesthetic of excess. As seen in this 1971 still life, the canvas is 
filled with floating objects that appear to overlap each other. 
His sense of order was based on letting his imagination take the 
lead and not the axially organized compositions or the carefully 
considered relationships seen in a lot of still life pieces.

Albeit a Maximalist, Manansala was a practical man when it 
came to depicting a still life, refusing to buy perishable food 
items only for the sake of painting. He used bold colors to infuse 
emotions into an artwork. As per Rodolfo Paras-Perez in his 
book titled Manansala, some scholars interpret this as a Filipino 
sensibility, “in Manansala’s case, the result was not always the 
gaiety of a fiesta; it could also be the intensity of the tension 
inherent in what is and what might be.”

Watercolor was a favorite medium of Manansala. For him, 
the beauty of watercolor is that it demands control. The 
unpredictability of watercolor is problematic for a lot of artists, 
except for Manansala who excelled in manipulating the 
medium, which he had been using since childhood. In fact, some 
of his best works are in watercolor. His pieces that employed 
washes created a diffused effect due to the great amount of 
water, allowing the colors to flow into each other more subtly. 
Manansala saw color as powerful and held that it worked in a 
subtle and indefinable manner.

In 1971, the year this piece was dated, Manansala received the 
Araw ng Maynila Patnubay ng Kalinangan Award. (P.I.R.)
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84  PROPERTY FROM THE LLITA TORRALBA LOGARTA COLLECTION

a) Sofronio Y. Mendoza (1936 -  2021)

Old Spanish Bridge
signed and dated 1970 (lower left);
inscribed "Property of Lita Logarta, 
March 26, 1971" (verso)
oil on canvas
9" x 11" (23 cm x 28 cm)

PROVENANCE
Acquired from Solidaridad Galleries

EXHIBITED
Solidaridad Galleries, Labrador Building, 
Remedios and M.H. del Pilar, Malate, Manila

b) De la Rosa
View of the Front Door (No. 7)
signed and dated 1969 (lower right)
oil on canvas
9" x 11" (23 cm x 28 cm)

PROVENANCE
Acquired directly from the artist

P 60,000

Sofronio Y. Mendoza belonged to the Dimasalang Group 
of Artists, an artists’ collective whose name was inspired 
by a street in Sampaloc, Manila, where the members 
gathered on weekends, specifically at the Villanueva Sign 
Shop. The group was founded in 1968 by Mendoza and 
the artist-writer Emilio Aguilar Cruz. The Dimasalang 
artists practiced on-the-spot landscape painting, also 

known as painting en plein air. Hence, the Dimasalang 
artists were staunch observers of nature, an artistic 
principle espoused by their founder, Mendoza, who 
was, in fact, a protégé of the Cebuano realist master 
Martino Abellana.  

In the works at hand, Mendoza’s and a certain de la 
Rosa’s keen perception of nature can be discerned. 
Impressionist impastos characterize the pieces, giving 
them an atmosphere of spontaneity and ephemerality. 
The Dimasalang artists sought to capture life in downtown 
Manila in the succeeding decades after the war. “Much 
of the old architecture, the character of the city was fast 
disappearing, so we decided to focus on them as part 
of a reminder of what it looked like,” Mendoza says in 
a GMA News article focusing on an exhibition of works 
by the Dimasalang Group at the National Museum in 
2014-15. Mendoza’s depiction of an old Spanish colonial 
bridge, likely one of those traversing the once pristine 
canals of downtown Manila, portrays a street scene 
that, although mundane at first glance, captures the 
distinctness of the city’s character, in which the oriental 
meets the occidental. But much of this individuality is 
now rapidly vanishing due to reckless urbanization and 
rampant disregard for history and heritage. (A.M.)
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86

Macario Vitalis (1898 - 1989)

Untitled (Crucifixion)
signed (lower left) 
oil on canvas
17" x 7 1/2" (43 cm x 19 cm)

P 100,000

In this work, Macario Vitalis depicts a crucifixion scene 
from a passage in the Gospel of John, which writes, 
“When Jesus saw his mother, and the disciple whom 
he loved standing near, he said to his mother, ‘Woman, 
behold, your son!’. Then he said to the disciple, ‘Behold, 
your mother!’” (John 19: 26-27). 

Vitalis’ employment of pointillism is reminiscent of 
Byzantine mosaics. Hence, a cosmopolitan quality can be 
discerned. Pulsating strokes lend Vitalis’ crucifixion scene 
a penetrating poignant atmosphere, enkindling in us a 
solemn reminder of our own spirituality. (A.M.)

85

Napoleon V. Abueva (1930 -  2018) 

Untitled
signed and dated 1977 (bottom)
carved wood
12" x 34 3/4" (30 cm x 88 cm)

P 120,000
PROVENANCE
Acquired directly from the artist

Napoleon Abueva’s strength as a 
foremost modernist sculptor lies 
in his Filipino sensibility. That he 
employed Philippine hardwood and 
depicted primarily native scenes 
is tangible proof of his genuine 
appreciation for his roots. Such is 
the case with this 1977 piece. In 
the work at hand, Abueva depicts 
two familiar scenes. The one on 
the right is that of a pig roasting or 
‘paglelechon’ in the native lexicon. 

The other side is a still life of a kitchen, in which elements of a typical Filipino 
kitchen are depicted. When viewed as a whole, it can be deduced that Abueva 
evokes a busy preparation for a vibrant fiesta, with which the Philippines 
has come to be associated and renowned. Like the exuberant character of 
Philippine fiestas, Abueva’s artistry teems with a passion for and an ecstatic 
celebration of Filipino culture. (A.M.)
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2023 will mark the 20th anniversary of the 2003 
Cultural Center of the Philippines Thirteen Artists 
Award, in which the lauded contemporary artist 

Ronald Ventura became one of its recipients. On the 
eve of that exultant occasion for Ventura, Leon Gallery 
is delighted to present a monumental piece by the artist 
he made during that same triumphant period—the year 
that signaled and gave credence to the emergence of 
Ventura as a creative force to be reckoned with, not 
just in the Philippine art landscape but more so in the 
formidable international arena.

Titled Blind Mechanism, this piece is the largest work 
by Ventura to come to the Philippine market. The work 
at hand epitomizes what artist-writer and member of 
the judges’ panel of the 2003 CCP 13 Artists Award, 
Sid Gomez Hildawa writes as follows: “Critical stance 
and rebellious sensibilities are what imparts energy to 
contemporary art, challenging audiences to explore 
creative possibilities that lie beyond the comfortable 
world of the conventional.” The piece is also emblematic 
of Ventura’s works during the 2000s, in which he employs 
a sepia/red oxide-dominated palette. In the July/August 
2002 issue of the Asian Art News, Alice Guillermo writes 
in her essay ‘Discovering Male Nudes: Ronald Ventura’: 
“The sepia tonalities evoke memory and the passage of 
time, but in the intimate personal experience of the artist, 
they also suggest the color of rusting metal exposed 
to the elements, an allusion to the artist’s growing up 
in the depressed areas of Navotas with the corroded, 
galvanized iron roofing of the shanties.”

The 2003 13 Artists Award catalog writes in its profile 
of Ventura: “Ventura is dragging old master techniques 
into 21st-century relevance. He is among a handful of 
painters who still painstakingly overlay multiple glazes 
and velaturas, resulting in stunning interplays between 

transparent and opaque passages. At first approach, 
his obsession is the male nude, rendered with chromatic 
restraint, in grisaille, usually on a red-oxide background. 
But he renders his subjects with such a tour-de-force of 
technique, that the audience inevitably realizes that his 
true obsession is painting itself. His is painting that defies 
digitization and photography, and which co-opts both of 
them. His is painting pleading for its life.”

In this massive work, Ventura invites the viewer to focus 
on the imposing figure of a horse, which serves as the 
central subject. The artist depicts the animal as mounted 
on rockers, evoking that popular and classic children’s 
toy—the rocking horse—which a child can ride while 
playfully moving backward and forward. Ventura imbibes 
a disturbing atmosphere by depicting the horse as crying 
tears of blood, explicitly expounding on the subject of 
animal exploitation. Guillermo, also a member of the 
judges’ panel for the 2003 CCP 13 Artists Award, writes in 
the book Realities: Ronald Ventura: “Ventura carries his 
thematics further by taking a stand against speciesism, 
which is the belief that the human race is superior to 
other species and that exploitation of animals for the 
advantage of humans is justified.”

Adjani Arumpac describes in Realities: Ronald Ventura 
that the artist’s “animals are those that have been 
reduced and isolated to “productive and consuming 
units,” a phrase she borrows from John Berger’s essay 
‘Vanishing Animals.’ Furthermore, Arumpac notes that 
in Ventura’s “narrative, both humans and animals are 
under observation, exposed to the system’s exploitative 
gaze.”

Ventura juxtaposes the image of the horse with images 
of machine engines and circus clowns. In doing so, 
Ventura presents a compelling critique of how greed 

A Monumental 
Masterpiece 
Ronald Ventura and the 
Foundation of a Living Master
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87

Ronald Ventura (b.  1973)

Blind Mechanism
signed and dated 2003 (lower left)
oil on canvas
84" x 120" (213 cm x 305 cm)

P 20,000,000
LITERATURE
Ventura, Ronald, Primo Giovanni Marella, Adjani Arumpac, Alice G. 
Guillermo, Daniela Palazzoli, Igan D'Bayan, and Ramon E.S. Lerma. 
Realities: Ronald Ventura. Bologna, Italy: Damiani editore, 2011. 
Full-color illustration and photo caption on page 80

has pervaded humanity’s psyche. The figures of 
circus clowns and the depiction of the horse as a toy 
symbolize human exploitation of animals for mercenary 
amusement. The machine engines represent how 
animals have been treated as “mechanical devices” 
conditioned for continuous abuse and exploitation until 
they ultimately deteriorate, to which they can be easily 
replaced. Ventura does not aim his critique toward the 
consumption of animals by humans for daily sustenance. 
Instead, he focuses on how humans have been blinded 
and succumbed to exploitative entertainment, all in the 
name of profit. The modern circus, represented by circus 
clowns, is a powerful representation of how the status 
quo has weighed so much on profit-driven enterprises 
regardless of the burden of maltreatment it imposes. The 
circus clowns can also allude to the irony of existence 
under a capitalist system, in which the primary motive is 
to accumulate wealth greedily. 

Through this work, Ventura effectively raises timely 
discourses on how ethical treatment and consumption 
under a system that survives by means of exploitation, 
whether of humans or animals, is virtually non-existent. 
Ventura ponders on the burning question of how humans 
have become more bestial than the other life forms they 
have deemed inferior. (A.M.)
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Angelito Antonio (b.  1939)

Birdman
signed and dated 1976 (upper left)
oil on wood
28" x 24" (71 cm x 61 cm)

P 200,000
PROVENANCE
Private Collection, Manila

Hailed from a farmer’s family in Bulacan, the art of 
Angelito Antonio is mostly drawn from day-to-day life and 
the rich culture of the province. “Mang Lito” is a name 
he is often called. Inspired by the likes of Pablo Picasso, 

his artistry explores a twist on figurative expression 

paintings directed towards themes and subjects about 

the traditional and folk settings. The oeuvres of Antonio 

are his way of celebrating the different cultural aspects 

of the Philippines.

Antonio is famous for his strong and confident diagonal 
lines, his unique approach at figurative distortion and his 
use of black juxtaposed with strong brilliant primary or 
muted tertiary colors. His subjects have been primarily 
folk genre such as cockfighters, balloon sellers, ice cream 
peddlers, and vendors, which shows the influence of 
Vicente Manansala, his teacher at the University of Santo 
Tomas. In Birdman, a variety of vibrant colors delineated 
the subject. Antonio portrays in this 1976 oil piece a man 
whose in his hand are birds tied in strings. (P.I.R.)
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89  PROPERTY FROM THE RODOLFO PARAS-PEREZ COLLECTION

Betsy Westendorp (b.  1927)

a) Painting No. 792
signed and dated 1994 (lower right and verso)
oil on board
11 1/2" x 15 1/4" (29 cm x 39 cm) 

b) Painting No. 770
signed and dated 1994 (lower left and verso)
oil on board
11 1/2" x 15 3/4" (29 cm x 40 cm)

c) Painting No. 796
signed and dated 1994 (lower right and verso)
oil on board
11 1/2" x 15 1/4" (29 cm x 39 cm)

d) Painting No. 771
signed and dated 1994 (lower right and verso)
oil on board
11 3/4" x 15 3/4" (30 cm x 40 cm)

P 300,000
PROVENANCE
Galleria Duemila, Inc.

Elena Flórez, one of the pioneering professional women 
art critics in Spain, notes that Betsy Westendorp’s 
atmosferografia paintings are in a class by themselves. 
In her remarkable critique of Westendorp’s works, Flórez 
writes: “It is true that in the study of the heavens, the skies, 
with poetic intent, we have sublime examples of open-air 
compositions of the artists of all times and styles, although 
there is a considerable number of them in the 17th century, 
especially the Dutch. Hobbems, Ruysdael, Van de Vekde, 
Van Goyen, Rembrandt, Cuyp, and others have brought to 
their paintings all that can be found in a landscape: houses, 
figures, hills and mountains, aerial views, as well as the 
English and Spanish landscape artists, without forgetting 
the seascapes. But none of them has chosen exclusively the 
view of the sky as selectively as Betsy Westendorp.”

Westendorp’s atmosferografias, with their seemingly 
infinite horizons, offer an unbridled spectacle of the 
sublime heavens. Transformative in essence, the heavens in 
Westendorp’s canvases reflect our unspoken yearnings for 
the actualization of fullness in spirit. Whether it be capturing 
the fleeting magnificence of the Philippine sunrise or sunset 
or simply depicting the enigmatic character of clouds, 
Westendorp’s painterly brilliance in rendering what Flórez 
describes as “dazzling contrasts of light” evokes intimate 
journeys from the corporeal to the spiritual, in which our 
passionate desires toward “being and becoming” are 
brought into consummate realization. (A.M.)
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Lao Lianben (b.  1948)

Temporary Exit From Reality
signed (lower left and verso) and dated 2008 (verso)
acrylic, pencil, and modeling paste on canvas
55 1/2" x 82" (141 cm x 208 cm)

P 7,000,000
PROVENANCE 
León Gallery, The Magnificent September Auction, 
Makati City, 10 September 2016, Lot 38

The 13th-century Japanese Zen Buddhist 
philosopher and teacher Dōgen once said: "Do 
not follow the ideas of others but learn to listen 

to the voice within yourself. Your body and mind will 
become clear, and you will realize the unity of all things." 
This principle is enshrined in Lao's artistic practice, 
particularly in this work, Temporary Exit from Reality. 

This piece exemplifies Lao's creative exercise on 
enigmatic solitude, one borne out of imbibing the spirit 
of Zen within oneself. For Lao, painting is a spiritual 
practice. In this work, Lao depicts an abstract figure 
of a man in repose. A circle, a recurring motif in Lao's 
works, can be seen directly above the man's head. It 
represents the ensō, which translates to 'circle' and 
symbolizes enlightenment, totality, and nothingness in 
Zen Buddhism. Lao "departs" from the world's tormented 
reality to encounter his inner conflicts. Thus, we see the 
artist in actual deep contemplation. 

The composition of this work evokes a sublime visual 
poetry manifesting the relationship between silence and 
meditation. Lao's depiction of a closed circle represents 
infinity, the never-ending contradictions in life, and the 
endless cycle of folding and unfolding. Through his praxis 
of meditational quietude, Lao engenders a melodious 
concordance among the "voices" inside him—ideas and 
actualities; needs and desires; emotions and intellect—to 
attain the fullness of "being and becoming."

The closed circle also represents a "portal" into 
enlightenment, the balance and harmony of all things. 
In Zen aesthetics, a closed circle symbolizes sublime 
meditation. Integrated into Lao's trademark white 
composition, the artist evokes a state in which the mind, 

body, and spirit temporarily detach themselves from the 
often-painful predicaments of reality and enter a state 
of lulling silence, a path toward spiritual awakening and 
renewal. Dōgen says: "Meditation… is peace itself… the 
actualization of wisdom, the ultimate truth of the oneness 
of all things." Through this piece, Lao emboldens us to 
temporarily exit from reality to recuperate and regain 
strength to face life's infinite conflicts. In this process, 
meditation becomes a transformative action. 
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Lao's sublime works transcend the limitations of the 
senses. The beauty of this piece lies in its capacity to 
convey myriad expressions, words, and images through 
a tranquil silence. The painting reminds us of the 
universality of contradictions—the conflicting voices 
inside us. But solemnly engrossing ourselves in reflection 
to fully embrace those contradictions as an inherent part 
of our existence enkindle harmony, completeness, and 
continuity amid life's never-ending vicissitudes. We must 

live with contradictions to overcome all contradictions. 
Hence, we are invited to revel in the intimacy of our 
innermost being. Dōgen further teaches us: "To start from 
the self and try to understand all things is a delusion. To 
let the self be awakened by all things is enlightenment." 
(A.M.)
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Ronson Culibrina (b.  1991)

Maselang Bahaghari 1
signed and dated 2019 (lower right)
oil on canvas and bamboo
48" x 48" (122 cm x 122 cm)

P 300,000
EXHIBITED
Secret Fresh Gallery, Maselang Bahaghari, 
San Juan, October 20 - November 9, 2019

Ronson Culibrina is usually known for his paintings that parody 
the works of old masters, which he would superimpose with 
whimsical elements from contemporary pop culture to open up 
reflections on history, cultural influences, and diaspora. However, 
the past four years witnessed a paradigm shift in his imagery, 
refocusing his subject on exploring environmental themes and 
the ecological consequences of industrialization and rapid 
urbanization. In this context, Culibrina poses the question “For 
whom,” as he ponders on the issue of purported development 
in the name of socio-economic progress and who truly benefits 
from it. Since 2017, Culibrina has mounted exhibitions (Talim, 
2017; Above Sea Level, 2018; and Salva Vida, 2019) inspired by 
his hometown in Talim Island on the shores of the Laguna de Bay.

“I saw how my hometown transformed from a quiet, fishing 
town into a busy urban area—and it fueled my fascination with 
the clash between tradition and modernity, which I explore a lot 
in my art. The site, sights, and people also made their way into 
my art, so my formative years in my hometown still play a crucial 
role in my artistic process,” Culibrina says of his inspiration for 
his current themes.

In continuation of his pursuit, the Maselang Bahaghari series 
serves as a visual commentary on the consequences of the 
rapid deterioration of a once-thriving lakeside community to 
the socio-economic disposition of its inhabitants and the area’s 
biodiversity. Borrowing from the title of a 1999 song by the 
popular Filipino rock band the Eraserheads, the series chronicles 
the colorful fields produced by plastic wastes dumped into 
bodies of water. In Culibrina’s native Talim Island, gone are the 
glory days of its vibrant lakeside living. Toxic pollutants resulting 
from negligent industries and lack of proper sewage facilities 
are present in large quantities in and around its surrounding 
waters. Given these issues, Culibrina paints a poignant picture 
of a community’s pressing environmental concerns. The artist 
prompts us to collectively raise our voices and mobilize against 
a systemic problem flamboyantly masquerading under the 
banner of progress. (A.M.)
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Bernardo Pacquing (b.  1967)

Pink Painting III
2005 
oil on canvas 
24" x 24" (61 cm x 61 cm)

P 140,000
Accompanied by a certificate issued by Silverlens
and signed by the artist confirming the authenticity of this lot

PROVENANCE
Finale Art File

A student of modern abstraction, Bernardo Pacquing 
reinvents the language of abstract art with his perplexing 
compositions that evoke a state of existential calm as 
well as chaos. His approach also imparts a feeling of 
wonder and curiosity as his relatively simple elements 
are able to unearth a variety of moods and reactions, 
effectively relating his practice to the investigation of 
human nature. In an ode to the likes of the oeuvres of 
Fernando Zóbel, his works bring abstract spatial space 
into the foray of urbanity, evoking a similar zen-like aura.

Pink Painting III, an oil painting made in 2005, shows the 
artist’s genius in pure gestural abstraction and minimalist 
expression. A sublime take on the symbiotic relationships 
of forms, Pacquing presents a loose urban experience and 
an open interpretation of shared space and interactions. 
In this piece, a striking figure that is often a rendition of 
everyday objects stands out in the canvas pervaded by a 
monotonous shade of pink, capturing an aspect that is 
both childlike and enigmatic — a signature Pacquing art 
style that showcases his aforementioned creativity.

A few years prior to the creation of this piece, Pacquing 
earned the Thirteen Artists Award in 2000. (P.I.R.)
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Fernando Amorsolo (1892 - 1972) 

After Raphael, The Small Cowper Madonna
signed (copy by) and dated 1959 (lower right)
oil on canvas
38" x 28" (97 cm x 71 cm)

P 3,400,000
Accompanied by a certificate issued by Mrs. Sylvia Amorsolo-Lazo
confirming the authenticity of this lot

PROVENANCE
Private Collection, USA

Fernando Amorsolo would have an uninterrupted 
reign as the King of Philippine Painting for nearly 
30 years, from the moment he stepped off the boat 

in Manila, as he arrived from his education in Madrid.

It was prophetic that at his first one-man show — which 
happened to be at, of all places, the Grand Central 
Galleries in New York City — all but two of his 30 works 
were snapped up by the American exhibition-going 
public. That would set the stage for a career that was 
beloved as it was steeped in excellence.

Scholars of Fernando Amorsolo have noted that his 
works fall into four general categories ; The Philippine 
scenes, inhabited by farmers, fruit vendors, women going 
to market, men tending to their fighting cocks but also 
fisherfolk,too; second, the historical works detailing 
pre-Spanish characters, rajahs and princesses, as well 
as legends, real and fictional events; thirdly, there are 
also ‘boceto’-like nudes; fourth, the poignant depictions 
of war and Manila razed to the ground; and finally, the 
portraits of American and Filipino officialdom, their rich 
and their famous.

This copy of the famous Raphael work, now known as 
‘The Small Cowper Madonna’ and which hangs in the 

National Gallery of Washington D.C. is decidedly a 
portrait, albeit of one of the most famous women in all of 
Christendom, the Virgin Mary with her Child Jesus.

Painted in 1959, it demonstrates Amorsolo’s triumphant 
skill and draughtsmanship, and the technique that 
convinced the Real Academia de Bellas Artes de San 
Fernando in Madrid that these talents would be better 
served as a professor and not a mere student.

Serendipitously, this High Renaissance portrait features 
a background of the Italian countryside; a facet that was 
probably not lost on Amorsolo, who was regarded as the 
titan of Philippine landscapes.

It is one of the rare, if perhaps the only known, overtly 
religious work to come to market. (In the 1950s, there is a 
record of his having exhibited a work titled ‘Faith among 

the Ruins’ and ‘Baptism of Humabon’ at the Missionary 

Art Exhibit in Rome.)

Amorsolo’s dazzling range as expressed in this work 

indeed underlines his recognition as the Philippines’ first 

National Artist for the Visual Arts, whose declaration 

marks its half-century anniversary this year.

Raphael (1483-1520). The Small Cowper Madonna. 
c.  1505, oil on panel. Widener Collection, National 
Gallery of Art, Washington, D.C., 1942.9.57
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Alfredo Esquillo, Jr. (b.  1972)

Laban Ng Loob (Struggle Within)
signed and dated 2019 (lower right)
oil and wood (frame)
artwork: 25 1/4" x 19" (64 cm x 48 cm)
frame: 39 1/4" x 31" (100 cm x 79 cm)

P 120,000

In the Filipino context, loob refers to the ‘inner self.’ 
However, loob can also pertain to various concepts 
depending on the inherent value being emphasized. In 
this piece titled Laban ng Loob, Alfredo Esquillo Jr. depicts 
a photorealist face surrounded by four clenched fists 
that are struggling to be liberated from what seems to 
be images of thorns. Looking at the title, one can discern 
that Esquillo Jr. tackles contradictions within oneself in 
this piece. Here, loob is defined within the context of the 
endless cycle of contradictions and transformation, of 
learning and unlearning. Esquillo Jr. evokes the laborious 
practice of criticism and self-criticism, of piercing through 
the constant power play between opposing forces, i.e., 
ideas, emotions, needs, and wants. The artist expresses 
the perpetuity and universality of laban ng loob (struggle 
within), and one can go across it through tibay ng 
loob (resilience) and lakas ng loob (inner courage). 
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Ramon Orlina (b.  1944)

Open Arms - 2022
signed and dated 2022
carved green glass, accompanied by a lighted base
10 1/2" x 9 1/2" x 8 1/2" (26 cm x 24 cm x 22 cm)

P 1,600,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

In Open Arms, Ramon Orlina seemingly invites the 
viewer to revel intimately in the graceful and delicate 
presence of his sublime art. The lighted base, where the 
sculpture is mounted, evokes the dazzling luminescence 
of Orlina’s masterpieces and adds a layer of brilliance 
that complements, not overwhelms, the sculpture. The 
work at hand is a tour de force—the quintessential 
Ramon Orlina—in which the divine and the mundane 
harmoniously converge. (A.M.)

Contradictions are constant, and so are our decisions 
and determination. As Mao Zedong said in his essay On 
Contradiction, “the law of contradiction in things, that 
is, the law of the unity of opposites is the fundamental 
law of nature and of society and therefore also the 
fundamental law of thought.” (A.M.)
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Ronald Ventura (b.  1973)

Mask
signed and dated 2020 (lower left)
oil on canvas, fiberglass, resin
artwork: 24" x 18" (61 cm x 46 cm)
frame: 41" x 34" (104 cm x 86 cm)

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

The world came to a sudden halt during the early months 
of 2020 due to the still ongoing COVID-19 pandemic. 
With the advent of lockdowns to curb the spread of the 
virus, artists have turned to art as a cathartic avenue for 
emotions and ideas to powerfully cascade in a time of 
repressed mobility and interaction. In the case of the work 
at hand by Ronald Ventura, the lauded contemporary 
artist depicts a figure, likely a healthcare worker, wearing 

a respirator, which is a common sight of the times. Here, 
Ventura poignantly evokes the suffocating anxieties and 
desolation attached to the uncertainty of living amid a 
pandemic. Underneath the masks we are all conformed 
to wear are the faces of humanity worn out with 
hopelessness and helplessness.  

In his September 27, 2020 Philstar article titled ‘Ronald 
Ventura’s paradise alley,’ Igan D’Bayan asked: “To what 
extent has the pandemic altered Ventura’s imagery and 
sense of aesthetics?” Ventura answered: “Early on, I was 
already painting figures whose faces were covered. Even 
before, you could already see today’s events as eventually 
happening. But the gas-masked figures in my early works 
were supposed to be symbolic of a sort of toxicity in 
information, a pollution of thought,” to which D’Bayan 
remarks, “Now they have manifested as something literal 
and all-too-real.” This is Ronald Ventura’s image of the 
‘new normal.’ (A.M.)
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Geraldine Javier (b.  1970)

Arrangement in Gray and Black (Diptych)
dated 2008
metallic tray and oil on canvas
108" x 84" (274 cm x 213 cm)

P 1,600,000
PROVENANCE
Finale Art File, Makati City

EXHIBITED
Valentine Willie Fine Art, Green Comes from Blue but is Richer 
than Blue (Joint Exhibition with At Maculangan), Kuala Lumpur, 
Malaysia, November 12 - 29, 2008

The works of Geraldine Javier are often seen as 
both aesthetic and intellectual masterpieces. 
Her synthesis of both material and metaphorical 

content into her work is often attributed to the formal 
training she received from Roberto Chabet, the Father 
of Philippine Conceptual Art, when she was a student 
at the University of the Philippines’ College of Fine Arts. 
Thus, her works are often described as art that prioritizes 
intellectual and genuine engagement over immediate 
emotional response.

Geraldine Javier. Photo Courtesy of Tatler Asia
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Norberto Carating (b.  1948)

Silver Square
signed and dated 2002 (lower right)
acrylic on canvas
52” x 72” (132 cm x 183 cm)

P 500,000
PROVENANCE 
Private Collection, Manila

León Gallery, The Magnificent September Auction, 
Makati City, 19 September 2020, Lot 7

A force in the local abstract art scene, Norberto “Lito” 
Carating is celebrated for his oeuvres that boast 
compactness, coherence, and elegance of texture. He 
often takes visual cues from the natural world, utilizing 
the textures, shapes, moods, and colors of naturally 
occurring objects such as the sea, sky, and even celestial 
bodies. He imagines in technicolor and geometric 
structures and brings them to life in a myriad of textures, 
bold strokes, and sheer emotion on his expansive 

canvases — a quality that is particularly apparent in this 
piece titled Silver Square.

His works from 2000 onwards evoke a meditative aura 
compared to his earlier creations that feature splashes, 
drips, and thick overlays. As noted by critics, his art is 
characterized dominantly by texture. And, his minimalist 
compositions considered glimpses into his soul.

Even so, Carating believes that an artist needs to draw 
income from his work. He admits that his moon series 
and his grid-like structures, which are interior designer-
friendly, are some of the pieces he does “for economic 
reasons.” He realized that art must be economically viable 
during his time as a fine arts student at the University of 
the Philippines, under the instruction of Jose Joya.

Carating held a one-man show at the Hiraya Gallery in 
Manila, Philippines in 2002, the year this painting was 
made. (P.I.R.)
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Onib Olmedo (1937 - 1996)

Pair of Nudes
signed and dated 1986 (lower right) each
charcoal on paper
19 1/4" x 12 1/4" (49 cm x 31 cm) each

P 100,000
Each piece is accompanied by a certificate 
confirming the authenticity of this lot

PROVENANCE
Estate of the artist

There is a sense of unease and familiarity that make 
these pieces 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 romanticise 
the world around him, but rather to unearth the realities 
hidden within our collective experiences. This untitled 
pastel on paper piece seemingly showcases Olmedo 
understanding of human nature. An understanding that 
welcomes and accepts complexity that often comes 
with relating to other beings. Despite this complexity, 
Olmedo’s piece accepts the situation in a similar way 
that Albert Camus’ Sisyphus remains steadfast in his 
unending turmoil, through a state of bliss built upon the 
acceptance of human nature. (J.D.)
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Fernando Zobel (1924 - 1984)

Luminosa II
signed (lower right); 
inscribed and dated 'Manila 1968' (verso)
oil on canvas
38” x 38” (97 cm x 97 cm)

P 7,000,000
PROVENANCE 
Dr. and Mrs. Roberto Macasaet Collection 

León Gallery, The Magnificent September Auction 2014, 
Makati City, 13 September 2014, Lot 25

LITERATURE 
Paras-Perez, Rod. Fernando Zobel, Eugenio Lopez 
Foundation, Inc., Manila, 1990, p.85

One cannot examine modern art in the 
Philippines without the mention of Zobel, 
whose art not only helped shape modernism 

in the country but also impacted a whole generation 
of artists. As an artist, Zobel’s creations from the mid-
sixties through the seventies had featured his distinctive 
abstract approach. Working mostly in black with his 
‘Serie Negra’ (Black Series) from 1959 up until the early 
sixties, the internationally renowned artist’s predilections 
were to evolve into new and novel forms of abstraction. 
Though his artistic ingenuity was not tied to any sort 

of natural genius, hence his proclivity to evolve and 
think outside of the box. Zobel was an intellectual who 
constantly conceptualized and thought about the things 
that animate and energize his world. Though he is often 
considered an idealist, Zobel can also be seen as  a 
pragmatist whose ideals were grounded in the reality of 
art and the process of creativity. Zobel himself pointed 
out “I think painters paint the world they live in.”

It is said that after viewing the works of Mark Rothko, 
preeminent Abstract Expressionist, Zobel discarded 
subjects in his art to focus entirely on abstractions. And 
it can also be said that Zobel acted as the forefather to 
many Filipino artists that followed in his artistic mold 
and style: tranquil, elegant, yet deliberate. A look at this 
piece –“Luminosa II”—brings to light this prominent 
characteristic, which shows the artist’s sensitivity. Prior 
to the execution of this work, Zobel had already largely 
shifted from his early Figurative works to his iconic and 
groundbreaking abstract works. After his 1961 Serie Negra 
pieces which featured a predominantly monochromatic 
palette, he would begin to experiment with color once 
again with the appearance of  siennas, dark browns, 
ochres and grays in his works like Atienza, Armadura III 
and Pancorbo. This shift signaled an important milestone 
not only in Zobel's practice, but in the abstract approach 
itself. This is because the predominant disinterestedness 
of Abstraction has seemingly given way to exploration of 
memory and nostalgia. For Zobel such an approach is 
his way of re-imagining things as he seeks to “remember 
things in pictorial terms'' After all, one can argue that in 
the very act of remembering, one is often drawn to not 
the entire event or object, but its most prominent visual 
phenomena. But in 1968, Zobel would eventually concern 
himself not only with the prima facie of visual objects, but 
with the disposition and intersection of art and culture 
as well. During this era, Zobel’s works were noticeably 
more geometric and hard-edged. His approach reflected 
the harshness of the artistic trends that dominated the 
late 60s. His usual vague and abstract shapes morphed 
into more solid and recognizable shapes and forms 
such as trapezoids, rectangles, cubes, and right angles. 
Despite this, there is still a palpable sense of ethereality; 
effectively showing us how Zobel has seemingly balanced 
novel experimentation with his unique style. (J.D.)
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Arturo Sanchez (b.  1980)

Silence Falls
dated 2013
oil on canvas and collage
60" x 96" (152 cm x 243 cm)

P 300,000

Arturo Sanchez Jr. is an architecture graduate from 
the Technological Institute of the Philippines. Despite 
garnering a degree in architecture, Sanchez’ passion 
has always been painting, as he dedicates most of his 
available time to it. Unique is Sanchez’ oeuvre, as he 
innovatively incorporates the use of collaged glass in his 
works — from random glass shards to figures silhouette 
in glass. These dark, melancholic oil works with collaged 
glass elements have gained him acclaim and recognition, 
and continue to be sought after pieces by collectors. The 
somber oil paintings are not coincidentally meld with the 
collaged glass — nor are the shards and figures random 
juxtapositions of media. The use of glass, the artist 
explains, refers to the fragments of memories of things 
gone — of moments and places destroyed. (J.D.)
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Augusto Albor (b.  1948)

Illumination #2
signed and dated 1992 (upper right and verso)
acrylic on canvas
53" x 53" (135 cm x 135 cm)

P 400,000

A mix of allure and enigma is the art of Augusto “Gus” 
Albor. As an artist, his core philosophy adheres to 
meditation and contemplation. Although his oeuvres 
concentrate on the informal elements of art, it evokes 
aggressive rawness in the way it depicts a lack or 
absence of form. His style is also characterized by the 
use of neutral colors similar in tone or intensity, as well 
as large formats and simplified compositions. The color 
spectrum is redefined to make his works inexpressive, 
conceptual, and non-referential. And, his usage of paint 

in his pieces is all but sparse, as the textural treatment of 
his work exhibits a sense of rawness. As seen in his works, 
Albor allows the audience to naturally give an immediate 
visual response — to experience all the pure qualities of 
color, form, space, and materials; to explore without the 
distraction of composition, theme, and other factors.

In Illumination #2, along with the penetrating presence 
of white, are the already radiant glows of red and blue. 
Black, gray, and white are the colors constant in most 
Albor pieces, each holding a symbolic meaning. However, 
this somber canvas, illuminated by three brilliant hues, 
welcomes its audience to formulate a personal meaning 
in its enchanting blend of expression and restraint. (P.I.R.)
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Federico Aguilar-Alcuaz (1932 - 2011)

Night at the Marantz
signed (upper left); inscribed with title (verso)
ca. 1960
oil on canvas
48" x 40" (122 cm x 102 cm)

P 1,800,000
León Gallery wishes to thank Mr. Christian Aguilar
for confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Throughout his career Alcuaz continually alternated 
between abstraction and figuration,wherein his 
figurative works contained incots of abstractions, 

and his abstract works often featured figurative 
elements.His works are marred with abstract colored 
strokes. More so than in his other figurative works, Alcuaz 
here succeeded in unifying the pictorial elements so that 
they could be perceived simultaneously. The structural 
rhythm of the picture surface prevents the fragmentation 
of elements, while the color contrasts — the brighter 
colors and the darker tones — aid this harmony by 
their interaction. As this work shows, Alcuaz had moved 
beyond orthodox Cubism and Abstraction, though it 
had been invaluable to his development. For him, his 
sojourn to Spain constituted but one step on the road 
towards a more personal art form entirely detached 
from the visible world. (J.D.)
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Florencio B. Concepcion (1933 -  2006) 

Untitled
signed and dated 2002 (lower left)
oil on canvas
36" x 36" (91 cm x 91 cm)

P 500,000
Accompanied by a certificate issued by Mrs. Miriam Concepcion 
Lazaro confirming the authenticity of this lot.

Florencio Concepcion employs a calming spectrum of 
hues and refined strokes in his artworks that have become 
his trademark. In his column, art critic Cid Reyes wrote 
that “in our cacophonous midst there are still artists who 
recognize the imperative of silence, from whose works we 
can seek and find solace.” Concepcion was one of the 
artists he mentioned whose tranquil paintings are worthy 
of his recognition.

 
In appreciating Concepcion’s works, one must not look 
for verbal explanations but rather to encounter the 
actual painting in the flesh, understanding its surface, 
size, and texture. His mastery of color is shown through 
the harmonies that are produced by the intermingling 
of hues in his canvas, which he described as a result of 
his impassioned appreciation for music. Although there 
is a preponderance of black in this particular work, to 
contemplate on his works is to find serenity in our inner 
selves. The ambiance of this painting brings comfort 
to the psyche. For Concepcion, his works are a result 
of his sentiments and artistry. Serenity is the spirit that 
emanates from his painting - a manifestation of his 
fulfillment as an artist and confidence in his artistry.
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Florencio B. Concepcion (1933 -  2006) 

Untitled
signed and dated 2004 (lower left)
oil on canvas
36" x 36" (91 cm x 91 cm)

P 500,000
Accompanied by a certificate issued by Mrs. Miriam Concepcion 
Lazaro confirming the authenticity of this lot.

A master of abstract expressionism, Florencio B. 
Concepcion allured his audience with a soothing specturm 
of colors painted in abstraction instead of revealing 
a poetic portrayal of a subject or object. Oftentimes 
described as ethereal and divine, the oeuvres of the fine 
artist are perceived as processes rather than products. To 
truly appreciate a Concepcion piece, one must first see it in 
person and experience the mood it exudes.

This 2007 piece embodies the masterful approach of the 
revered artist in abstraction. His signature palette and 
fine-tuned brushwork is exhibited in the canvas. His hues 
are always harmonious, complementing his trademark 
evocation of spatial depth through the texture of the 
medium. The colored oils were brushed smoothly over the 
canvas in a horizontal motion, blending seamlessly and 
freely with another — a result of Concepcion’s transition 
from impressionistic landscapes to abstract expressionist 
works, which began in the 1950s. And, similar to every 
other Concepcion paintings, this one allures its audience 
into serene contemplations. (P.I.R.)
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Remember Me Well
by  BARBARA C.  GONZALEZ
October 28, 2022

W hen I graduated I felt 
free! I was sent to 
Lausanne, Switzerland, 

where I discovered what it meant to 
live more or less on your own. I felt 
free to taste wine and get tipsy, free 
to teach myself to smoke because it 
was forbidden in school, free to try 
and pose like a fashion model. 

All that was part of a dream. One 
has many dreams when one is young.

A classmate got a car for her 
birthday. She invited me to drive 
through Europe. When I asked my 
mother for permission, she told me 
to come home. So I did. . .

First I turned 18. Then six months 
later I got married to a tall, good-
looking playboy who was ten years 
older than I. We had three little girls, 
one after the other. After the third 
child was born fissures began to 
shake our relationship. I was 22 and 
felt eager to party, to go out and 
have fun.  He was 32 and wanted to 
stay home. The fissures turned into 
huge cracks. In the end we split up. 

Much will be left unsaid about the 
real reason for the break up.  I save 
that for my autobiography, which I 
will write – and I hope you will read 
-- before I die.

 At 25 I went to work at an advertising 
agency, Avellana & Associates. There 
I learned that a woman’s good looks 
begin to get better and better as she 
crawls into her thirties. They would 
photograph me either to test a new 
camera or to plan a layout. Now 
when I find these old photographs 
I realize, I was not too bad looking. 

By this time I was being pursued 
by my second “husband”. He was 
married and I was separated. I bore 

him a son. He seemed to love me 
very much that he asked Federico 
Aguilar Alcuaz, later Fred to me, 
to do my portrait. This is the first 
portrait Fred did of me.

Where is it now?  I don’t know.  I lost 
it.  But it began my deep friendship 
with Fred Alcuaz. 

When Fred had to do a portrait, he 
would call me to sit for him just to 
“practice”.  He didn’t care much 
about getting the face right but he 
cared very much about the set-up, 
the landscape in the background.  
Would he sit her this way?

I helped him set up his portrait exhibit 
of men during Martial Law in 1973 
or 1974 I think it was. It featured 
people like Juan Ponce Enrile and 
Fidel Ramos. I scheduled Fred’s 
sittings and escorted the subjects 
into his suite at The Manila Hilton.

This was when my relationship with 
Roman Cruz, Jr. was marvelous. He 
commissioned so many portraits. I 
had three portraits by Fred. The first 
one you have seen, another full-size 
one, and finally this third one when 
I was 29, verging on 30 . This one 
I liked most because it looked like 
me in those days. Almost virginal, 
strangely prim and proper.

Fred would sometimes come to 
our home on Sundays and work 
there. He was experimenting with 

Taken in Lausanne, Switzerland when I was 17.

Fred working on small tapestries at our home. 
 Fred Alcuaz doing his first portrait of me.

(1) This was taken while rehearsing for a model shoot 
for a brochure.  I was 25. (2)  Photo taken by our big 
boss at the ad agency Totoy Avellana when he was 
testing a camera they were thinking of buying
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sculptures and he worked on one of 
Jun, me and our son Gino. I thought 
they were very good.

One day Abe Cruz or Emilio Aguilar 
Cruz, a writer and painter, the father 
of writer and restaurateur Larry 
Cruz, dragged me off to his studio to 
do a portrait of me. Jun also asked 
Isabel Diaz-Marcial to paint two 
portraits of me. This happened later 
when the relationship was tiptoeing 
from blissful to mysterious.

I like very much The Girl at the 
Window. It spoke of my relationship 
with Jun then. He would send me 
flowers every time we had a fight but 
I would not see him. I felt myself to be 
that Girl at the Window, wondering 
whether she should throw or keep 
the flowers she received. What 
were they trying to say? Waiting. . . 
waiting. . . waiting. . . for the husband 
who was most likely already fooling 
around to come home early enough 
for dinner.

I felt something was wrong but I did 
not yet know for sure. So I continued 
to look sexy then. Isabel Diaz-
Marcial did another one of me that 
made me look like a teen-ager even 
if I was already approaching 30.

Jun seemed to be getting more 
and more immersed in his work. 
I got lonelier and lonelier alone 
at home. I decided to go back to 
work at Avellana & Associates 

These are the busts of me, at the back one of Fred that 
he did himself, and Jun.

full time. Jun would disappear for 
days. Sometimes he claimed to be 
summoned to the Presidential yacht 
or that he was holding training for 
his executives. He was appointed 
chairman of Philippine Air Lines and 
the renovating Manila Hotel. These 
projects pulled us farther and farther 
away from each other. Finally we 
deeply offended each other.

He gave me many expensive jewelry 
gifts. One day he suggested I keep 
them in a safety deposit box in San 
Francisco just in case we had to flee 
the country. We could sell them and 
that would see us through the crisis. 
We brought the jewelry together 
and put them in a safety deposit box 
in both our names. But things were 
not getting any better between us. I 
had no money to pick up the jewelry. 
When I finally did, the safety deposit 
box was empty. He even took the 
jewelry he gave away from me.

He gave me a very active role in the 
inauguration of The Manila Hotel, 
scheduled it to coincide with Mrs. 
Imelda Marcos being out of the 
country. I think now that he did this 
deliberately because he knew that 
Imelda Marcos disliked me since I 
was not his wife. Maybe he even felt 
that this would give him better terms 
at our final parting.

We put up a good front at the Manila 
Hotel inauguration. We had a family 
picture taken at the lobby with all 
our children, laughing with Dale 
Keller, the original interior decorator 

This is me for Isabel Diaz-Marcial portraits.

of the hotel. There are other pictures 
showing me putting a sampaguita 
garland on President Marcos but 
I’m not including them because it 
would be taking a risk.  Not too long 
afterwards, shortly before Christmas 
1977, we broke up.

We were living in a beautiful house 
in Forbes Park. He wanted me to 
quit my job and move to the United 
States with the children. In my bones 
I knew he wanted to get rid of me. I 
told him, No, I will not quit my job. 
I will work as hard as I can and 
continue to earn money because 

(1) This was our family picture at the Manila Hotel 
Inauguration.  From L-R:  In front Anina (Jun’s 
daughter), Gino (Jun & my son).  At the back Panjee, 
Jun, Me, Risa and Sarri. (2) Jun and me having a good 
laugh with Dale Keller.
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who knows? Maybe one day I will want to buy you. I will 
not bargain because no matter how high the price I still 
know for sure when I buy you, I will get 300% of you.  
Cheap!  I said.

That got him so mad he told me to get out of the house 
and bring only the things that were really mine and 
all my portraits.  He never supported me.  I had to 
continue working to support my children.  Once he 
gave me a Mercedes Benz as a reward for bearing him 
a son.  He eventually took that back.  I had to take 
taxis to work until finally I could afford to buy myself a 
Volkswagen Beetle.

But I managed.  We moved into a small house in Gilmore.  
After I decorated it the landlord decided to take it again 
because it looked nice. 

The world changes. Ninoy Aquino was assassinated. My 
daughters went to college in the United States and I 
went with them, working as a secretary there when here 
I walked away from a promotion to Vice President of 
McCann-Erickson, handling Coca-Cola. We were in 
the USA for four years and in 1988 I came back to the 
Philippines and had many job offers. This taught me 
one thing. In the USA, I had a job. In the Philippines I 
had a career.

I accepted McCann-Erickson’s offer of Vice President for 
Coca-Cola. Then I met Julie Lluch, whom I hired to do a 
bust of my mother. She insisted on doing a bust of me. Do 
you want to be portrayed as a grandmother, a mother, 
a professional or a woman? She asked. As a woman, of 
course, I said. And I popped out my right breast because 
Julie was a woman too, I was not uncomfortable exposing 
myself at the sitting. 

When it was time to go home I panicked. I had a driver. 
I didn’t want him to see my breast – which by the way is 
not an exact replica of the real thing – but who cares? 
There were other unknown men who would see it. 
Cigarette vendors, for example. So I wrapped the statue 
up in a shawl and it stayed wrapped up in changing 
shawls sitting beside a window near my front door. Many 
messengers talked to it, Ma’am, ito ba and bahay ni 
Barbara Gonzalez? They would ask and she would just 
look at them straight in the eye and say nothing.
 

This bust by Julie Lluch is my tribute to myself. I had it 
done when I turned 44. My birthday is August 8, 1944 or 
8/8/44.  The year I turned 44, my birthday was 8/8/88. 
But that was 34 years ago.

In the end I lost many of the portraits. My daughter 
accidentally left them in our condominium and the 
manager of that condo took them home. He got fired 
and attempted to sell one back to me. By this time I 
had become Vice President of McCann-Erickson for the 
Coca-Cola account. I didn’t need the life size portrait 
and I couldn’t imagine paying for it. I heard a rumor 
that it was sold as the portrait of one of my daughters 
but I do not know if that was true or not. I had also 
learned another one of life’s hardest lessons. Let go 
of all your things. Either you do that or someone – 
maybe God -- will take them forcibly from you. But that 
happens to teach you that the only solution when you 
hit bottom is to pick yourself up, dust yourself off and 
start all over again.

Finally, Onib Olmedo was a very good friend of mine. 
He was one of the judges for the Guhit Bulilit contest of 
Coca-Cola Foundation Philippines, Inc., of which at some 
point in my career I was chairman and president. He 
painted this portrait of me looking crabby because of the 
hassles of running the contest. 

When I was 72 I remembered that once I wanted to be a 
torch singer, a singer of sad love songs. I decided to take 
voice lessons to give me something to do. This led me 
to the apartment of Loy Ventura, a semi-retired widower 
lawyer who loved to sing and who was surrounded by 
women who also loved to sing. He had a sophisticated 
karaoke system. I decided to buy a cheap karaoke system 
so I could practice singing by myself but I did not know 
how to buy one. So I asked him if he might help me.

He called when he was coming to pick me up and told 

me to wait for him downstairs. I lived in a condominium. I 

saw him driving his sports car with the top down, his white 

hair shining in the hot noonday sun, his shades making 

him look like a stunning movie actor. I wanted to slap 

myself. Was this a scene from a Grace Kelly/Cary Grant 

movie playing in my life? We were not young anymore. 

What was this all about?
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After a circuitous non-courtship we 
ended up finally falling in love and 
getting married. He changed my 
life. He got me going back to being 
a fervent Catholic again, something 
my Jesuit uncle and Carmelite aunt 
had failed to do. He made me 
rediscover Sunday mass, which led 
to lunch together. Then we had to 
find a priest to give us a blessing 
because he couldn’t imagine doing 
what married people do without a 
formal marriage. We had a blissful 
three years together.

Now we are both old but still 
together. It is time for me to further 
simplify my life. I want to clear it of 
all the pictures of the past. I think it 
is time to live in the present, in the 
now, to be aware that tomorrow 
may not come, to be profoundly 
grateful for the past no matter 
how difficult, to be grateful that I 
have survived.

I have come a long way from once 
being young and pretty. I believe 
this sculpture or this painting 
carves my various looks in stone. 
Now as I grow old, slowly wrinkling 

My favourite photo of Loy and me falling in love and 
knowing we will live happily ever after.
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Federico Aguilar-Alcuaz (1932 - 2011)

Untitled (Portrait of Barbara Gonzalez)
signed and dated 1975 (lower center)
oil on canvas
16" x 12" (41 cm x 30 cm)

P 80,000
León Gallery wishes to thank Mr. Christian Aguilar
for confirming the authenticity of this lot

unevenly, I find myself willing to put 
memories of my youth on auction. 
What do I hope for? That one day 
when I am completely wrinkled and 
indecipherable someone talking 
to his granddaughter will say, 
Really you read Barbara Gonzalez’ 
autobiography? You like it? Look 
at this painting.  That’s the way she 

looked when she was young. For a 
few moments I will come alive in her 
or his memory. Someone, somehow, 
somewhere will remember me for 
an instant.
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Isabel Diaz (b.  1943)

Portrait of Barbara Gonzalez
signed (lower center)
oil on canvas
20" x 20" (51 cm x 51 cm)

P 40,000

The Girl at the Window, as Barbara Gonzales called it, is 
a portrait that speaks of her past relationship. Looking 
back, she remembers it was painted around the time 
“when the relationship was tiptoeing from blissful to 
mysterious.” A woman approaching her thirties was 
Barbara in this portrait, and she felt deeply with the muse 
in the canvas. The girl at the window holds a bouquet 
of flowers, contemplating whether to keep or throw it. A 
scenario that was all too familiar to Barbara.

Nevertheless, Barbara is very fond of this oil piece by 
Isabel Diaz, the elder sister of Gloria Diaz. The Filipino artist, 
based in New York, is celebrated for her portraits of popular 
personalities and vibrant flower paintings. (P.I.R.)

Artist, writer, art critic, diplomat, and nationalist Emilio 
“Abe” Aguilar Cruz is revered for his portraits and 
landscapes. In the work at hand, Aguilar Cruz renders 
Gonzalez in the sublime delicacy of his impressionist 
spontaneity. “One day Abe Cruz or Emilio Aguilar Cruz, a 
writer and painter, the father of writer and restaurateur 
Larry Cruz, dragged me off to his studio to do a portrait 
of me,” Gonzalez recalls of this work. (A.M.)
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Emilio Aguilar Cruz (1951 - 1991)

Portrait of Barbara Gonzalez
signed and dated 1975 (lower left)
oil on canvas
26" x 19 1/2" (66 cm x 49 cm)

P 30,000
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Federico Aguilar-Alcuaz (1932 - 2011) 

Portrait of Barbara Gonzalez
signed and dated 1975 (lower right)
oil on canvas
32" x 26" (81 cm x 66 cm)

P 180,000
León Gallery wishes to thank Mr. Christian Aguilar
for confirming the authenticity of this lot

Federico Aguilar Alcuaz and Barbara Gonzalez’s 
friendship has a fascinating origin story. The two first 
met around the late 1960s, when Gonzalez was being 
pursued” by her would-be second “husband,” Roman 
Cruz Jr. “He seemed to love me very much that he asked 
Federico Aguilar Alcuaz, later Fred to me, to do my 
portrait,” Gonzalez reminisces. The first portrait Alcuaz 
did for Gonzalez has now been lost, but according to the 
latter, it began her deep friendship with the eminent former.
 
Gonzalez helped Alcuaz set up his portrait exhibit of men 
in 1973/1974. The show featured portraits of prominent 

individuals at that time, such as Juan Ponce Enrile and 
Fidel V. Ramos. “I scheduled Fred’s sittings and escorted 
the subjects into his suite at The Manila Hilton,” Gonzalez 
shares. 

In the work at hand, Alcuaz brings out Gonzalez’s distinct 
feminine charm. Gonzalez considers this work her favorite 
among the three portraits the National Artist had created 
for her. In this portrait, Gonzales was nearing the twilight 
of her twenties and entering her thirties. “This was when 
my relationship with Roman Cruz, Jr. was marvelous. He 
commissioned so many portraits. I had three portraits by 
Fred. This one I liked most because it looked like me in 
those days—almost virginal, strangely prim and proper,” 
remarks Gonzalez. 

“When Fred had to do a portrait, he would call me to 
sit for him just to “practice,” recalls Gonzalez. “He didn’t 
care much about getting the face right, but he cared very 
much about the set-up, the landscape in the background. 
Would he sit her this way?” (A.M.)



L E Ó N  G A L L E R Y141

Being the avant-garde artist that he was, Federico Aguilar 
Alcuaz did not confine his creative virtuosity within the 
confines of two-dimensional art; he also ventured into 
sculpting. One such example is this bust of Barbara 
Gonzalez. When Gonzalez and Alcuaz met, the latter had 
been experimenting with sculptures. Gonzalez remarks 
on this bust: “Fred would sometimes come to our home 
on Sundays and work there. He was experimenting with 
sculptures, and he worked on one of Jun, me, and our son 
Gino. I thought they were very good.” (A.M.)

A feminist artist, Julie Lluch is a self-taught sculptor and one 
of the leading champions of terracotta art in the Philippines. 
Lluch and Gonzalez first met when the latter had just accepted 
the position of Vice President for Coca-Cola. While Gonzalez 
commissioned Lluch to create a bust of her mother, Lluch insisted 
on doing a feminine likeness of Gonzalez instead. “Do you want 
to be portrayed as a grandmother, a mother, a professional, or 
a woman,” Lluch asked Gonzalez, to which the latter replied, “As 
a woman, of course.”

“And I popped out my right breast because Julie was a woman 
too. I was not uncomfortable exposing myself at the sitting,” 
recalls Gonzalez of the moment Lluch began work on the bust. 

“This bust by Julie Lluch is my tribute to myself. I had it done 
when I turned 44. My birthday is August 8, 1944, or 8/8/44. The 
year I turned 44, my birthday was 8/8/88. But that was 34 years 
ago,” Gonzales gleefully reminisces. (A.M.)
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Federico Aguilar-Alcuaz (1932 - 2011) 

Bust of Barbara Gonzalez
signed and dated 1976 (bottom) 
plaster of paris
14" x 10" x 7" (36 cm x 25 cm x 18 cm)

P 120,000
León Gallery wishes to thank Mr. Christian Aguilar
for confirming the authenticity of this lot
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Julie Lluch (b.  1946)

Portrait of Barbara Gonzalez
terracotta and acrylic
28" x 19" x 12" (71 cm x 48 cm x 30 cm)

P 120,000
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Onib Olmedo’s figurative, surrealist-expressionist 
portraits depict humans as imbued with torment and 
anguish. When Olmedo created this piece of Gonzalez, 
the latter had just become the chairman and president 
of Coca-Cola Foundation Philippines, Inc. Holding such a 
high position meant greater responsibilities in handling 
various engagements for Gonzalez. 

“Onib Olmedo was a very good friend of mine. He was 
one of the judges for the Guhit Bulilit contest of Coca-
Cola Foundation Philippines, Inc., of which, at some point 
in my career, I was chairman and president. He painted 
this portrait of me looking crabby because of the hassles 
of running the contest,” recalls Gonzalez. (A.M.)

This piece is among the two portraits by Filipino artist 
Isabel Diaz of Barbara Gonzalez. According to Gonzalez 
herself, this particular portrait of her seemingly imparts 
on her visage a youthful and almost adolescent look, 
despite the fact that “I was already approaching 30” 
Such an effect is achieved by Isabel Diaz through her 
characteristic and unique artistic practice that combines 
a bright palette and an free-flowing brush that imparts a 
liberating feeling. (J.D.)
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Onib Olmedo (1937 - 1996)

Portrait of Barbara Gonzalez
signed and dated 1980 (lower right)
pastel on paper
22 1/2" x 17 1/2" (57 cm x 44 cm)

P 100,000
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Isabel Diaz (b.  1943)

Portrait of Barbara Gonzalez
signed (lower right)
oil on canvas
58 1/2" x 17 1/2" (149 cm x 44 cm)

P 100,000
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Federico Aguilar-Alcuaz (1932 - 2011)

Barcelona Series
signed and dated 1966 (lower left) 
mixed media
36 1/2" x 17 1/2" (93 cm x 44 cm)

P 400,000
León Gallery wishes to thank Mr. Christian Aguilar
for confirming the authenticity of this lot

Alcuaz has drawn inspiration from a wide variety of 
sources, from his early years in the Philippines to his 
long stay in Europe, resulting in an art that is universal 
in its nature. Alcuaz wields a powerful brush. Often in 
Alcuaz’ work there is this sense that we are looking at 
the tempestuous aesthetics and hedonism of Spain and 
the rest of Europe, the viewer can imagine that as the 
artist executed his strokes and applied his solid colors, 
there was this sense of serendipity that reveals a kind of 
“dancing” poetry driven by sheer energy. Alcuaz painted 
rapidly, a stirring of imagination that communicates to 
the viewer a pleasurable emotion.
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Solomon Saprid (1917 -  2003)

Collector
signed and dated 1979
bronze
21" x 14" x 10" (53 cm x 36 cm x 25 cm)

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

EXHIBITED
ABC Galleries, Solomon Saprid: Fifth Solo Exhibition, 1981

With the rough and 
jagged textural 
intensity of brass as 
a medium and its 
symbolic association 
with the vitality of 
the human mind, 
Solomon Saprid 
imparts an uncoerced 
and palpable sense 
of dynamism to his 
sculptures. Saprid 

once said that he wanted “action” in his sculpture, noting 
that none of his works are static and are rendered in 
what he coined as “frozen motion.” The eminent art critic 
Alfredo Roces corroborated Saprid’s statement, saying 
that the latter’s work “has a kinetic quality to it…a sense 
of arrested action.” 

In 1979, the year Saprid produced the work at hand, 
Angel de Jesus praised Saprid’s dexterity in his column 
on the ‘Business Day.’ De Jesus echoes the words of 
the eminent Hernando R. Ocampo, in which the latter 
described Saprid as “the Philippines’ best living sculptor.” 
“[Saprid’s] metal work is unique and has a blown-out 
look derived from strands and filaments laboriously 
welded together to create work in which matter and 
space convey a feeling of airy, poetic beauty and grace,” 
de Jesus writes.

“The viewer’s eyes do not see the rough metallic 
texture, enamored as he is by the beauty of the 
composition, which is emphasized by the color 
of the metal. It is remarkable how strips of metal 
can be so constructed as to produce such a feeling 
of movement and grace.” (A.M.)
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Norma Belleza (b.  1939)

Dangwa
signed and dated 1994 (lower right)
oil on canvas
42" x 80" (107 cm x 203 cm)

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

PROVENANCE
Private Collection, Manila

The environs of Norma Belleza’s youth has been 
an enduring influence on her penchant for 
the folk genre. Hailing from San Fernando, 

Pampanga, Belleza grew up in a house situated near the 
town’s marketplace. In a 1987 interview by Cid Reyes and 
published in his landmark book titled Conversations on 
Philippine Art (1989), the esteemed art critic asks Belleza: 
“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.”

Belleza’s exuberant palette was likely influenced to a 
certain degree by her parents, who worked as billboard 

designers and painters at a time when flashy hand-
painted movie billboards were the industry norm. Except 
for her early period, in which she worked with dark themes, 
Belleza constantly traversed through the animated realm 
of the folk genre. Being one of the living champions of 
the said style, Belleza captures an uncontrived snapshot 
of the daily lives of ordinary Filipinos.

Although the exuberance of Belleza’s works showcases 
the artist’s painterly brilliance as a master colorist, her 
depiction of people populating her canvases reveals a 
more insightful aspect of her social consciousness and 
social responsibility as a painter of both the urban 
and rural folk. In this piece depicting flower vendors, 
Belleza’s praxis of stylistic distortion, emphasized in her 
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subjects’ dejected facial expressions and bodily gestures, 
symbolizes the struggles of the downtrodden people 
amid relentless waves of exploitation and oppression. 

But Belleza’s subtle yet distinct take on social realism 
does not simply cease from merely depicting the 
people’s anguish. She imbibes a humanizing aspect 

that subtly but powerfully represents the people as 

active agents of social change. The juxtaposition of a 

brightly colored composition with the subjects’ images 

of poignancy and despondency engenders an eccentric 

yet striking complementation that evokes the people’s 

enormous strength and potency in the face of their 

socio-economic conditions. 

Belleza’s maximalist aesthetic in this massive opus 
becomes an avenue to compellingly showcase the 
inherent solidarity of the masses—their genuine 
desire to share with the struggles of one another—
thus engendering a form of protest asserting their 
fundamental rights as producers of the country’s wealth. 
The vibrancy of Belleza’s work encapsulates the people’s 
predominance and power to engender social change 
through their collective action. (A.M.)
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Romulo Olazo (1934 -  2015)

Untitled #346
signed and dated 2011 (lower right)
mixed media on canvas
24" x 24" (61 cm x 61 cm)

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

One of a kind is the works of Romulo Olazo as his 
art exudes a sense of vibrant opulence in spite of its 
monochromatic colors. As his hues dance through the 
veil upon veil of illusionist space, each shape exhibits a 
curvilinear sensuousness. His approach to form and light, 
through his remarkable Diaphanous and Permutation 
series of abstract paintings, is distinctive.

In his Untitled Series, on the other hand, the fine artist 
played transparency versus opacity. His colors play a 

secondary role in the canvas, expressed as “a chromatic 
chorus to the black aria.” A bold and broad sweep of 
black pigment slides upon the surface, the drama and 
gravity in it is sublime. The sharp red acerbic oranges, 
yellows, and deep Parisian blues jostled for space. Still, 
a charm of the Untitled Series is its simplicity, its artistic 
candor.

In 2011, the year this painting was created, Olazo held 
a one-man show titled UNTITLED XX at Paseo Gallery. 
He presented 20 new works incorporating diaphanous 
layering and opaque and colorful shapes. A few years 
later, he passed away in 2015. (P.I.R.)
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Arturo Luz (1926 - 2021)

Untitled Collage No. 9
dated 1988
acrylic collage
artwork: 42" x 36" (107 cm x 91 cm)
frame: 63" x 57 1/2" (160 cm x 146 cm)

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

PROVENANCE
The Luz Gallery
Multinational Bancorporation Collection

Arturo Luz started to explore the art form of the collage 
in the late 1960s, when he abandoned figurative art. In 
Cid Reyes’ book on the artist, Luz shares: “Through the 
twenty years or so that I have been painting, it has always 
been at the back of mind to work in a completely non-
figurative, non-objective style…By working on collage, I 

was able to leave out figuration completely. Collage was 
the bridge I used to shift to total abstraction.”

Purely gestural in essence, Luz evokes in this piece the 
spontaneity of Zen aesthetics, yielding himself to his 
creative impulses. Leonidas Benesa writes: “In the past, 
Luz worked out his aesthetic problems methodically. 
But in the new works, there is a great deal of Zen 
gesture, the spontaneous act of the T’ang calligrapher, 
the unconscious mind waking and expressing itself not 
in the ‘birds of the inner eye’ of Graves, nor in the 
white writings of Tobey, nor in the ‘surrealist-tainted 
hieroglyphs’ of Klee, but in Luz’s own ‘night poems’ in 
black and white with some red or orange, in ideograms 
of the spirit.” (A.M.)
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Eduardo Castrillo (1942 - 2016)

The Last Supper
signed and dated 1981
brass and Philippine mahogany

a) Apostles
29" x 41" (74 cm x 105 cm)

b) Jesus Christ
length of arm: 21 1/2" (55 cm)
length of base: 23" (59 cm)
height: 33 1/2" (85 cm)

c) Apostles
24" x 42" (61 cm x 107 cm)

P 1,400,000
Accompanied by a certificate issued by Mr. Nixxio Castrillo 
confirming the authenticity of this lot

Filipino artists have long looked up to the spiritual 
and divine for artistic inspiration. For acclaimed 
brass sculptor Eduardo Castrillo, his art is a 

palpable form of devotion to the divine and manifests a 
spiritual link that connects him to his Creator. In a 2016 
Inquirer article by Lito Zulueta, Castrillo mentions that 
his “nationalist sentiments and faith” make up his 
“intrinsic values.” “Anything I create is practically the 
output of my belief,” Castrillo remarks. 

Castrillo first immersed himself in religious art as a 
teenager when he assisted in refurbishing the Manila 
Cathedral as a high school student at Don Bosco 
Technical Institute in Mandaluyong. In fact, sacred art 
would signal the emergence of Castrillo as a leading 
sculptor of his time when he unveiled his first major 
commissioned work, the monumental The Virgin (1966), 
at the La Loma Cemetery in Caloocan. Many religious 
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pieces would soon follow suit, all of which would be 
regarded as among his best works. 

Castrillo has been noted for depicting scenes from 
the life of Jesus Christ with utmost religious fervor and 
understanding. Such is the case with this piece depicting 
the Last Supper. The work is divided into three parts, 
with Christ forming the centerpiece. It takes inspiration 
from the Last Supper narrative according to the Gospel 
of John, particularly the scene in which Jesus identifies 
his betrayer. “...Jesus was deeply troubled and testified, 
“Amen, amen, I say to you, one of you will betray me. The 
disciples looked at one another, at a loss as to whom he 
meant.” (John 13: 21-22)

Castrillo’s employment of jagged planes powerfully 
evokes a distressing atmosphere within a sacred 
scene, exemplified by the agitated expressions of the 

apostles as to which one of them would betray Jesus. 
Castrillo imbibes a more human side to his depiction of 
Jesus, exploring the often-ambiguous nature of human 
emotions. Castrillo concurrently depicts agony, anxiety, 
and calm resignation in Christ, as evidenced in the latter’s 
poignant expression of accepting his predestined fate of 
atoning humanity’s transgressions through his death. 
Jesus’ right hand is raised as if in the act of comforting his 
disciples, assuring them of God’s promise of redemption. 
With this piece, Castrillo powerfully manifests his 
profound understanding of Christ’s divine and human 
natures, which stems from a genuine appreciation of his 
religious upbringing. (A.M.)
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Comoda de Poste
Baliuag, Bulacan 
third quarter of the nineteenth century (1850–75)
Golden narra wood, Carabao bone, lanite wood, 
and kamagong wood inlays
H: 44 1/2" (113 cm) W: 23 1/4" (59 cm) L: 54" (137 cm)

P 800,000
PROVENANCE
An old family from Bulacan

This elegant example of a Baliuag, Bulacan 
“comoda de poste” (a colloquialization 
popularized by antique dealers and agents for 

what is basically a simple “comoda” with four drawers) 
with restrained inlay decoration from the middle of the 
nineteenth century has a top of a single piece of golden 
narra wood, decorated on its three edges by strips of 
kamagong wood overlaid with a running pattern of bone 
diamonds.  The two top drawers are decorated with 
kamagong line inlay simulating panels with convex sides, 
which are in turn accented with kamagong triangles;  
these are flanked by two small drawers for candles.  All the 
keyholes of the drawers are underscored with festoons of 
kamagong line inlay accented with kamagong triangles 
while their tops are punctuated with a bone triangle 
faintly reminiscent of Masonic symbology.  The top two 
sides of the comoda are also decorated with kamagong 
line inlay simulating panels with convex sides, which are 
in turn accented with kamagong triangles.  There are 
four conventional drawers underneath, the case flanked 
by four turned and thinly–reeded kamagong columns 
attached under the candle drawers and to the apron, 
the case set on an apron and supported by four stylized 
urn feet;  the visible sides of the plinths above the four 
urn feet are decorated with stylized flowers composed 
of bone diamonds and triangles.  The four drawers are 
embellished with kamagong line inlays simulating panels 
with concave corners;  inside the panels, the two small 
knobs of each drawer rendered in kamagong are set 
on inlays of lanite spokes enclosed by starlike forms of 
kamagong line inlay in the form of spider webs with 

their concave edges (another Masonic allusion?).  The 
horizontal and vertical drawer surrounds are inlaid with 
discreet strips of kamagong edged with lanite wood.  Both 
lower sides of the comoda are also embellished with bone 
and kamagong line inlay simulating panels with concave 
corners.  Under the four drawers is a base exactly like the 
top, adorned on its three edges by a strip of kamagong 
with a running pattern of bone diamonds;  as above, so 
below.  Underneath the base is an apron embellished 
with two horizontal strips of kamagong edged with lanite 
enclosed by kamagong line inlay centered by a stylized 
flower composed of bone diamonds and triangles (similar 
to those inlaid on the plinths).  The back of the comoda 
is composed of three vertical planks of the same golden 
narra wood.  The general look of this Baliuag comoda de 
poste is reminiscent of an American Federal commode.  
Given its unusual inlay patterns with Masonic resonance, 
it is a customized piece crafted for its first owner.

Despite Las Islas Filipinas being a colony of Madre Espana, 
the United States of America was the islands’ biggest 
trading partner during the 1800s.  The big American 
trading companies established their headquarters and 
bonded warehouses in Binondo and put up satellite 
offices and warehouses in the provinces --- Russell & Co, 
Heard & Co, Olyphant & Co, Perkins & Co, WS Wetmore 
& Co, et al.  The enterprising and prosperous Americans 
--- with a taste for the unusual and exotic that would sell 
well in their homeland (mainly the East Coast states) --- 
partnered with the Baliuag craftsmen in the early 1800s 
and started producing American Federal–style furniture 

by AUGUSTO MARCELINO REYES GONZALEZ I I I
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of durable narra wood adorned with carabao bone, 
kamagong wood, and lanite wood (a very few with nacre/
mother–of–pearl, probably contributions of local Chinese, 
Indian, and Filipino resident craftsmen).  Chairs, armchairs, 
altar cabinets, commodes, dropfront desks, sewing 
tables, beds, wardrobes, small center tables, occasional 
tables, segmented dining tables, and sideboards all 
adorned with carabao bone and kamagong inlays were 
manufactured, principally for the domestic market.  
Many of the better examples were eagerly purchased by 
American and European businessmen and their wives as 
souvenirs before returning to their homeland.  

An amusing anecdote that comes down from the 
Philippine–American War of 1899 relates that Major–
General Henry W Lawton and his lieutenants found, upon 
their arrival, that the Baliuag residents had laid out new 
and old Baliuag furniture --- all of them beautiful --- for 
sale at the San Agustin parish church patio.  The townsfolk 

were sure that the Americans liked them because they 
had always been the best clients, even during the Spanish 
times.  The better pieces were promptly purchased 
by Lawton and his officers.  That was how strong the 
American connection and predilection for Baliuag–style 
furniture was.  By contrast, the fleeing General Aguinaldo 
and his men had managed to take select furniture from 
Baliuag’s “principalia” houses as they left the town --- 
Gonzalez (an ornate Italian “pietra dura” center table), 
Rustia, (a beautiful fully–inlaid cabinet), Tiongson, Ponce, 
Fores, et al.   

American Federal style, with its simple lines and consistent 
symmetry, was the basis for Baliuag–style furniture.  It 
derived inspiration from the neoclassical work of the 
English cabinetmakers of the eighteenth century --- 
Thomas Chippendale, George Hepplewhite, and Thomas 
Sheraton.  Through inevitable cultural exchanges, the 
English were inspired by the developments in France 
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with the work of the ebenistes to the French Crown --- 
Jean–Francois Oeben, Jean–Henri Riesener, Bernard van 
Risenburgh II, Martin Carlin, Adam Weisweiler, et al.

 ____________________________________ _____________________________________________________

Ramon N Villegas wrote about the Bulacan–Pampanga 
tradition of Philippine furniture, also known as the Baliwag 
style:  “Representative of the Bulacan–Pampanga tradition, 
popularly known as the Baliwag style, is the sideboard, the 
extendable dining table with matching chairs, the chest 
of drawers, and the large comoda.  The style makes use 
of narra and kamagong in combination, as well as inlaid 
ornamentation with bone and contrasting woods.”     

“The style may have originated from an atelier in the 
town of Baliwag, Bulacan, and diffused from there (up to 
Penaranda, Nueva Ecija, as Tinio points out;  Penaranda 

must have been at the end of a riverine exchange system).  
The Bulacan–Pampanga tradition is based on neoclassicism 
as interpreted by the British furniture stylists, particularly 
Thomas Sheraton.  Great Britain’s was by then the largest 
economic system in the world, and Bulacan–Pampanga 
sugar was passing through trading houses dealing with 
the English.  Sojourns and education may have also been 
agencies through which British influence was absorbed.  
Some Filipinos are known to have studied in London and in 
Calcutta, India, which was a British colony then.”   

“The Bulacan–Pampanga tradition also produced case 
furniture with the same austere lines.  There are examples 
of plain chests of drawers on bracket feet and with no 
decoration at all.  Some have very restrained inlay work 
to outline the drawers.  At the high point of the style, 
the drawers were ornamented with garlands of leaves and 
flowers and bordered with matang–pusa and hilis–kalamay.”         
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Sacristy Table With Drawers 
(“Mesa Sacristia”/“Mesa Consistorio”)
An old Augustinian church in Batangas 
second quarter of the nineteenth century (1825–50) 
Narra wood (top) and Balayong wood (base)
H: 32 1/2" (30 cm) L: 122 1/2"  (311 cm) W: 42" (107 cm)

P 800,000
PROVENANCE
An old Augustinian church;  an old family from Batangas

This large, rectangular trestle table was part of 
the standard furnishings in the sacristy of a 
Roman Catholic church (a trestle table is a table 

composed of trestle supports linked by a horizontal 
stretcher on which a tabletop is placed [a trestle is a 
framework made up of a horizontal beam supported 
by two pairs of {sloping} legs used in pairs to support 
a tabletop] ).  The impressive “sola pieza” tabletop with 
mouldings on its sides is one piece of golden narra wood 
126” inches/10.5 feet long (320.04 cm/3.2004 m), 42” 
inches/3.5 feet wide (106.68 cm/1.0668 m), and 2.5” 
inches thick (6.35 cm) thick.  Underneath the table surface 
are markings of old lime–based red paint for the drawer 
positions.  The table has four drawers on each side, and 
a total of eight drawers on both sides.  The three trestles 
are made up of large turned baluster supports set on 
massive plinths;  the grooved end plinths terminating in 
stylized paw, scrolled feet and the simpler central plinth 
terminating in stylized acanthus feet.  All three plinths 
are connected by one large horizontal turned baluster 
stretcher (or two).  The end plinths are surmounted by 
big plain finials in their centers and below, where the 
large horizontal turned baluster stretcher connects, 
actually carved at the stretcher terminals, the symbol of 
the burning heart of the Augustinian order (OSA).  That 
alone, along with the age and style of the table, as well as 
the woods used, places the origins of this table squarely 
in Batangas province which was Augustinian territory 
during the Spanish colonial period.

Like the huge vestry cabinets also in the sacristy, the 
“mesa sacristia”/“mesa consistorio” was used mainly to 
spread and prepare the elaborate vestments of the priests 
before the holy mass.  It was used for the preparation 
of the various paraphernalia of the holy mass --- the 
chalice, ciborium, prayer cards and frames, incensorium/
thuribulum (censer), aspersorium and aspergillum (water 

bucket and sprinkler), etc.  It was also used as a table for 
the veneration of lifesized (usually standing at “metro y 
diez” = 1 meter 10 centimeters/43.3” inches = 3’ feet 6” 
inches) and smaller holy images, as well as their cleaning 
and vesting, as it was thought to be disrespectful or even 
sacrilegious to clean and prepare holy images directly on 
the floor.
  
Similar tables can be seen in old photographs of the 
sacristies of the seven  Intramuros churches --- Catedral 
de La Inmaculada Concepcion de Manila, San Agustin 
de Hipona  (“Agustinos”), San Nicolas de Tolentino 
(“Recoletos”), San Francisco de Asis (“Franciscanos”), 
Santo Domingo de Guzman (“Dominicanos”), San 
Ignacio de Loyola (“Jesuitas”), Nuestra Senora de Lourdes 
(“Capuchinos”),  all except for San Agustin destroyed 
during World War II (1945).

by AUGUSTO MARCELINO REYES GONZALEZ I I I
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Batangas province was assigned to the Augustinians 
(OSA) for evangelization and early organization during 
the Spanish colonial period beginning in 1571.  The 
“parroquia” (parish), “iglesia” (church), and “convent” 
(convent) of Taal were established under the patronage 
of San Martin de Torres (Saint Martin of Tours, not San 
Martin de Porres) in 1572 by Rev Padre Agustin de 
Albuquerque OSA et al and the original location was 
lakeside in current San Nicolas town (Taal Lake was 
still an inlet connected by a wide, navigable channel to 
Balayan Bay in 1572 with saltwater and tuna and small 
sharks living in it until the 1754 eruption which finally 
closed the inlet and turned Taal Lake to freshwater);  
Balayan under the patronage of San Juan Bautista 
aka San Juan de Letran in 1579 by Rev Padres Esteban 
Ortiz OSA and Juan de Porras OSA;  Batangas under the 
patronage of La Inmaculada Concepcion in 1580, which 

was rich enough to afford a convent of “madera y piedra” 
(wood and stone); Tanauan under the patronage of San 
Juan Evangelista in 1584 (the original location  currently 
in Talisay); Sala in 1586 (the original location currently in 
Tanauan);    Bauan under the patronage of Santa Cruz 
de Bauan in 1596 by Rev Padre Ildefonso Bernal OSA;  
Lipa under the patronage of San Sebastian Martir in 
1605 by Rev Padre Gabriel Rodriguez OSA.  During those 
early days of the Spanish conquest, Tanauan, Bauan, 
and Lipa could only afford convents of “madera y cana” 
(wood and thatch).

(The previous owners used it as a buffet table in their 
lanai and afterwards as a table for their serious video 
gamer sons, as the big table has the capacity to hold all 
the components for serious video games.  Religious use 
before, techie use now.)
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122  PROPERTY FROM THE DON BENITO J. LEGARDA JR. COLLECTION

Head Of An Archangel 
(Michael, Gabriel, Raphael)
Binondo, Manila
last quarter of the eighteenth century to the 
first quarter of the nineteenth century (1775–1825)
ivory, “baticuling” wood
ivory head: 8 1/2" x 4" x 4" (21 cm x 10 cm x 10 cm)
base: 1 1/2" x 6" x 6" (4 cm x 15 cm x 15 cm)

P 400,000

by AUGUSTO MARCELINO REYES GONZALEZ I I I

This ivory head of an archangel (Michael, Gabriel, 
Raphael) was once attached to a polychromed 
body with wings and venerated in a church 

altar.  It is the countenance of a young man.  The gaze is 
upwards, like all images of archangels and angels (with 
the occasional exception of San Miguel Arcangel, who 
slays Satan with a downward stare).  The facial features 
are predictably Oriental as bestowed by the Chinese–
Filipino or Chinese craftsman:  thin eyebrows, almond 
eyes, straight elegant nose (not European aquiline), 
rosebud mouth, prominent chin (for good luck), and 
thick–lobed ears (Buddha ears, for good luck as well).  The 
articulated “binihon” hair has the trademark forelocks 
from the seventeenth century and the peculiar side 
curls from the late eighteenth century.  The thin profile 
is consistent with the style of its time, along with the 
minor back portion of carved and painted “baticuling” 
wood.  There is a small tonsure at the top of the head 
but it looks like an end portion of the ivory rather than a 
deliberate part of the iconography.  The whole ensemble 
is of exquisite “Sangley” or Chinese–Filipino production 
from two hundred years ago.  Its specific and peculiar 
features are similar to a few late eighteenth century–early 
nineteenth century examples at the San Agustin Convent 
museum and in the Paulino and Hetty Que collection.

The best way to visualize this ivory head of an archangel 
as it originally looked on a proper body is to observe the 
eighteenth century life–sized, carved and polychromed 
archangel images of San Gabriel Arcangel and San  
Rafael Arcangel, and even that of San Miguel Arcangel, 
at the main altar of the Argao church in Cebu.  There are 
also two eighteenth century life–sized archangel figures 
(which have lost their original polychromy) in a private 
collection which originally came from the main altar of 
the 1700s Manaoag church in Pangasinan (the famous 

shrine of “Nuestra Senora del Rosario de Manaoag”/Our 
Lady of the Rosary of Manaoag);  like the ones in Argao, 
except for the polychromy,  they have the forelocks, 
articulated “binihon” hair, cinched waists, wide angel 
sleeves, arms stretched forward (to hold their attributes), 
robes raised with buttons at the mid–calves to show their 
legs and boots, and large, spiky wings.  That is how this 
ivory head looked with a body originally.  
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According to Christian scripture and tradition, there are 
seven archangels:  Michael, Gabriel, Raphael, Sealtiel, 
Uriel, Barrachiel, and Judiel.  However, since only three 
archangels are actually named in the Bible, only they are 
recognized by name in Roman Catholic doctrine:  Michael, 
Gabriel, and Raphael.  The other four archangels appear 
in Jewish and other Christian sources outside the Bible:  
Sealtiel, Uriel, Barrachiel, and Judiel.  

“San Miguel Arcangel y los Arcangeles”/Saint Michael 
the Archangel and the Archangels are the patron saints 
of many Philippine parishes/towns:  San Miguel de 
Tanduay, Manila;  San Miguel de Mayumo, Bulacan;  
Masantol, Pampanga;  Orion, Bataan;  Santa Cruz, 
Zambales;  Camiling, Tarlac;  Tarlac, Tarlac;  Bacnotan, 
La Union;  Currimao, Ilocos Norte;  Bacoor, Cavite;  
Indang, Cavite (alongside San Gregorio Magno);  Calaca, 
Batangas (San Rafael Arcangel);  Tayabas, Quezon;  Pili, 
Camarines Sur (San Rafael Arcangel);  Oas, Albay;  Irosin, 
Sorsogon;  Argao, Cebu; Iligan, Lanao del Norte; et al.   

____________________________________

Many of the “Sangleyes” (the Chinese) who came to trade 
and oftentimes settle in the islands were excellent, skillful 
craftsmen --- goldsmiths, silversmiths, sculptors, painters 
--- in ways the “indios” had no real  experience in and that 
was a known fact from the early days of the Spanish conquest 
in the 1570s.  Throughout the seventeenth and eighteenth 
centuries, the colonizers instituted periodic massacres and 
punishments targeted specifically at the disenfranchised 
but extremely talented “Sangley” ethnic minority to prevent 
them from gaining control over anything in the colony.  
Constant racial discrimination aside, the Spanish friars 
made good and extensive use of the “Sangleyes’ ” professional 
skills in the construction of massive churches and 
convents and furnishing them suitably all over the islands.  
Masterpieces in gold, silver, ivory, and wood comparable 
to the best European work emerged from the “Sangley” 
workshops in the “Parian” ghetto.  The Spanish appreciated 
and took advantage of the fact that the “Sangleyes” were 
experts at difficult, precise, and detailed work but did not 
charge customers commensurate fees for the hard labor 
expended.  To the colonialists, the consistently high quality 
of the goldwork, silverwork, ivory sculpture, and exquisite 
wooden furniture (the spectacular, tortoiseshell–veneered 
and nacre–inlaid “mueble enconchado” exhibited in Lima, 

Peru and elsewhere in South America) made them highly 
exportable to Spain, Mexico, and the Latin American 
colonies.  Although generally looking more Asian than 
European, Filipino religious ivory sculpture became prized 
acquisitions of the religious orders and rich citizens, and 
were proudly installed in Roman Catholic churches and 
homes across the Hispanic world.  

Antique local ivory religious sculpture are still prized in 
predominantly Catholic Philippines because the values 
associated with them --- for better or for worse --- are 
deeply embedded and entrenched in the national culture 
and psyche.  The rich Chinese mestizos of Vigan, Ilocos Sur 
during the Spanish colonial period had the curious socio–
religious convention of considering it bad form and bad 
taste to exhibit one’s riches in terms of jewelry, dress, and 
interior décor.  However, piling on gold and precious gems 
on one’s “marfiles” ivory processional image(s) and one’s 
array of smaller ivory images in “virinas”/glass cloches in the 
“capilla” or family chapel was the height of admirable social 
behavior and was sure to get the approbation of fellow 
rich and pious grandes dames and their husbands.  Until 
the end of the twentieth century, the opulent home altars 
of the landed Florentinos and the enterprising Donatos 
(untouched for one hundred and fifty years), both leading 
families of Old Vigan, bore tangible witness to those 
quaint traditions.  There were a few amusing stories of late 
1800s rich and pampered “Donas” from rice and sugar–rich 
Pampanga and Batangas who complained that they could 
not pray properly if the venerated icon in the altar was 
not of ivory;  God forbid if it were dark (like the icons of 
Quiapo and Antipolo);  such was the lingering Caucasian 
obsession.  After World War II, heirloom “marfiles”/ivory 
images were still honored and cherished by their proud DBF 
“de buena familia” heirs as devotionals/sacramentals, but 
more significantly as mementos of old immense fortunes 
accumulated from rice, sugar, cotton, indigo, tobacco, 
abaca and other crops, high social position, preeminence, 
prominence, snobbery, and exclusive circles.  These days, 
religious images of ivory are still prized by rich Filipino 
Roman Catholics, more as very expensive status symbols 
(like French and Italian branded clothing and leather) 
rather than devotionals/sacramentals, for the simple reason 
that even a small ivory statuette of the Virgin Mary with 
ivory head, hands, feet, and embroidered vestments can set 
one back by upwards of PHP 600,000.00 (USD 10,000.00).  
What more with life–sized solid ivory heads and hands?
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“Beyond exquisite” is the appropriate 
description for this Roman Catholic icon 
“La Nina Dormida” of the sleeping infant 

Virgin Mary in an ivory bed commissioned for private 
devotion by the affluent Rodriguez–Infante family of 
Guagua, Pampanga during the olden times.  At first 
look, it follows the concept of the more prevalent “El 
Nino Dormido” the sleeping Baby Jesus of solid ivory 

in a bed (usually of polychromed wood, the rarer ones 
in worked solid silver), a favorite devotion during the 
1600s, 1700s, and even the 1800s.  However, this time 
it is the sleeping infant Virgin Mary honored as “La 
Nina Dormida,” and it is an unusual departure from the 
“Dormido” genre.      

The tiny infant Virgin Mary, rendered in ivory by a Chinese–
Filipino or Chinese carver, is elegantly dressed in a 
baptismal gown with a bonnet of exquisite, embroidered 
pina textile.  She rests in comfort on embroidered pina 
linens with a pillow and two bolster pillows.  All the pina 
articles were most probably sewn with great Catholic 
devotion by an early Rodriguez–Infante matriarch, a 
cherished practice in those pious days.  

The infant Virgin Mary is suitably honored with an 
exquisitely carved miniature ivory bed.  The bed features 
a raised sloping canopy of stunning and unbelievable 
ivory screenwork wherein graceful floral, foliar, and 
scroll motifs are superimposed on fragile horizontal 
strands, the whole having been carved simultaneously 
with great expertise.  A considerable finial with 
interlacing foliar forms surmounts the canopy.  Even 
the canopy rails are carved with small details.  The base 
of the canopy is adorned with crosshatched fringes and 
tassels (schrooms).  The canopy is supported by four 
testers carved with baluster, squash, and acanthus leaf 
motifs, as are the feet;  the four testers are surmounted 
by finials in the shape of neoclassical reeded urns.  The 
bed frame is carved with floral details;  there are four 
side guard panels which feature the same exquisite 
screenwork as the canopy; the base of the bed frame is 
also embellished with crosshatched fringes and tassels.                    

Architect Ramon Rosello Zaragoza rhapsodically 
described it thus:  “The image of ‘La Nina Dormida’ 
(Our Blessed Mother as an infant fast asleep), shown 
above, which combines filigree ivory carving and the 
finest of Philippine weaves, is possibly the work of a 
Chinese artisan from the Chinese Parian in Guagua, 
Pampanga, who took directions for the piece from a 
Spanish friar with a special devotion to the Blessed 
Mother.  The bed upon which the Baby Mary is fast 
asleep perfectly replicates a Spanish four poster canopy 
bed.  The ivory craftsmanship is so fine that elements 
of the ivory canopy above her and in the sideboards 
that have so thoughtfully been installed to prevent her 
from rolling over the edge of the bed in her sleep, are 

A prized heirloom of the Spanish hacendero  Rodriguez–
Infante family of Guagua town, Pampanga and their 
descendants:  the Ramon Rodriguez–Infante – Rafaela 
Lim–Ong–Co family, then the Ricardo Velez y Corrales 
– Rosario Rodriguez–Infante y Lim–Ong–Co family, 
both of Guagua town, Pampanga;  then the elias Zaragoza 
y Roxas – Rosario Velez y Rodriguez–Infante family of 
Calle San Sebastian (later R. Hidalgo street), Manila and 
later the Vicente Zaragoza Araneta – Paz Velez Zaragoza 
family, also of R. Hidalgo street

123

La Niña Dormida
Binondo, Manila and Guagua, Pampanga
ivory, “pina” textile 
The “La Nina Dormida” statuette and the ivory bed 
are contemporaneous and are from the last quarter 
of the eighteenth century to the first quarter of the 
nineteenth century (1775–1825) 

overall: 18" x 12" x 7" (46 cm x 30 cm x 18 cm)
Ivory Bed: 11 1/2" x 8" x 3 1/2" (29 cm x 20 cm x 9 cm)
Santo: 5" x 1 1/2" x 1" (13 cm x 3 cm x 4 cm)
Virina: 15" x 11" x 6" (38 cm x 28 cm x 15 cm)

P 1,600,000
PROVENANCE
The Rodriguez–Infante family of Guagua, Pampanga;  
Da Rafaela Lim–Ong–Co de Rodriguez–Infante (Sra de Ramon 
Rodriguez–Infante);  Da Rosario Rodriguez–Infante y Lim–Ong–Co 
de Velez (Sra de Ricardo Velez y Corrales);  Da Rosario Velez y 
Rodriguez–Infante de Zaragoza (Sra de Elias Zaragoza y Roxas);  
Paz Velez Zaragoza–Araneta (Mrs Vicente Zaragoza Araneta);  
Ramon Ma Rosello Zaragoza;  Isabel Zaragoza Araneta  

The Grail of R. Hidalgo
by AUGUSTO MARCELINO REYES GONZALEZ I I I
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as fine as human hair.  Commissioned for installation in 
the family oratory it has been in the possession of the 
Velez–Zaragoza family for centuries.”

“The ivory image of the Infant Mary is five inches long 
and is dressed in an outfit sewn from ‘nipis’ or pineapple 
fiber.  The pillows all around her are similarly sheathed 
in ‘nipis’ fabric bordered with fine lace.  Her bed stands 
twelve inches high, is eight inches long, and four inches 
wide.  No wires or nails hold the piece together, only 
the perfection of perfectly executed interlocking parts.”  
continued architect Ramon Rosello Zaragoza.

____________________________________ _____________________________________________________

The Rodriguez–Infante and Velez families were two of several 
Spanish hacendero families in Pampanga during the 1800s.  
Rodriguez–Infante, Velez, Bravo–Gonzalez, Lilles of  Guagua.  
Puig of Bacolor.  Arrastia and Reinares of Lubao.  Gil–
Castellvi of Porac.  There were the seven hacendero families 
of Floridablanca town:  de los Santos, Valdes, Toledo, Toda, 
Ortigas, et al.  Pantaleon de Miranda, Nepomuceno–Henson, 
and Gomez–Masnou in Culiat (Angeles).  Reyes–Castor, 
Viola of Candaba.  Reyes, Berenguer, Linares of Arayat.  
Arnedo and Gonzalez–Lopez in Sulipan, Apalit.  There were 
also the Blanco, Borrero, Fernandez, Herreros, Landaluce, and 
Lombera families.  Of course, there were always marriages 
and alliances with Chinese merchant fortunes, which greatly 
added to and sustained their assets.  During the Malolos 
Congress of 1898–99, Jose Rodriguez–Infante of Guagua was 
one of the two Spanish mestizo representatives of Pampanga 
province, the other being Dr Joaquin Gonzalez y Lopez of 
Sulipan, Apalit.

More than any other Pampanga town during the 1800s, 
Guagua (Chinese– Filipino Lan-nang and Old Capampangan 
“uaua” meaning “mouth of the river banks”) was always the 
richest because of its strategic location along the Guagua 
river (with its basin allied to the Rio Grande de Pampanga, 
emptying through the Labangan channel to Manila Bay) and 
its inherent mercantile nature, the result of a large Chinese 
mestizo community, the ancestors of whom fled Manila 
during the Chinese–targeted massacres of the late 1500s–
early 1600s.  The Spanish colonialists periodically massacred 
the Chinese to prevent their rise to financial, social, and 
political power, which in time proved inevitable.  (Starting 
with the prosperous migrant trader Son Tua or Antonio 
Maria Tuason in the 1750s, who, during the British Invasion 
of 1762–64 proved to be an invaluable ally to the Spanish, and 
was eventually elevated to the Spanish “hidalguia” nobility 
with a “mayorazgo” noble estate.)  

On the other hand, the Spanish mestizo community in 1800s 
Guagua was led by the Rodriguez–Infante, Velez, Bravo–
Gonzalez (an 1890s Spanish migrant who quickly changed 
his surname from Bravo to Gonzalez to sound “Mas Filipino!” 
during the 1896 Revolution), Carrion, Lilles, Sanz, Valbuena 
families, et al.

(At present, of course, Angeles, San Fernando/Sampernandu, 
Mexico, Lubao, Porac, San Simon, and Arayat have also 
become hubs of commercial activities, due to local and 
foreign investors.)

____________________________________ _____________________________________________________

According to Arch Ramon Rosello Zaragoza, the Zaragoza 
clan of Manila proudly trace their lineage to the aristocratic 
Cepeda family of Avila, Spain, who produced Teresa Sanchez 
de Cepeda y Ahumada better known as Santa Teresa de 
Avila/Saint Teresa of Avila (o 1515 – + 1582), a woman of 
profound mystical faith and a great Doctor of the Roman 
Catholic church.  

Rafael Zaragoza had a relationship with another lady and they 
had six children:  Juana Zaragoza (o 1840, “a lady of haughty 
mien” --- Felix Roxas y Fernandez) married the Englishman 
Edward Douglas Jackson (parents of the famous London–
educated, beautiful and cultured socialite Emma Jackson y 
Zaragoza with the blonde hair and blue eyes [o 1855, Sra de 
Domingo Vidal, later Mrs Reginald Turner 1892] whom the 
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fifteen year–old Felix Roxas y Fernandez met in 1878);  Flavio 
Zaragoza;  Rita Zaragoza;  Joaquin Zaragoza.

Former Manila Mayor Felix Roxas y Fernandez wrote of how 
1870s Manila society was well aware of Rafael Zaragoza y 
Escalante’s twenty–two children from two marriages (and 
other partnerships) and how they lived in his house in 
Paco district.  “Mr Jackson was one of those Englishmen of 
recognized reputation;  he established a family by marrying 
a lady of haughty mien, Dona Juana Zaragoza, daughter 
of Don Rafael, who left twenty–two children --- product 
of two marriages --- and whose home was on Paco street 
in that district.  It can be said that the numerous families 
with that name grew out of this genealogical tree, including 
illustrious names such as the cultured writer known in the 
publications of his time by the pseudonym of “Mario.”  
Miguel Zaragoza was equally skillful with the pen and the 
brush, handling them with the delicacy of art studied in 
Rome, the artists’ mecca.”
         
It was the serendipitous marriage of Jose Zaragoza y 
Aranquizna (o 1842 – + 1895) to the well–connected, 
successful, and rich businesswoman Rosa Roxas y Arce in 
1875/1876 that established the Zaragoza family in the Spanish 
mestizo elite circles of Calle San Sebastian and San Miguel 
de Tanduay.  They had six children:  1)  Natividad Zaragoza 
y Roxas married Demetrio Tuason de la Paz;  2)  Carmen 
Zaragoza y Roxas married Atty Gregorio Araneta y Soriano;  
3)  Salvador Zaragoza y Roxas married Carolina Tuason y Gil 
de Sola;  4)  Elias Zaragoza y Roxas married Rosario Velez y 
Rodriguez–Infante;  5)  Ramon Zaragoza y Roxas married  1)  
Trinidad Matute,  2)  Juana Marin;  6)  Margarita Zaragoza y 
Roxas married Carlos Preysler y Gonzales.    
 
The bon vivant Jose Zaragoza y Aranquizna was the famous 
publisher of the current affairs magazine “La Ilustracion 
Filipina,” which ran from 1891–94.  It featured articles on 
world events, local news, developments in the sciences 
and the arts, as well as Manila society written by the most 
intelligent and most prominent minds of the day like Julio 
Llorente, Tomas del Rosario, Jose Paterno, et al.  It was also 
beautifully illustrated by the top artists of that time like 
Miguel Zaragoza, Juan Luna (who was at constant odds with 
Jose Zaragoza), Lorenzo Guerrero, et al.    

____________________________________ _____________________________________________________

The Araneta de R Hidalgo clan began when Felix Araneta 
y Militante and Paz Soriano y Dytching of Molo, Iloilo sent 
their exceptionally intelligent and promising eleven year–old 
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son Gregorio Araneta y Soriano (one of eighteen children, five 
of whom died in infancy) to Manila for his formal education.  
Gregorio excelled in all his primary and secondary studies at 
the Ateneo Municipal (with the highest marks comparable 
to Jose Protacio Rizal y Alonso before him and Claro 
Recto y Mayo after him) and later his tertiary studies at the 
Universidad de Santo Tomas and became a successful lawyer, 
an “abogado de campanilla” at the prestigious law firm of 
Atty Jose Juan de Ycaza.  Although not a rich Spanish mestizo 
by birth (an unspoken requirement for marriage in “de alta 
sociedad de Manila”/Manila high society), his intellectual 
brilliance and professional success allowed him to marry 
Carmen Zaragoza y Roxas, daughter of Spanish mestizo 
publisher and bon vivant Jose Zaragoza y Aranquizna and 
the rich businesswoman and real estate investor Rosa Roxas 
y Gomez de Arce.  Rosa Roxas was a daughter of Mariano 
Leon Roxas y Arroyo and Carmen Gomez de Arce;  Rosa 
was a granddaughter of Antonio Roxas y Ureta and Lucina 
Arroyo (brother of Domingo Roxas y Ureta, progenitor of 
the Roxas–de Ayala–Zobel–Soriano clan);  and Rosa Roxas 
was a second cousin to the Spanish mestiza heiresses Carmen 
Ayala de Roxas and Trinidad Ayala de Zobel.  

At that emergent time, Gregorio Araneta was marrying 
up, and Carmen Zaragoza was marrying great potential 
(Predictably, her husband was expected to come from another 
prominent Spanish mestizo Manila family like her eldest 
sister Natividad [“Naty”], who became the second wife of 
the extremely affluent Demetrio Tuason de la Paz [“Queso”] 
--- from the ranks of the Tuason, Legarda, Prieto, Valdes, 
Roces, Roxas, Roxas de Ayala, Zobel de Ayala, Soriano de 

Roxas, Genato, Elizalde, et al).  However, the time came 

when Gregorio Araneta as Solicitor General (1900), Director 

of top private companies Banco Espanol–Filipino (now BPI), 

Compania Maritima, La Germinal Cigar & Cigarette Factory, 

Insular Life Assurance Company, Philippine Guaranty 

Company, Philippine–American Drug Store, Philippine 

Education, Heacock’s, Philippine Engineering, Brias–Roxas 

(1903–08), Attorney General of the Philippines (1906), 

concurrent Secretary of Finance and Justice (1908) became 

the most successful, most prominent, and most formidable 

of the Zaragoza–Roxas in–laws.  

When Gregorio Araneta passed away on 10 March 1930, each 

of his thirteen surviving children received an inheritance 

worth more than one million pesos each, a very considerable 

amount at the time.  That meant that his estate was probably 

worth twice the thirteen million bequeathed to his children, 

an unimaginable sum in 1930s Philippines.  

To show what a million pesos could buy in 1930, the Edificio 
Roxas on the Escolta was sold by Ayala y Compania to 
Pampanga sugar baron Jose de Leon y Hizon (Sr) (“Don 
Pitong”) that year for one million pesos, in tranches of one 
hundred thousand pesos monthly for ten months.  Jose de 
Leon Sr changed the name of the edifice to Regina building in 
honor of his first wife, the Pampanga heiress Regina Joven y 
Gutierrez (he later purchased the nearby Gaches building and 
renamed it Natividad building in honor of his second wife, 
the Pampanga heiress Natividad Joven y Gutierrez, younger 
sister of his first wife).  Joseph Raphael McMicking was 
tasked by his FIL father–in–law Enrique Zobel de Ayala to 
personally collect the payments from Jose de Leon Sr.  On the 
tenth and final month, de Leon, ever the astute businessman, 
wanted to make a bet with McMicking:  “Let’s flip a coin, Joe.  
If it’s heads, I pay you the balance of one hundred thousand.  
If it’s tails, you give me a discount of one hundred thousand.”  
A worried McMicking replied:  “I’m sorry, I can’t do that on 
behalf of the family.  We are collecting funds for projects.  We 
will be happy to receive the final payment.”  And so, the sale 
of the Edificio Roxas by the Zobel de Ayalas to the de Leons 
was concluded.                          

____________________________________ _____________________________________________________

(1) Rosa Roxas, mother of Carmen Zaragoza Araneta, Circa 1870. (2) Carmen 
Zaragoza y Roxas, circa 1895. (3) The daughters of Gregorio Araneta and 
Carmen Zaragoza, circa 1930. Seated on the divan starting on the left are 
Conchita, Consuelo, Teresa, Rosita, and Pacita. Margarita, the youngest, is 
seated on the floor.



T H E  K I N G L Y  T R E A S U R E S  A U C T I O N  2 0 2 2 164

Calle San Sebastian, later R Hidalgo street, was famous 
from the 1830s to the 1930s as the street where the Manila 
aristocracy lived.  Its fame lay with its affluent residents in 
their elegant “rus in urbe” villas and gardens which were the 
first in Manila after crowded Intramuros and the bustling 
“arrabales” districts of Tondo,  Binondo, and Santa Cruz.  At 
one point in the 1870s, Manila’s richest families all lived there 
--- Tuason, Legarda, Paterno, Zamora, Roxas, Padilla, de los 
Reyes, Genato, Zaragoza, et al.  The personal reminiscences of 
industrialist Atty Salvador Zaragoza Araneta (o 1902 – + 1982) 
teemed with childhood memories of “Pindong (Tuason), Tony 
(Prieto), Ben (Legarda), Ramon (Roces), Andong (Roces), 
Andresito (Andres Soriano y Roxas Sr), Andresito Soriano’s 
two sisters Carmen and Margarita (Soriano y Roxas), 
Jesus (Cacho), Pepe (Cacho), Lola Chata (Rosa Roxas de 
Zaragoza), Don Mariano (Tuason), Tio Salvador (Zaragoza), 
Tia Carolina (Tuason de Zaragoza), Tio Elias (Zaragoza), Tia 
Rosario (Velez de Zaragoza), Captain Salvador (Roxas y Elio), 
Don Demetrio (Tuason), Tia Naty (Zaragoza de Tuason), 

Tio Monching (Zaragoza), Mike (Elizalde), Juan (Elizalde), 
Manolo (Elizalde), Jacobo (Zobel), Alfonso (Zobel), Don 
Antonio (Roxas de Ayala), Don Alejandro (Roces), Don 
Leopoldo (Kahn), Dona Maria (Elio de Roxas), et al (the 
Tuason, Legarda, Prieto, Valdes, Roces, Roxas, Roxas de 
Ayala, Zobel de Ayala, Soriano, Zaragoza, Genato, Paterno, 
Zamora, Elizalde, Araneta, Preysler, Brias–Roxas --- the “de 
alta sociedad” high society of the day) in R Hidalgo street and 
in Baguio.  A curious social convention in those days was that 
although R Hidalgo street was in Quiapo district, Quiapo 
was never mentioned by its residents (“Never the Q word.” 
as a rich and sophisticated Araneta granddaughter said), as 
R Hidalgo street was, at least financially and socially, more 
associated with the affluent San Miguel de Tanduay district 
(the area of Malacanang Palace) and its elegant General 
Solano and Aviles streets rather than bustling, noisy Quiapo.  
As top contemporary historian Ambeth Ocampo wittily 
observed:  “Most of the Malolos Congress delegates just came 
from one street in Quiapo!”
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Isabel Diaz (b.  1943)

Untitled
signed (lower left) 
oil on canvas 
25" x 51" (64 cm x 130 cm)

P 120,000

The still-life pieces of 
Isabel Diaz are minimalist 
as well as expressive. 
All are always vivid and 
vibrant. Her works are 
divine, light and almost 
transparent, as if done 
in watercolor. Although 
she loves the effect of 
the said medium, Diaz 
prefers the weight of oil, 
her specialized medium, 
for it is softer but more 
determined. As a result, a 
sense of complexity and 
clarity is reflected in her 
oil compositions.

Among her oeuvres, she 
is most memorable for 
her paintings of flowers. 
Her canvas is abloom 
with various flora, a view 
that allures an audience 
to contemplate nature’s 
beauty. A lavish attention 
to detail is considered 

by the artist, but the 
background is kept to 
a minimum, which is a 
primary characteristic 
of her artistry. They are 
rendered with warmth 
through colors, subtle, 
multi-layered shading, 
and striking texture. The 

125

Ramon Orlina (b.  1944)

Upwardly Mobile
signed and dated 2019 (bottom)
carved green glass
10 1/2" x 8" x 4" (27 cm x 20 cm x 10 cm)

P 500,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

“Above all, he gave to 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 
Upwardly Mobile, 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 

flowers painted by Diaz 
are not a bouquet of 
death and darkness but of 
elegance and exuberance. 
And, their petals are in a 
tight embrace, crowded 
within the canvas, 
extending the idea of 
bountifulness. (P.I.R.)

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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126  PROPERTY FROM THE CLAUDIA LUZ COLLECTION

Arturo Luz (1926 - 2021)

Fragments
signed (lower right) dated 1999 (verso)
mixed media on canvas 
24" x 24" (61 cm x 61 cm)

P 1,400,000
PROVENANCE
Acquired directly from the artist, her father

The work at hand, titled Fragments, can be seen as Arturo 
Luz’s exploration of found objects as an added layer to 
his ever-changing creative expressions and praxis. In this 
piece, a fragment of a shell can be seen. Cid Reyes writes 
in the book Arturo Luz: “The nautilus, with its sensuous 
curvilinear shape, imparts a cunningly satisfied look….” 
The piece embodies the essence of Luz’s works—austere 
and minimalist. With the ordered arrangement of the 
fragments in the composition, Luz manifests his technical 
brilliance in dealing with volume and space. Here, he is 
careful not to overcrowd the composition, in line with his 
minimalist visual language. Yet, he evokes his capacity to 
render structured spontaneity, resulting in a piece that 
encapsulates the quintessential Arturo Luz. (A.M.)



L E Ó N  G A L L E R Y167

Roberto T. Villanueva
Visionary Art Collector and Industrialist
by  L ISA GUERRERO NAKPIL

By his early 30s, Roberto T. Villanueva was one of 
the most respected businessmen in the Philippines, 
a two-term President of the influential Philippine 

Chamber of Industries as well as as a member of the 
powerful Monetary Board. He had also been elected 
president of the worldwide organization of Jaycees 
International of which he was an enthusiastic leader.

And by his early 40s, he had masterminded the biggest 
deal in Philippine business history to date : The acquisition 
of MERALCO — the country’s largest electricity distributor 
— from its longtime American owners by an all Filipino 
company, Meralco Securities Corporation. The members 
of this august board were : Eugenio Lopez, Alfredo 
Montelibano, Antonio C. Delgado, Eugenio Lopez, Jr., 
Luz Magsaysay, Ernesto Rufino, Gen. Basilio Valdez, and 
Alfonso Calalang. Villanueva presided as chairman of the 
board, making him the first Filipino chair.

Ten years later, lightning would strike twice and 
Villanueva would repeat this coup. He would once again 
lead a group of Filipino investors to acquire Atlantic Gulf 
& Pacific (AG&P) of Manila Inc. Again, Villanueva would 
become the company’s first Filipino chairman and CEO.

He was chairman of the Private Development Corp. of 
the Philippines (PDCP), an entity he organized with the 
World Bank and the International Finance Corporation; 
and also, chairman of Lepanto Exploration (Asia) Inc.

His credentials would include : general manager, 
Philippine Portland Cement Co.; Philippine Planters 
Investment, and Pampanga Sugar Mills Investment Co. 
He was director of the National Development Corporation 
and a member of the National Forestry Council; he was 
also chair of the Philippine Standards Association.

Villanueva was a member of the International Bankers 
Association, based in Washington D.C.;  the Philippine-
Japanese Economic Cooperation Committee; the Philippine-
Japanese Society and the Sugar Club of New York.

Roberto T. Villlanueva in the 1950s. He was also a newspaperman and general 
manager of the Manila Chronicle which was inhabited by the Neo-Realists who 
were also journalists and editorial cartoonists.
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But there was a little-known interest of his: After the 
war, Villanueva would organize The Manila Chronicle. 
In 1949, he would sell his holdings to the Lopez Family 
but would stay on as its general manager for many 
years. This paved the way for his close friendship with 
the Philippines’ Neo-Realists — men such as Hernando R. 
Ocampo, Vicente Manansala, Cesar Legaspi who either 
wrote or contributed their artworks — or both — to the 
Chronicle’s wildly popular Sunday Magazine, entitled 
“This Week.”

In addition, The Roberto T. Villanueva Collection of 
ceramics is one of the most comprehensive collections 
of Chinese and Southeast Asian tradeware found in the 
Philippines. It has more than 500 pieces dating from the 
9th to the 19th century. Covering a remarkable range of 
this ware, this collection is highly representative of the 
different groups of ceramics from China and Southeast 
Asia traded to the Philippines over a thousand years. 

Villanueva was also a knowledgeable collector of 
Philippine art through the centuries. He would be a 
member of the board of Far East Bank & Trust, which 
acquired the bulk of the Juan Luna paintings bequeathed 
to his son, Architect Andres Luna de San Pedro.

The Roberto T. Villanueva collection of Filipino art is 
nothing short of legendary.

(1) Villanueva (rightmost) with President Carlos P. Garcia. (2) Villanueva (third from 
left) with pillars of the Filipino-American business community, including Washington 
Sycip. (3) President Diosdado Macapagal welcomes Villanueva. (4) Villanueva (center) 
in Washington D.C. Beside him Gerardo Sicat.
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127  PROPERTY FROM THE ROBERTO T. VILLANUEVA COLLECTION

Félix Resurrección Hidalgo (1855 -  1913) 
Cow
signed (lower left) 
ca. 1890
oil on canvas
12" x 18" (30 cm x 46 cm)

P 2,600,000

This charming painting of a bovine — with the 
exuberant feel of having been created en plein 
air — is a reminder of the infinite talents of Félix 

Resurrección Hidalgo. Hidalgo was an exacting master 
of his art and would stop at no opportunity to hone it 
further, embarking on various expeditions in Normandy 
and Brittany to capture horses, nomadic gypsies, as well 
as romantic little villages that would dot the countryside.

Despite an immense Manila portfolio of land, Hidalgo 
chose to remain in Europe in somewhat reduced 
circumstances to pursue his art. He would, however, 
ultimately find it fulfilling. While he did not have the 
verve nor the same kind of acclaim received by Juan 
Luna, some critics say that the appellation of ‘H.C’ (or 
hors concourse, not in competition) that was affixed to 
his paintings indicate the respect the French Academy in 
Paris held for him.

A review of Philippine 19th century art contains this 
note, “Hidalgo studied under Señor Agustin Saez and 
proved his worth later by winning second prize for a 
portrait called La Flor de Manila. He was sent as a 
government scholar to Spain and then went to Paris 
where he stayed after the expiration of his scholarship. 
His style of painting is at once both romantic and lyrical; 
his landscapes and seascapes impressive and bold as his 
figure compositions.”

This work may be viewed as placid testimony of Hidalgo’s 
temperament and painstaking approach to art. (He was 
known to make several studies for each work that he 
would undertake.) The quietude of its subject would have 
almost certainly resonated with the owner Roberto T. 
Villanueva, investment banker and visionary art collector. 

Félix Resurrección Hidalgo, c. 1880s

The Quiet Genius 
by L ISA GUERRERO NAKPIL
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Angelito Antonio (b.  1939)

Mother and Child 
signed and dated 1979 (lower right)
oil on canvas
36" x 36" (91 cm x 91 cm)

P 500,000
PROVENANCE
Private Collection, Makati City

Distinguished modernist Angelito Antonio rose 
to prominence due to his well-defined figurative-
expressionist style. In the early days of his career, his 
artistic style was geared towards monochromatic colors 
of black and white. He later developed his clear-cut 
artistry, showcasing his uniqueness by integrating stylized 
representation and color schemes into his works. Like his 
wife, Norma Belleza, Antonio has a penchant for the folk 

genre, depicting fishers, vendors, and other native folks 
that encapsulate a bona fide representation of Filipino 
lifestyle and values. 
 
This piece showcases his angular color delineation. There 
is an idiosyncratic high-spiritedness in the jarring hues 
that brings out the strength of this work. For Antonio, 
color represents the hope of his obscure subjects—a 
yearning for alleviation from their miserable situations. 
The tension between figuration and abstraction in his 
pieces leads viewers to look into his distinct aesthetic 
disposition. Always committed to dynamic expression, it 
is only fitting to consider Antonio as one of the notable 
pillars of Philippine modern art.
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Hernando R. Ocampo (1911 -  1978)

Untitled I and II
signed and dated 1968 (lower right) each
oil on wood
11" x 8 1/2" (28 cm x 21 cm) each

P 600,000
PROVENANCE
Acquired directly from the artist

H.R. Ocampo created a visual language that cannot be 
mistaken for anyone else’s. He showed dynamic elements 
that might become part of any number of visually logical 
arrays vigorously sought by a desiring eye, such as how 
these pieces were presented in a mix of variation of orange 
and blue where the colors are given harmonic sequences 
of carefully arranged tones and intensities hence the 
viewer is left in awe to such masterpiece, a genius 
abstract discretion. Jonathan L. Beller, in his Nationalism 
in Scenes and Spaces of H.R. Ocampo, even described 
Ocampo’s paintings as, “paintings seeking the liberation 
of vision through the deification of the visible object… If 
objectivity and objectification are precisely the removal 
of agency from living beings, the formal decodification 
of the very process of objectification returns power to 
the viewer, allowing the eye to dance in a relatively free 
quest for new orders and meanings as it has a chance 
to create itself outside of any narrative schema.”
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Ramon Orlina (b.  1944)

Blue Flame of Passion
signed and dated 2020 (bottom)
carved Mediterranean blue glass
20" x 11" x 5" (50 cm x 28 cm x 13 cm)

P 2,600,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist

In traditional symbolism, the blue flame represents 
passion and intensity. In science, blue flames are 
among the hottest, with temperatures ranging 

from 1400°C to 1600°C (2550°F to 3000°F). The 
harmonious convergence of traditional symbolism 
and science is embodied in Ramon Orlina’s work 
titled Blue Flame of Passion. 

The work at hand encapsulates Orlina’s passion for his 
art and creative virtuosity. Mediterranean blue glass, 
which Orlina employs in this piece, was among the several 
mediums the artist had newly added to his oeuvre of 
majestic glass sculptures. Made during the height of the 
pandemic, Orlina pours out his creative vigor in this work. 
In this work, the artist renders an abstract likeness of a 
dazzling flame that epitomizes Orlina’s burning desire to 

breathe and create art at a time when lockdowns limited 
mobility and interaction among people. Henry Moore, 
Orlina’s foremost luminary, once said: “The secret of life 
is to have a task, something you devote your entire life to, 
something you bring everything to, every minute of the 
day for the rest of your life. And the most important thing 
is, it must be something you cannot possibly do.” 

Aside from being a symbol of passion, Orlina’s employment 
of blue glass evokes a therapeutic and soothing effect, a 
timely necessity in this period teeming with anxieties and 
hopelessness. In this piece, Orlina imbibes the spirit of 
Zen aesthetics to produce a masterpiece that genuinely 
evokes sublime harmony and elegant simplicity. Thus, 
a palpable sense of the divine and mystical can be 
discerned and experienced. (A.M.)
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Romulo Olazo (1934 -  2015)

Diaphanous 451
signed and dated 1986 (lower center) 
oil on canvas 
24" x 36" (61 cm x 91 cm)

P 1,600,000
PROVENANCE
Private Collection, Manila

Romulo Olazo once found his success as a 
commercial art director at an advertising firm 
in the 1960s. In 1974, he left his profession in a 

bold and spirited endeavor to pursue his passion for the 
arts and develop his artistry. He ventured into painting 
and print-making and successfully combined both to 
produce two of his most iconic series: Diaphanous and 
Permutation. 

Throughout the painting career of Olazo, the "dazzling 
dance of light" in his Diaphanous series has captivated 
his audience and critics, drawing them to the awe-
inspiring, seemingly luminous figures. According to Rod. 
Paras-Perez, Olazo "has achieved a complete oneness of 
technique and substance. Or of meaning, content ... and 
style" with his Diaphanous series. 

In this piece, Olazo's mastery of creating ingenious 
and finely drawn textures of lines creates an added 
dimension to the harmonious layers of paint. The 
opaque-like appearance of the subject shows his well-
executed control of the tonal quality of his works. To 
fully comprehend Olazo's subject matter, one must 
wholly understand the vast range of materials and 
techniques that he has experimented with. In her 2006 
Business Mirror article titled Pursuing Art Together, 
Alice Guillermo writes of Olazo's commitment to his 
Diaphanous series, noting that the latter exploits "the 
many possibilities of color, texture, and material. But 
always, these translucent/transparent forms in fine, even 
layers, touching and overlapping, interplayed with light 
that was introduced, insinuated, and imbued in the work 
by means of exquisite tonal control." (A.M.)
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Pacita Abad (1946 - 2004)

Mahatao 
signed and dated 1984 (lower right)
oil on canvas
36" x 50" (91 cm x 127 cm)

P 800,000
León Gallery wishes to thank Jack and Kristiyani Garrity 
for confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist

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

The revered Filipino artist 
Pacita Abad continues 
to be one of the most 

accomplished voices for Filipino art 
in the international scene. 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. Despite her 
international approach to art, 
Abad never forgot her own Filipino 
heritage. This particular Untitled 
piece is emblematic of Abad’s 
interest in the rich culture of her 
motherland, specifically of her 
birthplace of Batanes and of its local 
peoples the Ivatan.

According to Abad’s estate “You can 
see on the back of the painting Pacita 
wrote the old title ’The Dumpster’, 
from her earlier Bangladesh series. 
'The Dumpster’ (shown below) 
was part of a solo exhibition titled 
Paintings of Bangladesh by Pacita 

Abad, at Augusta Savage Gallery 
New Africa House, University of 
Massachusetts, Amherst, MA, 
March 9-27, 1981. When Pacita 
was busy preparing for her Batanes 
exhibition at the CCP in 1985 she 
ran out of canvas, so she decided 
to paint over her earlier painting 
to create 'Mahatao'. This was not 
the first, nor the last time that she 
repurposed her earlier artworks, 
as she continued this practice 
throughout her painting career.”

Top: The Dumpster from Pacita Abad's earlier 
Bangladesh series - modified to Mahatao
Bottom: Pacita Abad painting in Batanes, ca. 1985
Photos Courtesy of Pacita Abad Art Estate
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Ang Kiukok (1931 -  2005)

Mother and Child
signed and dated 2003 (upper left) 
oil on canvas
20 3/4" x 8" (53 cm x 20 cm)

P 800,000
Accompanied by a certificate issued by Finale Art File
confirming the authenticity of this lot

Ang Kiukok’s Mother and Child paintings veer away 
from the typicality of the artist’s works, in which human 
anguish and torment are explicitly evoked. In Alfredo 
Roces’ book Kiukok: Deconstructing Despair, Ang 
remarks that his “Mother and Child series expresses 
human love. A part of me is not angry. The Lovers 
theme also shows human affection.”

We see in the work at hand a lighthearted facet of Ang’s 
disposition. Here, the child playfully reaches out to his 
mother in the act of a warm embrace. The mother, in turn, 
cuddles her offspring in the most intimate way possible. 
The artist unequivocally evokes the distinct language 
of intimacy between the mother and her child. In a 
wholehearted declaration of his affinity for the maternal 
bond, Ang depicts motherly love as a love that transcends 
the metaphysical, divine and hallowed in essence. Roces 
writes in Kiukok: Deconstructing Despair: “Mother 
and child tie each other up into one interdependently 
intertwined knot: each needs the other.” (A.M.)
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Justin Nuyda (1944 -  2022)

Untitled (Search Mindscape Series) 
signed and dated 1974 (lower left and verso) 
oil on canvas
18” x 24” (46 cm x 61 cm)

P 700,000
León Gallery wishes to thank the estate of the artist 
for confirming the authenticity of this lot

PROVENANCE
Corito Araneta-Kalaw Collection

A pillar of Philippine Modern Art is the abstractionist Justin 
Nuyda, whose novel experimentations in light, color, and 
technique redefined what was possible within the medium of 
painting. However, beyond the formal relationships between 
artistic elements, the oeuvres of Nuyda are also deeply rooted 
in nature. He often draws inspiration from a variety of sceneries, 
such as landscapes, and uses them as the foundation for his 
abstract compositions. He remained faithful to his own visual 

language, preferring his unique kind of abstraction rather than 
another kind of realism, although the artist himself did not know 
what to call his style.

This 1974 abstract piece exhibits his earlier experimentations 
with abstraction. A sense of tranquility exuded by the calm 
gradients of sepia pervades the painting. The surreal work, done 
in oil, shows his deft skill and imagination in reconciling the 
geometric and organic.

Art critics have often described the art of Nuyda as poetic, and 
they were never wrong. His five-decade-long life in the arts was 
filled with delicate brushstrokes and striking colors, making 
wonderlands come to life in his canvases. He passed away 
recently, but his legend will forever live through his masterpieces. 
He was a Fine Arts graduate at the University of Santo Tomas in 
1966 and was among the early recipients of the Thirteen Artists 
Award from the Cultural Center of the Philippines in 1972. (P.I.R.)
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Arturo Luz (1926 - 2021)

Black Forms, White Space
signed (verso)
2007
aluminum
48" x 96" (122 cm x 244 cm)

P 3,600,000
Accompanied by a certificate issued by Ms. Luisa Luz-Lansigan
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

In Arturo Luz’s interview with Cid Reyes in March 
1973 and published in the latter's landmark book 
Conversations on Philippine Art, Luz says: “My work 

is linear or geometric, and that’s it, essentially. I cannot 
imagine myself going conceptual or surrealistic tomorrow.”

In 1963, the defunct Rizal Theater was built on a 
parcel of land on the corner of Ayala and Makati 
Avenues (now occupied by another Makati landmark, 
the Makati Shangri-La). It was designed by National 
Artist for Architecture Juan Nakpil. Arturo Luz would be 
commissioned by his friend, Fernando Zobel, to do some 
drawings on a blank concrete wall in the lobby. 

Luz recalls this moment in Cid Reyes’ book on him. “With 
no prior study, and with my cans of black paint and two 
brushes, I started to do these doodles of a city scene,” 
Luz says. “Eventually, I began to fill up the wall with all 
these lines. I was painting direct on the concrete wall, 
which I had prepared with a yellow background. In fact, 
Zobel himself got interested and added a few of his lines. 
In three days, I finished the entire wall. 

Years passed, and the mural began to suffer from 
discoloration and molds. Luz recalls his solution to fix the 
issue: “To this day, I still remember my solution to the 
problem. I said, ‘Plaster it!’”

In the latter half of the 1970s, Luz would be commissioned 
to create a mural for the lobby of the Cultural Center of 
the Philippines’ Bulwagang Carlos V. Francisco. Reyes 
writes in Arturo Luz: “In preparing for the large mural 
at the Cultural Center (Carlos V. Francisco Hall), Luz 

learned from his Rizal Theatre experience. Several wood 
panels were seamlessly conjoined together…Executed in 
black-and-white automotive lacquer, animated by simple 
patterns and forms, a dynamic and expansive realization 
of positive and negative space. Working on a grid, Luz 
spiked the design with sharp triangular forms, tempering 
these at the same time, graced by arching edges.”

The CCP mural, aptly titled Black Form, White Space, 
would serve as an impetus for numerous similar works 
bearing Luz’s mastery in exploring the endless possibilities 
between forms and spatial relationships. Here, the non-
objective art style that Luz imbibed in his works in the 
late 1960s becomes more conspicuous.
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The work at hand bears similarities to the CCP mural, albeit 
on a smaller scale. In this piece, we see Luz in a different 
light: a non-representational artist aiming for heightened 
simplicity and veering away from the figurative Luz that 
painted cyclists, musicians, and acrobats. Here, Luz gives 
more emphasis to the fundamentals of art: shapes, 
forms, colors, and space. Taking cues from Oriental 
aesthetics, Luz establishes spatial depth through the 

subtle and harmonious convergence of the composition’s 

white space with another flat surface of the same color. 

Thus, illusions of seemingly infinite space and volume 

are engendered, highlighting Luz’s firm adherence to his 

distilled geometric visual language.

Reyes notes that Luz’s venture into this kind of artistic 
practice made him join the ranks of what art critic 
Lawrence Alloway called “One-Image” artists. Alloway 
notes this as “a possible term for repeated use of a 
configuration…All the One-Image artist has to have done 
is to have painted his earlier work… Here, forms become 
meaningful, not because of ingenuity or surprise, but 
because of repetition and extension. The recurrent image 
is subject to continuous transformation, destruction, and 
reconstruction; it requires to be read in time as well as 
in space…In One-Image art, we look for variety within 
conspicuous unity.” (A.M.)
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Federico Aguilar-Alcuaz (1932 - 2011)

New York 
signed and dated 1976 (upper right)
oil on canvas
24" x 33" (61 cm x 84 cm)

P 800,000
León Gallery wishes to thank Mr. Christian Aguilar
for confirming the authenticity of this lot

The “epic troubadour of the urban landscape” was 
Federico Aguilar-Alcuaz, as per art critic Rod Paras-
Perez. Ever since the early days of his artistic career, he 
had a penchant for landscape paintings. The interest 
of the young Alcuaz was piqued by his professor at 
the University of the Philippines, Toribio Herrera. As he 
pursued art full-time in the mid-50s, he lived the life of 

a real Renaissance man, traveling the world to absorb 
various cultures as he painted. He began by painting 
barong-barongs, then progressed to the cityscapes of 
New York before concentrating on the urban landscapes 
and skylines of Manila.

As seen in this 1976 oil painting, Alcuaz flaunts his rich 
and dark palette, fluent brushwork, and mastery of 
unconventional design and composition. The atmosphere 
and the architecture are so close, once again using the 
regimented, horizontal, and vertical lines to exaggerate 
the effect of static spaces amid the realities of urban 
movement. A landscape piece such as this one can be 
assumed to have been painted from a high vantage 
point, usually from a hotel room or from a tall building. 
The private collection of Alcuaz contains the majority of his 
early oeuvres that depict the Philippine countryside. (P.I.R.)
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Antonio Austria (b.  1936)

Kasalan
signed and dated 1990 (upper left and verso)
oil on canvas
32" x 34" (81 cm x 86 cm)

P 400,000

Antonio Austria’s art has featured subjects with an 
assortment of characteristics that set them apart per 
period, while retaining certain traits that have preserved 
their essence. In this very work by the renowned 
modernist, there is an expressive tone that resonates of 
local and distinctly Filipino themes. After graduating with 
a Bachelor of Fine Arts degree in 1956, Austria’s first job 
was in the Universal Textile Mills, as a textile designer for 
10 years, before teaching art at the University of Santo 
Tomas in 1969 , before deciding to become an artist. In 
1976 Leonidas Benesa noted that Austria’s “childlikeness 
is only a front for the silent workings of an architectonic 
mind.” “I struggle through every composition,” he told 
the critic Cid Reyes in 1997. (J.D.)
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Federico Aguilar-Alcuaz (1932 - 2011) 
Barcelona Series
ca. 1960
oil on canvas
26" x 32" (66 cm x 81 cm)

P 1,400,000
León Gallery wishes to thank Mr. Christian Aguilar
for confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist
Private Collection, Manila

Federico Aguilar Alcuaz, in the words of Alice 
Guillermo, is an “abstract artist of the highest 
order.” And deservingly so: the artist has garnered 

awards and acclaim for his art here and abroad. His 
hedonistic life as a bon vivant is reflected dramatically 
in his works: unbridled energy, sophistication, and the 
ability to harness the qualities of the medium come to 
the fore in his canvas. The era that was the sixties in the 
life and career of Alcuaz was one marked by international 
recognition and awards. As an artist, he excelled in 
portraits, landscapes, still-life, and abstracts, which this 
brooding and highly emotional piece exemplifies. This 
work is a visual focus, no doubt intense and frenetic.

Alcuaz has drawn inspiration from a wide variety of 
sources, from his early years in the Philippines to his 
long stay in Europe, resulting in an art that is universal 
in nature. Alcuaz wields a powerful brush. Often in 
Alcuaz’s work, there is this sense that we are looking at 
the tempestuous aesthetics and hedonism of Spain and 
the rest of Europe. The viewer can imagine that as the 

artist executed his strokes and applied his solid colors, 
there was this sense of serendipity that revealed a kind of 
“dancing” poetry driven by sheer energy. Alcuaz painted 
rapidly, a stirring of imagination that communicates to 
the viewer a pleasurable emotion.

As an artist who conforms to tradition, Federico Aguilar 
Alcuaz saw art as both a gift and a calling, something 
worth all the efforts as well as the pleasure of creation. 
The National Artist garnered great adulation and acclaim 
for his mode of abstraction which presents complex 
interplays of elements, disfiguring his subjects to the 
point where only their bare essence remains. Elegant and 
refined are his artistic tendencies, as his works exemplify 
a distinct European flair — a quality found in the works of 
very few Filipino artists. For Alcuaz, the quality of a piece 
of art has nothing to do with its being either abstract or 
figurative. Art, as language, can indicate either abstract 
or concrete images like a musical composition, which 
can be evocatively pastoral or highly atonal. And in both 
cases, equally excellent.
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Elmer Borlongan (b.  1967)

Clenched Fist
signed and dated 2013 (lower right)
chalk pastel on paper
16 1/2" x 11 3/4" (42 cm x 30 cm)

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

The works of Elmer Borlongan encapsulate the collective 
experiences and struggles of the ordinary Filipino. With 
his distinct visual language of figurative expressionism, 
Borlongan injects palpable qualities of lightheartedness, 
optimism, and resilience into his works, imbibing familiarity 
into an oeuvre with which the people could easily identify 
with. In a 2018 interview with BusinessWorld for his 
retrospective exhibition at The Metropolitan Museum of 

Manila, Borlongan says: "I want my paintings to reach even 
regular folk. I have a passion for the ordinary Filipino that 
they, too, make big contributions to society. I want to show 
that they may be poor, but there is still hope."

In the work at hand, the man's glaring eyes exude a 
penetrating gaze; his clenched fist evokes a stifling 
atmosphere. Is the man communicating his emotional, 
physical, and mental distress to the viewer? Is he 
conveying the anguish of mortal existence borne from 
one's harsh socio-economic conditions? Or, in a more 
powerful interpretation, is the man expressing, through 
his clenched fist, his bold solidarity with his fellow men? 
Following the maxim “crisis generates resistance,” is he 
now geared up to organize and painstakingly mobilize 
with them? Only Borlongan knows. In the artist's own 
words, "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." (A.M.)
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Romeo Tabuena (1921 - 2015)

Hombre Con Flauta
signed and dated 1969 (upper left)
acrylic on canvas 
22" x 16 3/4" (56 cm x 43 cm)

P 200,000
PROVENANCE
Private Collection, Manila

A Neo-realist painter and printmaker from the post-
war era, Romeo Tabuena created masterpieces that 
broke barriers and made contributions to the evolution 
and development of Philippine modern art. Cubism 
and Chinese vertical format painting are his dominant 
styles, using acrylic, oils, or watercolors that exhibit the 
intermingling of two cultures: Filipino and Mexican. His 
extensive oeuvre depicts themes such as the working 
class, traditional or countryside living, and indigenous 
flora and fauna.

In 1955, Tabuena settled in San Miguel de Allende, 
Mexico, where he continued his profession as an artist 
until his death. His paintings during this period were 
characterized by a colorful, prismatic style depicting 
ordinary people, exemplified in this piece titled Hombre 
Con Flauta. His expressionist influences are manifested 
through the opaqueness and straightforwardness of the 
figures, combined with their stylized “blocky” quality. 
He also manages to incorporate a lyrical brushwork 
influenced by traditional Chinese art. Here, Tabuena 
demonstrates his proficiency in merging various facets 
from different cultures, securing his position as one of the 
leading figures of modernism in the Philippines.
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Florencio B. Concepcion (1933 - 2006) 

Abstract
signed and dated 2003 (lower left) 
oil on canvas 
48" x 48" (122 cm x 122 cm)

P 800,000
PROVENANCE 
Private Collection, Manila
León Gallery, The Spectacular Mid-Year Auction, 
Makati City, 9 June 2018, Lot 11

Instead of showing us a kind of glorified snapshot of 
an actual subject, Concepcion reveals its dramatic 
and psychological atmosphere through the 

abstract means of colors, brushwork and compositional 
arrangement. To view Florencio Concepcion’s abstract 
oil paintings is to be calmed in the spirit, even if in this 
work, there is a predominance of black. It’s like being 
transported to a secret garden, a hideaway in the 
countryside. Brilliant colors of red, green, blue, and yellow 
blend in a smooth flow in square canvases. The mood is 

soothing. The spirit, carefree yet quiet. In almost all his 
recent works exhibited at the Luz Gallery, the sun hovers 
as a vague, round circle in the center of his paintings. 
It is Concepcion’s tribute to life since, he affirms, “the 
sun is life.” Concepcion believes his paintings are like an 
autobiography, a product of his feelings and his creativity. 
If his paintings calm the viewer, it’s because Concepcion 
himself is a man at peace. “Life has been good to me,” 
he muses. “The mere fact that most of my dreams came 
true is proof enough.”
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Lynyrd Paras (b.  1982)

Untitled
signed and dated 2010 (lower right) 
acrylic on canvas 
48" x 24" (122 cm x 61 cm)

P 80,000

Upon viewing the various faces and portraits that 
populate Lynyrd Paras’ artistic canon, one is immediately 
faced with a flurry of raw and unfiltered emotions. As 
an artist, Paras’ works do not shy away from depicting 
twisted or macabre themes and subjects. His haunting 
yet beautiful figures point towards a heightened sense 
of surrealism. But, Paras also imbues his portraits with 
a sense of softness that hints at a lived-in reality. From 
the world of everyday urban details that surround our 
lives, Lynyrd Paras recasts experiences of time and place.  
He paints people not as an artist but as one who shares 
their plight and understands their struggles. Through 
his works Lynyrd Paras reaches beyond the singular, 
individual experience to one that embraces a gritty 
urban awareness of life and change that touches all of 
us.  Internal angst in full display. A strong and persistent 

Romeo Tabuena’s artistic career is one filled with multiple travels 
and journeys. After earning a degree in architecture from the 
Mapua Institute of Technology and a degree in painting from 
the University of the Philippine’s College of Fine Art, Tabuena 
sought to quell his passion for art by turning to foreign masters. 
He then left the Philippines in order to enroll himself at the Arts 
Students League in New York, and then at the Académie de 
la Grande Chaumière in Paris. After completing his advanced 
studies, he moved to San Miguel de Allende in Mexico. There 
he was able to foster and experiment with different styles and 
techniques, and grow together with the other up and coming 
artists that lived in the community.
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Romeo Tabuena (1921 - 2015)

Las Devotas #14
signed and dated 1953 (lower right) 
ink on paper  
11" x 16" (28 cm x 41 cm)

P 100,000
PROVENANCE
Philippine Art Gallery (PAG)

vein of macabre fantasy that runs through his oeuvre. 
Thus, he gives us a rare glimpse into spaces only a few 
artists have ventured into, creating a wholly unique and 
novel experience. (J.D.)

This particular is from Tabuena Philippine Series, which are 
works executed prior to his education in Mexico. Tabuena 
created groundbreaking works that contributed to the evolution 
of Philippine art. Self-confessed to be highly influenced by 
Cubism and Chinese vertical paintings, the majority of his works 
were acrylics, oils, and watercolors that featured Filipino cultural 
themes, such as traditional housing, working people, and native 
plants. He is often classified as belonging to the postwar 
neorealist movement, with his then fresh approach to form 
sometimes compared to Chinese calligraphic brushstrokes. (J.D.)
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Mauro Malang Santos (1928 - 2017) 
Woman
signed and dated 2007 (lower right)
oil on canvas
12" x 9" (30 cm x 23 cm)

P 400,000
Accompanied by a certificate issued by West Gallery
confirming the authenticity of this lot

Mauro Malang Santos was an award-winning Filipino 
visual artist who started his creative career as a cartoonist 
and illustrator. Later in his career, Malang expanded his 
interest in art. In the early ‘90s, his compositions moved 
towards Cubism and semi-figurative abstraction. 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.”

A notable attribute in the oeuvres of Malang is his muses 
— the women in their traditional attire. The earliest 
appearance of his muses appeared like dots in a field, 
only a part of his abstract landscapes and not the center 
of the canvas. His female figures are the familiar faces in 
rural areas, namely the mothers and vendors. Made in 
the latter period of his career, the woman depicted in this 
piece no longer hides amidst the scenery, albeit is still 
rendered in the same amusement and curiosity about 
geometry. (P.I.R.)
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Antonio R. Roxas de Ayala
Master of the Hunt, 
Consummate Outdoorsman
by AUGUSTO MARCELINO REYES GONZALEZ I I I

Antonio Roxas de Ayala (born on 1881) was one 
of the three sons and two daughters of 1800s 
tycoon Pedro Pablo Roxas y de Castro and 

heiress Carmen de Ayala y Roxas (Margarita Roxas de 
Ayala married Eduardo Soriano y Sanz;  Pedro Roxas de 
Ayala married Margarita Argellies;  Consuelo Roxas de 
Ayala married Enrique Zobel de Ayala; Antonio Roxas de 
Ayala married Carmen Gargollo;  Jose Roxas de Ayala).

In his memoirs, former Manila Mayor Felix Roxas y 
Fernandez, who described himself as a “poor Roxas,” 
reminisced the fateful day of 13 August 1898, when 
he learned that Madre Espana had surrendered Las 
Islas Filipinas to the United States of America.  He was 
in Saint–Jean–de–Luz in France with his “rich Roxas” 
“parientes,” among them, the fourteen year–old Antonio 
Roxas de Ayala:

“Don Pedro P Roxas, with whom I had lived in the French 
capital since my arrival there, upon recovering the 
properties and other assets which had been confiscated 
by the Manila government, had proceeded to London 
with the intention of emigrating, with his son Pierre 
and his servant Ciriaco, to one of the South American 
republics, should he be able to pick one to his liking.  I 
realized the necessity of leaving Paris when I learned that 
a contingent of my relatives from Manila was arriving in 
Marseilles.  Among those who figured prominently in this 
expedition were, on one side, Don Vicente D Fernandez, 
Mrs Carmen Ayala de Roxas, with her daughter Consuelo, 
her 14 year–old son Antonio and a servant.  On the other 
side were Mrs Trinidad Ayala de Zobel, widow of Don 
Jacobo Zobel Zangroniz, her son Fernando Antonio, her 
daughter Margarita, and Marcelina, the old family maid 
from Seville.”

“As soon as I learned about their arrival, I proceeded 
immediately to the Latin barrio of the students to 

look for Enrique Zobel, a student of mine, so we could 
make the trip to Marseilles to welcome the newcomers.  
When visiting this port, we always stayed at the Hotel 
de Castille et Luxembourg of Mr Pereyra, a Portuguese.  
The newcomers from Manila also stayed in the same 
hotel.  After two days, the dispersal of the group started.  
A London telegram from Pedro P Roxas sent Vicente 
Fernandez scurrying to the British capital.  Mrs Trinidad 
Ayala de Zobel, with all her children, left on a tour of 
Europe as they had planned, leaving with us the mother 
of Antonio Roxas with her daughter Consuelo and her 
Filipina and Spanish maids in Marseilles.” 

“Antonio used to go to the railroad station daily at noon 
and wait for the train from Spain in order to buy Spanish 
newspapers and fruits.  One morning Antonio arrived 

Don Antonio and Doña Carmen with their four children, Antonio (Tito), Jose (Pepito), 
Ramona, and Eduardo.
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very much upset;  since we had already been seated at 
the lunch table waiting for him, he told us in a loud voice:  
“Now you will know some news of great importance.”  He 
handed the newspaper to his aunt, Dona Trinidad, who 
read it aloud.  Manila had surrendered to the Americans 
on the 13th of that month.  All the ladies cried in anguish 
and copious tears flowed down their cheeks, tokens of 
their deep sorrow, while the men’s faces failed to show 
any emotion to the news of change of sovereignty.”

After his father Pedro Pablo Roxas passed away in Paris 
in February 1912, Antonio Roxas de Ayala had to travel 
back there with Roxas relatives via the Trans–Siberian 
Railway to retrieve his father’s body for the last rites in 
Manila.  Felix Roxas recalled:

As the son of very rich parents, Antonio was really used 
to the “good life.”  Arriving in Paris to close a painful 
chapter of his family’s life --- his father’s sixteen–year 
self–exile of no return, he generously gave away the 
luxurious interior furnishings as well as the horse tack 

in the stables of his father’s hotel particulier to the loyal 
household staff that had served his exiled father for 
sixteen long years.  Learning from the French lawyers 
that it would take several days to assemble and update 
his late father’s documents, Antonio towed his relative 
Felix Roxas to the Cote d’Azur/French Riviera for rest 
and recreation in the new land of sun, sea, and fun for 
the European aristocracy.  The rich Antonio took all the 
luxury and frivolity in stride, while the poor Felix was 
amazed at all the extravagance he saw.  While there, 
they heard that their multimillionaire “parientes” --- 
Demetrio Tuason y de la Paz (“Queso”) and his wife 
Natividad Zaragoza y Roxas (“Naty”), a niece of Felix by 
his successful businesswoman first cousin, Rosa Roxas 
y Arce, Sra de Jose Zaragoza y Aranquizna --- were also 
in the area.  Demetrio had just ridden the fashionable 
hydroplane.  Natividad serendipitously encountered 
Antonio Roxas and Felix Roxas in Nice.     

As expected of one of Manila’s richest men, Antonio 
Roxas de Ayala was also a political powerbroker.
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“During one of the last days of November, 1912, I was 
invited as Mayor to be present at 2:30 o’ clock in the 
afternoon at the Tiro al Blanco Club on Buenavista street, 
Santa Mesa.  At the time indicated, Manuel Quezon, 
Tomas Earnshaw, and Antonio Roxas arrived in the 
premises of the Club almost at the same time.”

“Finding me already there, they asked to be excused 
for a while because they had to discuss an important 
matter, and proceeded to one end of the gallery facing 
one of the tennis courts.  The conference seemed very 
interesting and judging by the attitude of each, it could 
be deduced that Quezon proposed, Antonio Roxas 
persuaded, and Earnshaw meditated.  They stood up, 
went down to the tennis court, always discussing while 
they went from one end to the other end of that sport 
center, until the time came when each one revealed in his 
attitude that they had reached a satisfactory agreement.  
With an air of complacence, they went to me and holding 
Mr. Earnshaw by the arms in an affectionate embrace, 
Quezon and Roxas exclaimed:  ‘At last we have the 
Resident Commissioner that we anxiously desire.”

Antonio Roxas inherited very well from his parents;  in 
fact, he received the star lot of his parents’ Roxas–de 
Ayala estate:  the Nasugbu sugar plantation and mill 
which was churning out yet another large fortune for 
the family.  However, because of his long and passionate 
involvement with the ancestral Roxas Hacienda 
Calatagan of 10,000 hectares, his Roxas–de Ayala 
family wept copiously when it was instead assigned to 
the Zobel–Roxas siblings Jacobo, Alfonso, and Mercedes 
Roxas Zobel.  

Zobel historian Alejandro Lachica wrote in the 1984 book 
“Ayala – The Philippines’ Oldest Business House”:

“In 1914 came the time for the family to legally apportion 
its inheritance.  Viuda e Herederos de Pedro P Roxas, in 
which the Roxases, Ayalas and Zobels were represented, 
was dissolved and a new group, Viuda e Hijos de Pedro 
P Roxas, was formed to incorporate most of Don Pedro’s 
sugar properties.  This portion of the estate was assigned 
to Dona Carmen’s eldest son, Antonio Roxas.  The 
Sorianos were awarded the bulk of Don Pedro’s shares in 
San Miguel Brewery.  The Roxases in turn gave up their 
interests in Ayala y Compania which was adjudicated 
solely to Dona Trinidad.  The Hacienda San Pedro de 
Makati was given to Jacobo, Alfonso, and Mercedes Zobel 
y Roxas, the children of Enrique Zobel and Consuelo 
Roxas y de Ayala.” 

“As assets were valued at that time, the 1914 division 
left Antonio Roxas and his heirs with the prize of the 
combined Roxas–Ayala fortune:  the sugar– producing 
Nasugbu estate.  Although the Philippines was beginning 
to modernize, it was still basically a plantation and mining 
economy earning most of its dollars from cash crops and 
gold.  Sugar growers had a guaranteed season–after–
season market in the United States.”  

Antonio Roxas was most associated with two places 
during his short lifetime:  Hacienda Calatagan in 
Batangas and the newly–established Baguio.

Antonio Roxas de Ayala was a consummate outdoorsman.  
His nephew Alfonso Roxas Zobel (second son of his sister 
Consuelo Roxas de Ayala with her husband Enrique 
Zobel de Ayala) in an essay titled “Calatagan:  Visits 

to an Enchanted Country” (in the book “Ayala – The 

Philippines’ Oldest Business House,” 1984) remembered:Left: Ramona Roxas at 2 years old. Right: Ramona Roxas.

The wedding of Ramona Roxas to Esteban Fernandez.



T H E  K I N G L Y  T R E A S U R E S  A U C T I O N  2 0 2 2 196

“What we liked most were the hunting expeditions for 

deer and wild boar with our cousin Antonio and his 

father.  The hunters, foremen, the guides and the men 

from the kennels used to assemble in front of the manor 

house.  At Tio Antonio’s signal, the expedition went on its 

way.  Hunting was a passion for my Tio Antonio.  I think 

I inherited my love for the sport from him.  On specific 

occasions when he was on vacation with his family in 

Calatagan, he used to invite us to join him.”
  
“The biggest hunting expedition in the history of 
Calatagan took place in May 1913.  It was organized for 
the American Governor General, William Cameron Forbes 
who, like my Tio Antonio, also loved the sport.  Hunters 
who took part said that 25 shotguns were used.”

“They said that the following were present:  Tio Antonio, 
my father Don Enrique Zobel de Ayala;  Tio Edward 
Soriano;  Tomas Earnshaw;  Francisco Ortigas;  Joaquin 
Elizalde, Sr;  Jose Zabarte;  John Kennedy;  Federico 
Martinez;  Manuel Nieto;  Manuel Iriarte (Yriarte) and 
Faustino Perez.”

“There were close to 400 hired guides and foresters 
from Nasugbu, Calatagan, Balayan, Calaca and Lemery 
who were transported to Calatagan on the M/S Tito 
and the M/S Don Antonio.  The hunting activity lasted 
two entire days and some 150 deer and wild boar were 
caught.  Since the manor house bedrooms could not 
accommodate everyone, beds were set up in the living 
room and even in the dining room.  Horses had to make 
countless trips to transport the guests from Taal and 
Lemery.  All in all, there were approximately 600 persons 
including guides, hunters, underbrush beaters, jockeys, 
servants and guests.  The cost of the hunting expedition 
amounted to P 15,000.00, considerably a real fortune 
judged by the standards of the time.  The dog packs 
consisted of English bloodhounds owned by Tio Antonio 
and by some families of Nasugbu, Balayan and Lemery.”  
  
Antonio Roxas de Ayala married Carmen Gargollo and 
they had four children:  Antonio Gargollo Roxas Jr (“Tito”);  
Jose Gargollo Roxas (“Pepote”);  Ramona Gargollo Roxas 
(“Ramonita”);  Eduardo Gargollo Roxas.

Antonio Roxas de Ayala passed away in 1915 in his 
Baguio summerhouse, only three years after his father 
Pedro Pablo Roxas de Castro in 1912 and fifteen years 
before his mother Carmen de Ayala y Roxas in 1930.

(Clarification:  the author only uses the Spanish 
(paternal surname before maternal) or Spanish–Filipino 
nomenclature (with a “y” between surnames) and the 
honorifics “Don” and “Dona” for those born during the 
Spanish colonial period (up to 1898).  For women, the 
maiden name is retained, Spanish–style.  For everyone 
born during the American period (from 1898 onwards), 
it’s the American nomenclature with or without the 
formal  Mr,  Mrs,  Miss,  regardless of financial or social 
stature. – AMRG3)
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145  PROPERTY FROM THE DON ANTONIO R. ROXAS DE AYALA COLLECTION

Fernando Amorsolo (1892 - 1972)

Evening Meal on a Raft House
signed and dated Manila 1930 (lower left)
oil on canvas
27" x 37" (69 cm x 95 cm)

P 8,000,000
PROVENANCE
Don Antonio Roxas de Ayala 
Ramona Roxas, thence by descent

In 1919, the twenty-seven-year-old Fernando Amorsolo 
traveled to Spain to study at the Real Academia de 
Bellas Artes de San Fernando under the auspices of 

Don Enrique Zobel de Ayala. He had offered the young 
Amorsolo financial support to learn art developments in 
Europe. However, as Ramon Villegas notes, "to Amorsolo's 
surprise, after evaluating his work, the school informed 
him that they would accept him, not as a student but as 
a professor at the school."

Amorsolo would instead explore the country and visit 
its museums. There, he had the felicitous opportunity 
to witness works by eminent Spanish painters. One was 
the Baroque master Diego Velázquez, whose work Don 
Fernando de Austria Amorsolo copied, of course with 
permission, at the Prado Museum. 

Amorsolo would eventually return to the Philippines 
in1920, after only a year of his Spanish sojourn. Barely 
a month after his homecoming, Amorsolo would be 
interviewed for the newspaper Manila Nueva. In that 
interview, he was asked about his ideal artists whose 
works were in the Prado. Amorsolo replied: "Velázquez 
is indisputably number one: that is how he is universally 
consecrated." Apart from Velázquez, Amorsolo was also 
influenced by the luminist Joaquin Sorolla, from whom he 
acquired the technique of "utilizing the sun to draw out 
the most dramatic effects," according to Villegas.

Vestiges of Velázquez's and Sorolla's technical brilliance 
would reflect on Amorsolo's works during his Golden 
Age. Velázquez's 'vision of the moment' technique and 
Sorolla's character as a 'discerning and active observer 
of nature' were elements Amorsolo profoundly imbibed 
into his virtuosity. In a 1969 interview with Nick Joaquin 
for his article ‘Homage to the Maestro’ and published 
in 1969 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. Maski sa España, kung 
nagpipinta ako, diyan ako nagpipinta sa liwanag na 
liwanag. Wala akong ginawa kundi mag-observe.

In a prior interview with Neal Cruz in 1960 for Insurance 
Line, Amorsolo delves into his creative process when 
working outdoors. "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. This is particularly true with sunsets. A sunset 
sky will turn from red to orange to yellow in a matter of 
minutes." Amorsolo limited himself to "fifteen minutes…
when painting a sunset scene."

Such creative propensity for working en plein air to 
genuinely capture the brilliance of Philippine sunlight is 
encapsulated in this work titled Evening Meal on a Raft 
House. The backdrop of a sublime sunset sky sets the 
overall mood of the composition. We see an intimate 
scene of a family having supper on a bamboo raft docked 
on the beach. In the background, three men prepare to 
embark on a fishing excursion into the high seas. We see 
Amorsolo's painterly brilliance in illuminating the entire 
composition amid his depiction of the fast transition 
between twilight and dusk, which he renders with 
penetrating accuracy. The bursting pink-orange packet 
of light on the horizon evokes a breathtaking sunset that 
burns into the picture. A formidable billow of clouds rolls 
by in the background, effectively contrasting with the pink 
sky to depict a sublime passage from sunset to nightfall, 
capturing the divine ephemerality of time. 

The overall picture engages the viewer in an immersive 
experience; the chance to experience the majestic fading 
of daylight once again, which we unintentionally dismiss 
due to life's hustle and bustle. We are thus reminded of 
the gravitas of that moment to pause and take a rest 

to recuperate from the vicissitudes of being, living, and 

existing. It is a poignant yet promising reminder of the 

necessity of an untroubled and soothing interlude to 

bounce back and recover to reclaim another day 

filled with struggles, contradictions, and the ultimate 

realization of our aspirations and goals. Rest, for 

tomorrow is ours. (A.M.)
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Buen Calubayan (b.  1980)

Clouds Study
signed and dated 2016 (upper left)
oil on canvas
18" x 24" (46 cm x 61 cm)

P 180,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

PROVENANCE
Blanc Gallery, Quezon City

Buen Calubayan’s artistic practice is one that interweaves 
history, politics, religion, and identity to create deeply personal 
yet culturally important pieces that challenge the traditional 
role of aesthetics in society and history. For Calubayan, art, 
now more than ever, must take upon an interdisciplinary and 
intersectional approach given that the reality of the world is 
now presupposed by an inherent sense of pluralism. In this 
piece, Calubayan challenges our traditional perception of art. 
The work suggests that art should go beyond the act of seeing, 

The creative praxis of contemporary artist Jack Salud 
espouses pointillist painting. Salud focuses on creating 
large-scale masterpieces rendered in his intricate 
employment of delicate specks of paint. Salud entered 
the art arena in 1996 when he participated in the 
annual invitational watercolor exhibition/competition 
‘Kulay sa Tubig’ (Color on Water). Since then, Salud has 
participated in numerous exhibitions, the latest being 
‘Paint My Dreams’ in 2020, an online fund-raising exhibit 
for the Rotary Club of Bagong Silangan in Quezon City.

The title of this work, Victorious, is encapsulated in the 
Bible verse Philippians 4:8, which Salud references in the 
painting’s inscription. “Finally, brothers, whatever is true, 
whatever is honorable, whatever is just, whatever is pure, 

146

Jack Salud (b.  1964)

Victorious
signed and inscribed "Philippians 4:8" (lower left)
acrylic on canvas
48" x 32" (122 cm x 81 cm)

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

whatever is lovely, whatever is commendable, if there 
is any excellence, if there is anything worthy of praise, 
think about these things.” Furthermore, Salud is driven 
by Henri Matisse’s maxim that says, “Creativity takes 
courage.” Thus, in discerning this work, Salud invites and 
encourages the viewer to revel in the inner intimacies of 
their passions in life. (A.M.)

but must also reflect a sense of being. For Calubayan, this 
means that art must reflect the multifaceted nature of reality by 
combining different approaches in order to achieve a successful 
synthesis. Calubyan’s figurative piece combines both traditional 
techniques with surrealist treatments in order to capture an 
ineffable sense of memory, nostalgia, and history that effectively 
reflects the contemporary condition. (J.D.)
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Eduardo Castrillo (1942 - 2016)

Legato 
signed and dated 2013 (lower left)
brass and wood
sculpture: 37" x 58" x 5" (94 cm x 147 cm x 13 cm)
frame size: 40 1/2" x 62" (103 cm x 157 cm)

P 200,000
Accompanied by a certificate issued by Mr. Nixxio Castrillo 
confirming the authenticity of this lot

In the musical lexicon, ‘legato’ refers to the singing or 
playing of notes smoothly and without unnecessary, 
interrupted breaks. Eduardo Castrillo appropriates 
the term to refer to the technical brilliance of the 
mediums—brass and wood—employed in this piece 
aptly titled Legato. 

Castrillo creates a compelling illusion in this piece, 
in which the wood seemingly penetrates the brass, 
exhibiting a smooth transition from wood to brass and 

vice-versa. The smoothness of brass melded with the 
matte finish of wood, which Castrillo harmoniously fused 
in this piece, evoking a smooth-flowing sound akin to an 
exceptional vocalist singing complex melismatic lines 
with utmost fluidity, precision, and ease. The work is void 
of any tension. Hence visual resonance is achieved, and 
Castrillo’s sculptural eloquence is flaunted.   

Being the avant-garde sculptor he was, wood as a 
medium was not something that Castrillo had developed 
a specific fondness for. When asked by Cid Reyes in a 
1989 interview, which would later be published in his 
landmark book titled Conversations on Philippine Art 
(1989), why the artist does not “seem to work with wood,” 
Castrillo answered: “I’ve worked with wood but not that 
much.” Therefore, this piece is one of those few works in 
which Castrillo employs the potency of wood not only as 
a traditional medium in sculpting but to achieve sublime 
gracefulness and add a layer of creative expression. (A.M.)
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Emmanuel Garibay (b.  1962)

Kasama
signed and dated 2012 (lower right)
oil on canvas
72" x 54" (183 cm x 137 cm)

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

LITERATURE
Flores, Patrick and Emmanuel Garibay. Walang Sinasanto: Emmanuel 
Garibay (Exhibition Catalog). Quezon City: UP Vargas Museum, 2013. 
Published on the occasion of the exhibition of the same name at the 
UP Vargas Museum in 2013. Full-color illustration and photo caption 
on page 29.

EXHIBITED
UP Jorge B. Vargas Museum, Walang Sinasanto: Emmanuel Garibay, 
Quezon City, February 13 - March 15, 2013

Emmanuel Garibay's Kasama implicitly yet 
powerfully captures a dark episode in the history 
of the revolutionary mass movement. Garibay 

evokes in this piece the infamous Kampanyang Ahos 
in the 1980s, in which revisionist perpetrators betrayed 
the revolutionary movement by executing comrades 
(kasama) they mistook as "deep penetration agents" 
or DPAs. These revisionists, according to NDFP senior 
adviser Luis Jalandoni in a 2002 interview with the 
alternative news outlet Bulatlat, "erroneously ascribed 
the setbacks being suffered then by the revolutionary 
movement in Mindanao," rather than to the militarist 
line they were pursuing."

"Because of their purely militarist line, they did not pay 
attention to mass work, land reform, and other programs 
that benefit the masses such as literacy and numeracy, 
health and sanitation, promoting sideline occupations, 
etc. Because of this, they had alienated the masses and 
lost their support," Jalandoni recalls.

"Their putschist line in the cities led them to carry out 
indiscriminate killings in Davao City and other urban 
centers, which gave the reactionaries the justification 
to form right-wing paramilitary groups such as the 
Alsa Masa. Because of the loss of mass support, the 
revolutionary movement was suffering many casualties in 
battles. The Alsa Masa was also able to wreak havoc on 
the mass organizations in the cities and in the countryside.

"But instead of recognizing that it was their militarist line 
that was the cause of these setbacks, they attributed 

these to supposed "deep penetration agents" or DPAs. 
"Kampanyang Ahos" was carried out supposedly 
to get rid of enemy infiltrators. Instead, it victimized 
many good comrades, allies, and members of the 
revolutionary mass organizations."

The piece depicts an overlay of images consisting of two 
revolutionary comrades and an image of a crucified man. 
By closely juxtaposing the images, Garibay evokes the 
betrayal of a kasama (comrade) by his fellow kasama. The 
image of the crucified man represents Judas' notoriety 
for his betrayal of Christ to the authorities, an allusion to 
the treachery within the mass movement.

According to Garibay, this piece is close to his heart since 
some of the victims of the infamous purge were his friends 
and close acquaintances. Furthermore, he remarked that 
this is "a very significant work" for it depicts a theme that 
almost no artist has ever dared to touch.  

This piece was among the works included in Garibay's 
Walang Sinasanto exhibition at the UP Vargas Museum 
in 2013. In the exhibition notes titled 'Faith in Fairness,' 
art critic Dr. Patrick D. Flores describes the exhibition as 
striking "into the realm of the sacred." "In this exhibition, 
Garibay grapples with the phrase 'walang sinasanto' 
with his usual ponderous elaborations, painting after 
painting, hinting at the span of so many years of thinking, 
revising, patiently waiting for epiphanies," Flores writes."

The exhibition title, Walang Sinasanto, can be applied 
to this work through Garibay's poignant exploration of 
betrayal within the revolution due to erroneous mass 
lines. With this work, Garibay evokes man's forceful 
divinization of itself, placing the fate of another human 
in their very hands and outright acting on it without 
regard for objectivity and the administration of proper 
discernment and justice. Flores notes this as "a loss of…
the ethico-moral valence of the sacred human who has 
secured the rights of equivalence with the erstwhile 
divine. This loss is degenerative, creating conditions of 
the miserable and the decadent. In other words, it breeds 
corruption. The artist rails against this loss and links it up 
with the festering ills of the culture and the country." (A.M.)
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Betsy Westendorp (b.  1927)

a) Painting No. 634
signed and dated 1993 (lower right)
acrylic on canson paper
39 3/4" x 38" (101 cm x 97 cm)

b) Untitled (Flowers)
signed and dated 1992 (lower left)
acrylic on canson paper
39" x 38" (99 cm x 97 cm)

P 700,000
PROVENANCE
Galleria Duemila, Inc.

A discussion on Filipina visual artists is lacking 
if one falls short of acquiring a profound 
understanding of their distinctive style and 

treatment of the subject matter. For instance, Pacita 
Abad cast her trademark on her trapunto works and 
Anita Magsaysay-Ho on her depiction of the beauty and 
resilience of the Filipino working women. Such is also the 
case for Betsy Westendorp. Specifically, she pursued her 
passion for painting orchids as if they were her lifeblood. 
Cid Reyes wrote: “Indeed, it is the orchid, with its wild 
delicacy and seductive surprise, that has become the 
starting point for a Westendorp trademark style.” 

In an interview with Reyes, Westendorp narrated how 
her lifelong passion for painting orchids began. The artist 
shared: “And the orchids— there is a place in Madrid, 
a greenhouse called Bourguignon. It’s a very famous 
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flower shop. They have a greenhouse where they raise 
orchids. So, I asked, “Will you allow me to paint these 
orchids?” And they said yes. I painted there— right inside 
the greenhouse. 

“In Manila, there were friends of mine, Tonette and 
Linda Lagdameo, who were very involved with the Orchid 
Society. They had a magazine to come out. They asked 
me to do an orchid painting in their house. That was my 
first orchid painting here. And for that issue, BenCab 
also painted an orchid for them. And that started my 
relationship with the orchid.”

It would not be an exaggeration if one would say that 
Betsy Westendorp treats flowers as if they were real 
humans. Westendorp said: “At the beginning, I had to 
paint on location so I can be in touch with the orchids. 

It’s like getting to know a person. With flowers, you have 

to know them also.” 

Westendorp captures the character and mood that 

emanates from the orchid. When gazing at Westendorp’s 

orchids, we are treated to a harmoniously executed 

pageant of colors, forms, and patterns. The work 

transforms into a physical stimulus that stirs up our 

sensory perception. One can perceive the calm wind 

seemingly caressing the petals; the vividly colored 

corollas and the cascading floral showers set against 

an azure backdrop resembling an unclouded sky, thus 

forming a visual spectacle; and the delightfully sweet 

fragrance that stirs up both nostalgia and optimism for 

better days. (A.M.)
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Vicente Manansala (1920 - 1981)

Portrait of Quirino Catipon Manalo
signed and dated 1964 (lower right)
oil on canvas
23 1/4" x 31" (59 cm x 79 cm)

P 800,000
PROVENANCE
Commissioned by Quirino Manalo's son-in-law,  Dr. Conrado Serafin 
Ocampo, who was a good friend of the artist

Quirino Catipon Manalo was born in 1898 in 
Caluang, Laguna. He was the manager of 
the Caltex Manila district, the 1st Filipino to 

hold this high-ranking position, which he held until his 
retirement in 1959. He was one of the first Asians to 
be trained at the Caltex Main Office in New York. He 
was also sent by Caltex all over the world to help him 
enhance his knowledge regarding sales procedures 
and gasoline station sites. He was also the owner and 
manager of the Manalo Recreation Center equipped with 
bowling and billiard facilities. In 1948, while working at 
Caltex, he operated Super Taxicabs. The company name 
was then changed to Super Transit. After two years, 
Mr. Manalo accumulated a fleet of 60 or more buses 
running from Quiapo to Edsa via Taft Avenue and 
Mabini. This business was later renamed ReyMan 
Investments in 1961. 
 
Manalo was married to Salud Dizon Reyes. He passed 
away suddenly of heart failure in 1964. The portrait was 
commissioned by Dr. Conrado Serafin Ocampo of Manila 
Doctors and Makati Medical Center. Dr. Ocampo was a 
good friend of Vicente "Mang Enteng" Manansala, and 
he wanted to honor Mr. Manalo's memory. Dr. Ocampo 
married Mr. Manalo's youngest daughter, Conchita 
Reyes Manalo, his last surviving child.   
 
Quirino C. Manalo was remembered as a versatile, 
hard-working, and diligent man of the world. 

by CHRISTIANA OCAMPO

Top: With Caltex Président Mr. William Murray 1953, at Manila International Airport.
Bottom: Receiving Service Award from Mr. Monical , then Président of Caltex 
Philippines (1950)
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Jose Joya (1931 -  1995)

The Cloisters
signed and dated 1974 (lower right); 
signed, titled and dated February 9, 1974 (verso)
oil on wood
32" x 48" (81 cm x 122 cm)

P 9,000,000
PROVENANCE
The Luz Gallery

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 Cultural 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. And this power is majestically shown in 

this piece titled The Cloisters, in which both vitality and 
improvisation are infused, resisting any typical methods 
of characterization, with the artist consolidating any 
remaining subjective elements into purely sensory 
impressions of light, movement, and energy. It presented 
a singular vision of raw power and energy distilled onto 
a painting surface rich in both visual and textural detail. 

The renowned artist reinterprets the traditional 
format of landscape painting, recreating an abstract 
pictorial realm teeming with subdued monochromatic 
colors accumulating in generous layers of impasto 
strokes, which are then choreographed into a series of 
intertwining blocks resembling boulders or masonry. 
Hence the featured masterpiece exemplifies Joya's 
working style along with his inner psyche and process of 
exploration - contemplative in considering the movement 
of time and its significance as the spirited and restive 
master of the cosmos, a symbol, and measure of past, 
present, and future.
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Fernando Amorsolo (1892 - 1972)

After Raphael, The Small Cowper Madonna
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L E  P H O  (1907 - 2001)

Composition

FOR INQUIRIES ,  PLEASE CONTACT US AT

+632 8856 2781 | info@leon-gallery.com | leongallerymakati@gmail.com
G/F Eurovilla 1, Rufino corner Legazpi Street, Legazpi Village, Makati City, Philippines

WWW.LEON-GALLERY.COM

NOW  ACCEPTING 
CONSIGNMENTS

T H E  A S I A N  C U LT U R A L  C O U N C I L  AU C T I O N 
F E B RUA RY  2 0 2 3
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Ronald Ventura (b. 1973)

Blind Mechanism
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