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DEAR FRIENDS and  CLIENTS,

In terms of the role of women in the arts, I can safely say 
that we lead the Western world by some 65 years. When 
Europe was just beginning to discover Artemisia Gentileschi’s 
genius in 2016, the Philippines had already crowned 
Anita Magsaysay-Ho as one of the country’s three most 
sought-after artists — a feat still to be duplicated by any 
other woman artist elsewhere in the world where men 
continue to outsell women.

Anita Magsaysay-Ho grabbed national attention and broke 
the glass ceiling when she took home the first prize in 
1952 at the Art Association of the Philippines’ annual art 
competition. (It would only be their fifth ever.) The winning 
painting was an egg tempera masterpiece called The Cooks. 
Another delicious work titled Egg Vendors, also in this 
transcendental medium beloved of Fra Angelico, now 
makes its debut. Formerly in the collection of the 
dashing Fifties’ architect Leopold L. Coronel Jr. who 
was in President Magsaysay’s circle.

And then there are the two women who, in their own ways, 
changed the face of Philippine television: the first is 
Leila Benitez who was a pioneer of live entertainment in 
this country through the enormously popular radio and 
then later TV show ‘Student Canteen’, co-hosted with 
Eddie Ilarde and Pepe Pimentel. 

The second, who needs no introduction, is Armida Siguion-
Reyna who through ‘Aawitan Kita’ (the country’s longest 
running musical show) and her influential Reyna Films 
defined the fierce and fearless Filipina.

Of course, the women of Fernando Amorsolo will always 
have a place of honor : Lavanderas (from the Siguion-Reyna 
Collection) is just one such piece. But there are others of 
fruit vendors and pineapple-sellers from the maestro’s 
golden summers of the 1930s through the 1950s.

Six mestizas of Manila by the mid-19th century 
artist Justiniano Asuncion round out our collection of 
Filipinas on offer.

A Juan Luna boceto of one of his favorite ‘desmoiselles’ 
is bewitching in a flower-topped hat.

FOREWORD

The Filipino artist is not to be overshadowed in this sale as 
well. Interestingly, two Fernando Zóbels from either end of 
his artistic career — and each belonging to an iconic titan 
of their generation: Don Benito Legarda’s Pink House from 
Zóbel’s elusive figurative years and another, from the walls 
of Don Eugenio ‘Geny’ Lopez Jr. 

Arturo Luz’ musicians, Jugglers and Cyclists inhabit this 
auction, too, acquired directly from the grand old man. 
A very early Lao Lianben, titled Tryst from 1970 is 
considered this artist’s tribute to Luz.

I also venture to say that represented is a truly important 
work titled Nuptial Hour by the provocateur of pain, 
Jojo Legaspi.

The earliest known H.R. Ocampo, titled Pastoral, acquired 
from the artist by fellow nationalist, street-parliamentarian 
Lorenzo M. Tañada is also a watershed work. H.R.’s fiery 
Homage to the Heroes of 1896 brings us into full circle.

Another fragment of history is the work titled 
Constabulary Officer from Botong Francisco’s now lost mural 
for the Philippines International Fair of 1953. It was the 
first of its kind in all of Asia at the time.

Also of note is the carved desk once belonging to 
Don Jose Ma. Basa, a confidante to José Rizal and the man 
who engineered the clandestine arrival and distribution of 
his incendiary novels, the Noli and the Fili. On it, he wrote 
and received letters not just from Rizal, Marcelo H. del Pilar, 
and Presidents Emilio Aguinaldo and William McKinley.

Once again, and on behalf of Team León Gallery, I thank all 
of you for your continued trust and confidence in the power 
of art. Gratefully, there are no lockdowns for exquisite taste 
or timeless beauty. 

Sincerely yours,

Jaime L. Ponce de Leon
DIRECTOR
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Jana Benitez (b.  1986)

Fire
signed and dated 2002 (lower right)
oil and acrylic on canvas
24" x 36" (61 cm x 91 cm)

P 80,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot 

1

Welbart Bartolome (b.  1971)

Private Masquerade II
signed and dated 2005 (lower right)
oil on canvas
48" x 36" (122 cm x 91 cm)

P 80,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

Joel “Welbart” Bartolome employs his patented white-
masked nudes in this piece whether it was driven by political 
commentary or personal redemption, or both, the figures 
await truth or the final opportunity to conceal the same - 
laden with symbolic features, revealing his humanist approach 
to his artistic explorations, the masked nude figures symbolize 
how humans are all clowns and harlequins who put on a 
façade in their daily lives, hiding their troubles behind masks 
as defense mechanisms. Though it appears that life depends 
on the locus that flows, the composure of the subjects remains 
unflinching hence Welbart prompts viewers to reflect on how 
they may conquer their own fears, frustrations, anxieties, 
hopes, and personal dreams. Welbart’s work actually seeks 
to serve as a mirror allowing viewers to place their emotions 
and dreams in perspective -- thereby empowering them to 
contribute to the creative process.

Through the years, contemporary artist Jana Benitez 
has not only produced contemporary pieced with a 
spontaneous quality, but works of art that seemingly 
reaching out to into the human subconscious 
subconscious. This particular piece displays Benitez’s 
firm grasp of both Abstract Expressionism and the 
underlying psychological impulses that inform our 
experience.

Jana Benitez is often considered a rare artistic prodigy. 
At twelve years old, Benitez mounted her first solo 
exhibit at the Ayala Museum. Her talents and natural 
skill set eventually landed her a spot at the prestigious 

Brown University where she also ended up graduating 
magna cum laude. She also pursued history courses 
at the Universidad de Chile and fine arts at the 
Universidad de Catolica. Then she further developed 
her painting skills at the École de Beaux-Arts in Paris. 
In her continuous artistic evolution of shifting 
between representational and abstract style, Benitez 
has developed a confident contemporary painterly 
style, vivid colors, textured layers, and dynamic 
lines and strokes. 
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Juvenal Sansó (b.  1929)

Incumbent Dusk
signed (lower right)
ca. 1960
oil on canvas
21" x 25" (53 cm x 64 cm)

P 700,000
Accompanied by a certificate issued by Fundacion Sansó 
confirming the authenticity of this lot

Juvenal Sansó’s works serve as portals to his psyche. 
As a highly expressive and personal artist, Sansó uses 
his palette to convey his innermost sentiments. The 
dominant hues, themes, and moods are reflective 
of the artist’s present outlook on his life. There have 
been numerous variations of Sansó’s subject matter 
depicting rock formations, with each possessing an 

atmosphere of sentimentality. Raw and penetrating, 
the orange skies exude a contemplative yearning, 
albeit with an intense poignancy. The magnitude of 
the dominant color eclipse the view of the landscape, 
pervading it with the soul-stirring presence of wistful 
longing. Furthermore, the backdrop is reminiscent 
of the famed Manila Bay sunset. This serves as an 
allusion to Sansó’s nostalgic boyhood in Manila before 
the outbreak of the Second World War.

Sansó’s awe-inspiring landscapes are the brainchildren 
of both his artistic finesse and personal experiences. 
His iconic rock formations, tranquil oceans, and 
enthralling skies have left an indelible impression 
on his viewers, making his works highly coveted by 
art collectors and connoisseurs alike. With utmost 
certainty, Sansó’s evocative landscapes will be his 
timeless legacies to Philippine art.
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Ramon Peralta (1877 - 1940)

Portrait of José Gabaldon y Perez
signed and dated 1908 (lower right)
oil on canvas
59” x 32” (150 cm x 81 cm)

P 260,000

Throughout his prolific career as an artist, Ramon 
Peralta painted a number of portraits, most of which 
depicted figures and clients of renown. This portrait 
of a dignified man is notable for a specific reason – it 
portrays José Gabaldon y Perez, a Spaniard from Tébar, 
Cuenca, who fathered the Filipino politician Isauro 
Gabaldon. Isauro, the richest man in Nueva Ecija and 
among the wealthiest in the Philippines at that time, 
rose from the governorship of the province to attaining 
the position of Philippine resident commissioner in 

the United States before becoming a Senator. Isauro 
became famous in later generations as the originator 
of the Gabaldon schoolhouses, a collective term for 
heritage schoolhouses built in the Philippines between 
1907 and 1946 that follow standard plans designed 
by Architect William E. Parsons. Based on the year 
this portrait was painted, it appears to have been 
commissioned by Don Isauro in memory of his father, 
to which he had a striking resemblance.

Transcription of the note on the painting (lower right):

José Gabaldon y Perez nacio en Cervel provincia 
de Cuenca el 19 de Marzo 1845, murir en 
Tondo Manila el 26 de Febrero del año 1898.

THE Gabaldon PORTRAIT

Don Isauro Gabaldon of Nueva Ecija
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Bernardo Pacquing (b.  1967)

Victorian Principle
dated 1993
oil on canvas
36” x 60” (91 cm x 152 cm)

P 300,000
PROVENANCE
West Gallery

EXHIBITED
West Gallery, Chasms-Saltando-Coalesce, 
Quezon City, 1993

In 1993, Bernardo Pacquing inaugurated his debut solo 
exhibition at the West Gallery titled Chasms-Saltando-
Coalesce, where he first showcased his mastery of 
contemporary abstraction. Among the works featured 
was Victorian Principle, one of the earliest works 
of Pacquing and the first painting that was sold by 
the artist. The piece combines the essence of Zen 
aesthetics and minimalism, resulting in a work that 
presents the expanse of abstract spaces. The delicate 
application of pastel colors evokes a subdued sense 
of strength and firmness. Paying homage to the art 
of Fernando Zóbel, Robert Rauschenberg, and Kurt 
Schwitters, Pacquing presents an exemplary work of 
abstraction that unveils the evocative flair of the style. 
 

Pacquing’s abstract works were influenced by the 
midcentury practice of obscuring the line between 
art and existence. His language of abstraction is a 
systematic and cautious process of perplexing forms. 
Impelled by the often-dismissed facets of urban life, 
Pacquing paints large-scale abstract compositions 
that reimagine the unremarkable corners of the urban 
landscape, employing oil paint over an uneven surface.
 
Pacquing obtained his bachelor’s degree in 1989 at 
the University of the Philippines College of Fine Arts. 
He received the Grand Prize in the Art Association 
of the Philippines Open Art Competition for Painting 
(Non-Representation) in 1992 and 1999 and the CCP 
Thirteen Artists Award in 2000. Pacquing received 
a Freeman Fellowship Grant for a residency at 
the Vermont Studio Center, the most prestigious 
international artists’ and writers’ residency program
in the United States. The artist has showcased his 
works in various solo and group exhibitions in the 
local and international arenas, such as the West 
Bund Art and Design (2019) at Silverlens, Shanghai 
and the 16th Asian International Art Exhibition (2001) 
at Guangdong Museum, China. 
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Antipas “Biboy” Delotavo has committed his art to 
the unmasking of social injustices in contemporary 
society. Associated with prominent social realists who 
exposed the atrocities of Martial Law, Delotavo aims 
to enlighten every Filipino on the inhumane conditions 
experienced by the oppressed and the impoverished.
In this piece, Delotavo depicts the common people – 
his dominant subject in his four-decade career as a 

6

Antipas Delotavo (b.  1954)

Suko sa Tadhana
signed and dated 2017 (lower right)
oil on canvas
60” x 48” (152 cm x 122 cm)

P 320,000
PROVENANCE
Tin-aw Art Gallery, Makati City

EXHIBITED
Tin-aw Art Gallery, Crux Section, Makati City, 
September 16 - October 7, 2017

prolific artist. Surrounded by characters who wander 
aimlessly, the central figure stands lost in thought, 
with flagellation marks on his back. Flagellation is a 
traditional practice observed during the Holy Week 
and one of the most intense forms of penitence among 
Filipino Catholics. Although it is strongly discouraged 
by the Catholic Church due to its extremity, devotees 
who continue to immerse themselves in it believe 
that it is a way to cleanse one’s soul of sins and grant 
wishes. Suko sa Tadhana explores the desperate pleas 
of an individual left with no choice but to surrender 
his circumstances and existence to a predetermined 
end. Amid the masquerade of grandeur and progress 
symbolized by the buildings are the visages of despair 
and adversity.

When asked by Global Voices regarding his themes, 
Delotavo said: “Most great art emanates from [the] 
pleasant positive spirit which is uplifting that inspires 
it. My art seems to contradict it. Social burden initiates 
it, and I seek relief by painting it. I’m not sure if it’s [an] 
inspiration. I think it’s more of a responsibility as a 
social being with [a] conscience.”
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Justin Nuyda’s abstractions are trembling in the brink of 
reality; from surreal to real, tempestuous to serene, and arid 
to beautiful - his works breathe a different air. A reflection of 
a dream-like atmosphere distinctly marked by bold and broad 
brush strokes, this oeuvre, conjures an assemblage of patterns 
textured like a natural straw fabric where the viewers will feel 
wrapped in wonder why this still canvas seem to be moving 
and fan out evocative colors of blue and brown forming an 
ambivalent figure of the clouds, a lake and its shore, and the 
other spaces in between giving a thunderously silence yet 
vibrantly calm picturesque image bringing forth an awareness 
to Nuyda’s creative attempt to photograph a picture of a 
sight as well as capture the sound within the peripherals 
of the mind of what it tries to find - not lost, but simply 
searching - gripping, hypnotic, even puzzling at times - Nuyda 
accompanies his spectators in diving into a diverse range of 
visual elements worth exploring.

7

Justin Nuyda (b.  1942) 
Untitled
signed and dated 1976 (lower right)
oil on wood
29" x 21" (74 cm x 53 cm)

P 500,000
PROVENANCE
Private Collection, Manila
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LOTS 8 -  11

THE ORETAS of 
TAMBOBONG, MALABON

by ANYA NICOLA ISABEL ZULUETA

The history of the Oreta family of Malabon begins with 
the name Sevilla. The earliest record of that name goes 
back to 1672 to be found in the parish records of San 
Bartolome Church of Tambobong, the ancient name 
for Malabon.
 
Don Fermin Sevilla, Capitan Municipal of Tambobong 
in 1850 would wed Leocadia Pineda of Pampanga. 
They would have two daughters, Custodia and Isabel. 
The Sevilla family had their origins in Tinajeros, 
Malabon, Rizal with land as their principal asset. 
While Malabon was a hacienda of the Jesuits called 
Tambobong, their lands on the northern side of the 
Tullahan river, were called “Lupang Tagalog.” 

Custodia would marry Juan de los Santos Ibaviosa, a 
trader from the commercial center of Malabon in 1850. 
The Ibaviosa clan lived in “Bayan”, as Tinajeros-Maysilo 
was called throughout the province. They were a 
family of traders. The couple would have a son and 
two daughters. The older girl, Emiliana, was a spinster. 
The youngest was simply known as ‘Lola Neneng’. 

The other Sevilla daughter, Isabel, would marry Simeon 
Oreta from Pampanga. In the case of the Oretas, their 
trade involved leasing fish ponds in Pampanga and 
Nueva Ecija. 

Thus, the saga starts with the marriage of two first 
cousins. Their eldest son, Canuto, would marry his 
first cousin, Maria Salome Ibaviosa. Canuto died 
in 1927, when some of their children were still in 
primary school. 

The Oretas have always been a matriarchal family. 
Circumstances forced the widowed Lola Neneng to 
rely on herself and her spinster sister, Emiliana. She 
had inherited land in Maysilo from Custodia (known as 
Lola Todiang) which included several hectares of fruit 
trees and became a commercial lifeline. She would 
harvest the fruits with her maids and take them to 
the market herself. The Malabon people, who knew 
her as ‘Lola Neneng’, would ask why she would still go 
and not just send the hired help. Her other source of 
income was from her late husband’s leased fishponds 
in Pampanga. It was a venture with his nephew, Ismael 
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Lapus and ultimately resulted in failure and family 
acrimony but while it was flourishing the older children 
graduated and worked. 

Lola Neneng used to say that when the Oretas were 
studying in the school, nobody else could be top of 
the class. They all studied in public schools and did 
exceptionally well. It must have been the mixture of 
first cousins. There were, however, liabilities. Their 
eldest child, a Chemistry and Pharmacy graduate 
from the University of the Philippines, was cross-eyed 
and limped. She was chosen to be a Barbour scholar 
but her mother and aunt objected. The scholarship 
eventually went to Paz Policarpio Mendez instead. 

While the youngest two, Antolin and Prospero, were 
still studying, their three sisters had already graduated 
from UP and were helping with the family expenses. 
Antolin went on to become the founding president of 
Hydro Resource Contractors Corporation. Hydro was 
a coalition of the country’s leading contractors who 
banded together to put up a bid for the Pantabangan 
dam. They eventually took over the project when the 

Italian contractor abandoned it. It was the biggest 
dam in Southeast Asia at the time and a source of 
pride for Philippine Engineering. 

Antolin’s three older sisters were graduates of 
medicine, dentistry, and chemistry respectively. They 
practiced their professions far away from Malabon, two 
of them opting to work in Pangasinan and another in 
Benguet. In the Oreta family reunions, women were 
more than equal to men. 

From Lola Todiang to Lola Neneng, the resilience and 
fortitude of these women stood as family lore. 

(left to right): (1) On the left is Leonor Flaviana Oreta Tecson. Her 
husband, Nicanor Tecson is right behind her. Next to her is Emiliana 
Sevilla Ibaviosa who lived with Custodia and Lola Neneng and owned 
stocks in FEU. Situated in the middle is Lola Neneng, the heroine of 
the family. (2) Maria Ibaviosa and Canuto Oreta, parents of A. M. 
Oreta Sr. (3) and (4) Photos of Canuto S. Oreta and Salome Ibaviosa 
Oreta, dated 1911.
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Vicente Manansala (1910 -  1981) 

a) Portrait of Don Canuto S. Oreta of Malabon
signed and dated 1956 (lower right)
oil on board
12” x 10” (30 cm x 25 cm)

b)  Portrait of Doña Maria Salome 
     Oreta y Ibaviosa

signed and dated 1956 (lower right)
oil on board
12” x 10” (30 cm x 25 cm)

P 300,000
PROVENANCE
A gift to Don Canuto S. Oreta from the Artist in gratitude 
of a stipend to study in Paris; from thence by descent

A CROSSROADS of ART AND FAMILY
M A N A N S A L A ,  O R E TA  A N D  E M I L I O  A LV E RO
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Two generations of artists intersect in these 
arresting portraits by Vicente Manansala 
in an interesting twist of fate.

In 1950, Emilio Alvero, Jr., the son of the noted 
painter and designer of the 1920s, joined the firm of 
A. M. Oreta & Company, a general engineering and 
construction outfit founded by Antolin M. Oreta Sr.

Mr. Alvero came from illustrious parentage. His 
mother was Dona Rosa Sevilla de Alvero, the only 
female journalist on the staff of General Antonio Luna’s 
revolutionary paper, La Independencia. She was 
a nearly feminist and the founder of the pioneering 
women’s school, the Instituto de Mujeres. His brother 
was the fiery intellectual Aurelio Alvero, better 
known as Magtanggul Asa who curated the historic 
“The First Exhibition of Non-Objective Art in Tagala” 
in the Philippines in 1954.

Emilio Alvero Jr. would prevail on Mr. Oreta to 
contribute a stipend for the expenses of Vicente 
Manansala who was not yet famous at the time. 
Manansala was a stalwart of the Neo-Realist 
movement and the legendary Philippine Art Gallery 
alongside H. R. Ocampo and Cesar Legaspi. He was 
being sent by the French government to Paris for a 
year’s grant. The Oretas recalled that Manansala lived 
near Reina Regente Street in old Bilibid at the time.

Edgardo M. Oreta further recalls, “I understand from 
my father that he gave Mr. Vicente Manasala P2,000. It 
was a fairly large amount then. When Mr. Manansala 
came back, he gave us several watercolor paintings 
titled Blue Skies, Marikina Valley, Cite Universitaire, 
and Luneta.

“Mr. Vicente Manasala painted my father’s parents, 
Canuto S. Oreta and Maria Salome Ibaviosa. He 
painted from life and from photographs he personally 
took. The photos are still in the family collection. 
Canuto had died in the 1920’s, but Maria Salome 
was still alive and looked just as she did in her photo.

“Mr. Manansala also painted my mother, using oil 
medium in front of our main door leading to the 
house. He chose my mother’s terno for this, a bamboo 
leaf pattern. He also chose the site, in front of our 
narra doors leading to the sala, which had square 
geometric panels.

“My mother was pregnant at that time with her 
youngest child Tony, (he was born Oct. 1952,) she 
thought she looked so geometric and square jawed 
in the painting. My mother never liked this portrait, 
although many people have admired it. She said 
that she wanted Amorsolo to paint her.

“In the 1970’s, we had a household help named 
Milagros who was slow minded. We saw her rubbing 
my mother’s Manansala painting with a rag, as she 
reasoned, she just wanted to clean it. The result was 
the clouding of certain parts of the portrait. My father 
took it to Mr. Manansala. According to my father, 
when he arrived in Manansala’s house, the artist 
had several visitors, prominent women who wanted 
to buy his works. My father said that Mr. Manansala 
announced to the ladies, “This is Mr. Oreta. He helped 
me when nobody knew me.” He restored the painting 
free of charge.”
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Attributed to
Antonio Malantic (1820 - 1885)

Portrait of Doña Custodia Ibaviosa y Sevilla
ca. 1880
oil on canvas
27” x 20” (68 cm x 50 cm)

P 400,000
PROVENANCE
Acquired directly from the Artist by 
Doña Custodia Ibaviosa y Sevilla and thence by descent

Doña Custodia Ibaviosa y Sevilla of Tambobong, Old 
Malabon was a dignified matriarch of the family. She 
was twice related to the Oretas, as the mother of the 
paternal grandmother of Antolin M. Oreta Sr., Doña 
Maria Salome Ivabiosa Oreta — as well as the 
grand-aunt of Canuto Senen Sevilla Oreta. (Canuto’s 
mother, Regina Sevilla Oreta was the sister of 
Custodia.) At the time Antolin Sr was born in 1909, it 
was already considered an old painting. When the old 

A PORTRAIT OF STRENGTH

Oreta house was demolished, the painting was rolled 
and stored in a closet. Eventually, a family friend would 
recommend that the noted restorer Suzano “Jun” 
Gonzalez of the National Museum would clean it. He 
did not do anything to the face and dress except clean 
it and reveal its colors. Gonzalez also used an oval 
frame to highlight the dowager’s face. 

It was Gonzalez who said that it was quite possibly 
painted by the 19th-century master Antonio Malantic. 
This Filipino virtuoso belonged to the time period 
between Damian Domingo and Lorenzo Guerrero. 
It is believed that he had some early training in 
the first Academia or had had private lessons from 
teachers who ‘derived their inspiration from European 
painters of the previous century.’ This portrait has all 
the hallmarks of a Malantic, such as the flattened 
perspective said to be reminiscent of Chinese art and 
the honest depiction of an authentic Filipino face. 
Because there are so few portraits by this master, 
Gonzalez believed, this portrait “verged on history.” 
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Ramon A. Estella (1911 -  1991)

War Scene
signed (lower right)
ca. 1945
oil on masonite board
16” x 20” (40 cm x 50 cm)

P 200,000
PROVENANCE
Acquired directly from the Artist by 
Antolin M. Oreta and thence by descent

This oil on canvas painting of the War Scene by Ramon A. 
Estella was done on site along Padre Faura when Manila was 
liberated in 1945. Estella, a student back then, was able to 
capture the aftermath of war-torn Manila - enervating the 
traumas of World War II yet capturing the allure of what 
remained of the glorious capital - a beauty inside a sad story.

Ramon Estella first made a name for himself as a writer and 
director for film during the 1950s. Working together with 
Hernando Ocampo, Vicente Manansala, Cesar Legaspi, 
Romeo Tabuena and Victor Oteyza, he became a practitioner 
of expressionism and cubism and later developed a style 
characterized by bold lines and strident colors. Estella had 
always believed that this approach of painting “leads to a 
healthy movement, to a kind of art which allows the painter 
the same freedom in paint as music notes allow the composer 
-- not an imitation of nature but a personal interpretation.” 
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A Chest of Drawers in the Baliuag Style
Baliuag, Bulacan
third quarter of the nineteenth century (1850–75)
golden narra and kamagong
carabao bone and kamagong wood inlay
solid silver keyholes
44" x 49 1/2" x 21 1/4" (112 cm x 126 cm x 54 cm)

P 200,000
PROVENANCE
Property of Leonor Flaviana Oreta Tecson (1905 - 1974) 
given to her favorite sibling, Antolin M. Oreta

THE ORETA BALIUAG COMODA
A  S TAT E LY  I N L A I D  C H E S T  O F  D R AW E RS

by AUGUSTO MARCELINO REYES GONZALEZ I I I
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In Baliuag, Bulacan located in the plains of Central 
Luzon, a furniture– making tradition flourished from 
around 1800 until after World War II. The furniture 
designs were basically European neoclassical in style 
but specifically American Federal in derivation, the 
woods used were golden narra and kamagong, the 
inlaid decorations were carabao bone and kamagong 
inlays. (Some very rare pieces were decorated with 
mother-of-pearl inlay).

Baliuag, Bulacan produced this type of neoclassical, 
bone and kamagong–inlaid chest of drawers during 
the third quarter of the nineteenth century: the top a 
single piece of “golden narra” wood, with conventional 
drawers underneath. (The top drawer is of larger 
proportions.) Its case is 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 bun/rounded feet. The 
four sides of the case are decorated with a series of 
round bone discs set on kamagong strips.  

The drawers are embellished with bone and 
kamagong line inlays simulating panels, accented 
by a series of diamond–shaped bone inlays. Under 
the four drawers is an apron adorned with diamond– 
and lozenge–shaped carabao bone inlays in an 
interesting geometric pattern. The general look of 
the Baliuag comoda is reminiscent of an American 
Federal commode.

T H E  O R E TA  FA M I LY  O F  M A L A B O N
by Augusto Marcelino Reyes Gonzalez III

Like several clans with old fortunes in trading and 
fisheries, the Oreta family had their beginnings in Old 
Malabon and Tambobong (once joined with Navotas) 
during the middle of the 1800s.  Their origins can 
be traced to the distant island of Maysilo, where the 
Augustinians established a pioneering “Asilo” in 1580 
and where the Jesuits had a convent and resthouse 
now in ruins; Maysilo was also where Atty Alfonso 
Ponce–Enrile raised his family prewar.  The Oretas 
are descended from the Sevillas, one of Malabon’s 
oldest families.  Other Sevilla descendants are the 
Maronillas, the Lapuses, and the Gozons. High 
society icon Conchitina Sevilla–Bernardo is a 
famous Sevilla descendant. 

A handsome, 1920s family house in Old Santa Mesa, 
Manila --- just one of several in the clan --- has yielded 
many treasures which tell the story of the +170 years 
of existence of a prosperous Malabon family.  Early 
tester beds, tables, and chairs (1840s), elegant “Ah 
Tay” style furniture (1870s–80s), Chinese mother–of–
pearl inlaid furniture from the late Ch’ing dynasty 
(1890s), Filipino art nouveau furniture by Isabelo 
Tampinco (1910s), imposing 1920s furniture from the 
Bilibid Viejo workshops, various antique European 
and Asian decorations and important artworks offer a 
rare glimpse into traditionally reclusive, quiet, trans-
generational Malabon wealth. 

There is an 1880s oil portrait of Dona Maria Salome 
Loreto Ibaviosa y Sevilla de Oreta, wife of the clan 
progenitor Don Canuto Oreta y Sevilla (“Don Otong”), 
obviously painted by the Filipino old master Antonio 
Malantic. The existence of that antique oil portrait 
alone speaks volumes about the long history of the 
Oreta family.

The Oreta family’s early agricultural fortunes from 
the late 1800s paved the way for new professional 
directions as several members of the family became 
doctors, lawyers, and engineers of distinction from the 
early 1900s onwards.  Postwar, prosperous businesses 
and networks provided the platform for political 
involvements which have figured prominently from 
the 1980s to the present day, not only in Malabon 
but nationwide.          

Famous figures in the family include the patriarch 
Antolin Marcellano Ibaviosa Oreta (o1909–+2003); 
Dr Prospero Maria Oreta MD, FPCS (o1913–+66); 
Engineer Antolin M Oreta Sr (A M Oreta & Co 
Engineers/Builders/Contractors, founded 1946), 
whose successful career started prewar with famous 
contractor Pedro Siochi, proceeded postwar to the 
movie theaters of the Rufino family, and on to many 
Makati projects in the 1970s;  Malabon Mayor (1988–
94) and 1st MMDA Chairman (1994–98) Prospero Isidro 
Alejo Oreta (o1939–+2011);  Malabon Mayor (2004–12) 
Canuto Senen Adriano Oreta (“Tito”) (o1939–+2012); 
businessman Antolin M Adriano Oreta Jr;   Philippine 
Senator (1987–98) Maria Teresa Aquino–Oreta [Mrs 
Antolin M Adriano Oreta Jr] (o1944–+2020);  Malabon 
Mayor (2012–present ) Antolin Aquino Oreta III 
(“LenLen”) (o 1971). 



L E O N  G A L L E R Y1 6

Lydia Velasco’s works subvert the traditions of the female form by 
rendering her figures in poses and visual elements that are often 
absent in more traditional treatments of femininity. Free from the 
vulnerability and overt delicateness audiences often associate with 
female figures, Velasco’s subjects do not only exude an aura of 
confidence and stature, but also of humanity; implying a sense of 
respect without authority and equity without prejudice. It is this 
seemingly humanistic and cosmopolitan stance that gives Velasco’s 
works its conceptual and aesthetic rigour. 

Though despite its revolutionary ideals, Velasco’s practice is one that 
is deeply personal. Inspired and encouraged by her parents, but most 
notably by her mother who would also often paint still lifes amidst the 
day-to-day tasks that come with being a housewife, Velasco sought 
to reveal and uplift the abilities and talents of women by drawing 
inspiration from those around her. Her practice sought to reveal the 
strength of will of women amid challenges. This distinct philosophy is 
captured through her distinct skills in rendering muscular physiognomy. 
Her works, like this specific piece titled Velasco I, are noted for an 
evident balance between grace and boldness, of dignity and sensuality.
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Lydia Velasco (b.  1942)

Velasco I 
signed and dated 2016 (lower left) 
oil on canvas
48" x 48" (122 cm x 122 cm)

P 260,000
PROVENANCE
Galerie Artes
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More often than not, the act of viewing a work by 
lauded abstractionist Lao Lianben is one that extends 
itself to encapsulate almost all of the five senses. 
Whether it’s the sense of stillness one derives from 
viewing the sparseness of Lao’s minimalist elements 
or the atmosphere of silence that often accompanies 
the proper viewing of his works, encountering one of 
his works is not one that is only purely visual, but one 
that blankets the audience with an experience unlike 
any other. In this piece titled Substance, Lao subverts 
the often two-dimensional aspect of his artistry by 
extending his canvas into a three-dimensional space. 
The work, which when viewed from a neutral angle, 
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Lao Lianben (b.  1948)

Substance 
signed and dated 2014 (verso) 
acrylic on canvas 
42" x 26" (107 cm x 66 cm)

P 1,800,000

initially presents itself as a flat piece whose strokes 
exhibit a downward flow. Yet, when viewed properly 
and in its entirety, one sees how the work takes on a 
more sculptural form, allowing the viewer to engage 
with Lao’s wellspring of black, white, silver, and gold 
on a much more personal and ultimately human level.

Given that Lao himself has noted that he often draws 
inspiration from both everyday life and nature, it is 
no surprise that Substance is similar to a number 
of natural occurrences. Its dark and mysterious 
ridges are akin to the slow yet inevitable march of 
lava pouring out of the crater of a volcano. One can 
also compare the piece to a patch of fresh earth 
at daybreak after a stormy night, ready to pour its 
contents into a nearby river or creek. Yet what makes 
Substance an undoubtedly seminal work by Lao is its 
ability to communicate movement through stillness. It 
manages to capture the mind’s eye, drawing it into its 
visual rhythm as a way to fully convey a true aesthetic 
experience. More than just a work of art, to experience 
Substance is to experience a true master at work. 
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Emmanuel Garibay (b.  1962)

Mother and Child
signed and dated 2012 (lower left)
acrylic on paper
27" x 18 3/4" (69 cm x 48 cm)

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

In Mother and Child, Emmanuel Garibay portrayed a powerful 
image of a woman embracing a child. The artist allowed the 
emotions to emanate from the face of the mother; devoiding 
the canvas with any other details. Garibay’s execution and 
emphasis with the hands of his subject is both symbolic and 
expressive wherein the grasp of the subject’s hands radiates 
warmth accompanied with the hues smeared to the canvas 
- perfectly exhibiting a mother’s love. Like the great master 
sculptor, Auguste Rodin, Garibay saw the hands as able to 
verbalize the emotions of the entire body where the hands 
became cardinal tools of expressions and are points of 
kindred and passing between people.
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Yeo Kaa (b.  1989)

This Used To Be You but Now 
It's Just a Pillow
signed and dated 2017 (lower left)
acrylic on canvas
57" x 45" (145 cm x 114 cm)

P 400,000
PROVENANCE
Nunu Fine Art

EXHIBITED
Nunu Fine Art, #WIP #Manila: Filipino Emerging 
Artists Group Exhibition, Taipei, Taiwan, 
July 14 - August 5, 2017

As Yeo Kaa describes herself, her art is a personal journal 
where she shares her sentiments, struggles, and anxieties, 
she aims to connect with her audience by way of the 
entanglement of contemporary life, current events, and 
broader human experience. The vibrant yet dark Lolita on 
this masterpiece showed how the artist mixes her candy-
flavored palette and doll-life figuration with dark and 
disturbing imagery that brings shock and discomfort to some, 
while easing the sensitivity of confronting real-life horrors to 
others. The piece is drawn with a careful outlining, layering 
and studies in contrasts - a proper exploratory venue where 
Yeo Kaa is able to showcase her very distinct style - vivid and 
thought provoking.
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Manuel Ocampo (b.  1965)

Otto Dix, The Artworld, 1972
signed and dated 1998 (lower left)
oil on canvas
48" x 36" (122 cm x 91 cm)

P 300,000
PROVENANCE
Archivo 1984 Gallery

Manuel Ocampo visually echoes the artistic practice of 
the acclaimed German expressionist painter Wilhelm 
Heinrich Otto Dix in this 1998 oil on canvas painting. 
Otto Dix depicted the inhumane realities of German 
society during the Weimar Republic and the brutalities 
of the two world wars. As with Otto Dix, Ocampo 
portrays the concrete situation of sex work in a 
globalized society. Employing a satirical approach, the 
artist exposes modern-day enslavement and human 
trafficking committed and sustained by an imperialist 
power. The female figures representing three races 

show their dependency on a sailor symbolizing the 
American Navy. The women’s subservience to the 
male figure depicts male chauvinism. Machismo – 
brainwashing men into thinking they are entitled 
to whatever they want – sustains this culture of 
oppression and exploitation. Combined with the 
seemingly inescapable shackles of neoliberal 
globalization – a consequence of imperialism – 
Ocampo enlightens his viewer to the commodification 
of women that has only become more rewarding for 
the unabashed perpetrators.

In line with Ocampo’s message, we live in a society 
where sexual violence towards women and other 
minority groups is normalized. Most conversations 
surrounding trafficking shift the blame towards the 
victims, showing a power imbalance between the 
violator and the violated. This turns a blind eye to 
the harsh reality of the victims struggling with poverty, 
leaving them to the necessity of “selling” themselves 
to earn a livelihood.
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Gabriel Barredo (1958 - 2020)

Tree of Life (Kinetic Art)
ca. 1990
mixed media with electrified moving parts
38" x 37" x 10" (97 cm x 94 cm x 25 cm)

P 260,000
PROVENANCE
Gallery Genesis

The unique artistic canon of Gabriel Barredo is one 
that challenges the limits and possibilities of art 
itself. From complex assemblages to monumental 
installations, Barredo’s art is far from conventional. 
Barredo’s works also often utilize a number of 
non-traditional and unorthodox materials such as 
windshields, wood, paper, wrought-iron, antique radios, 
coconut husks, bottle caps, fire-hoses, conveyor belts, 
wooden beads, computer and refrigerator parts, and 

cement. These uncommon materials add to Barredo’s 
eccentric yet wholly original practice which often 
explores the idea of beauty and how it ultimately 
affects our own aesthetic experience. 

Among his unique creations, it is arguably his kinetic 
sculptures that the artist is most known and celebrated 
for. In a medium that is mostly known for being static 
and immovable, Barredo manages to reinvent the 
wheel by implementing motion into his pieces. This 
particular piece titled Tree of Life showcases Barredo 
at his best. Each facet of the work meticulously 
works together with each other. Barredo’s unique 
assemblage makes sure not even the smallest detail 
is left out or forgotten. As Barredo’s work buzzes 
to life, the viewer is reminded both of the unique 
expressiveness of motion, and the fact that such an 
experience cannot be replicated or created by anyone 
except Barredo himself.
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A COMMONWEALTH SUMMER 
C A P T U R I N G  T H E  G O L D E N  P R E -WA R  D AY S
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U pon returning to Manila after studying at 
the Academia de San Fernando in Madrid, 
Amorsolo would set up his own studio and 

paint extensively during the 1920s and the 1930s. 
In 1935, the Philippine Commonwealth became the 
administrative body that governed the archipelago 
from 1935 to 1946, replacing the United States Insular 
Government. This period also spanned the “Golden 
Years” of Amorsolo’s career, where his astounding 
paintings of landscapes and the rural folk received 
high acclaim from art critics and collectors alike. The 
Philippines rose to prominence as the “Pearl of the 
Orient Seas” in this era. Being an artist in his prime, 
Amorsolo would paint the idyllic and blissful living 
of the locals in the countryside, portraying the 
captivating allure of the pre-war Philippines.
 
Amorsolo’s works would then be widely showcased 
in the local and international arenas beginning in 
the 1930s. His paintings during this era gained the 
admiration and patronage of the Commonwealth 
government. A number of his pieces, such as Rice 
Planting, appeared on numerous posters and tourist 
brochures and became among the widely popular 
images of the Philippine Commonwealth. Amorsolo’s 
vivid, highly optimistic depictions of bucolic themes 
established the foundations of pre-war
Philippine painting.  

According to the Philippine Art Gallery, Amorsolo’s 
“pastoral works presented an imagined sense of 
nationhood in counterpoint to American colonial 
rule and were important to the formation of Filipino 
national identity.” Set during a warm summer day, 
Fruit Vendors sees Amorsolo magnificently capturing 
the glory of the pre-war Philippine countryside. 
Looking through a retrospective lens, it was timely for 
Amorsolo to paint in and experience his zenith during 
the Philippines’ own “Golden Era.” With this, Amorsolo 
contributed to shaping and preserving our collective 
identity since his works visually resonated with the 
sublime way of living of the folk people before the 
tragic consequences of the war. 

In Amorsolo: Love and Passion, Sylvia Amorsolo-
Lazo wrote: “Despite the simple and almost prosaic 
quality of the titles given to these works by Fernando 
Amorsolo, their poetic appeal resided in the quality of 
their execution and the atmosphere conveyed by their 
exquisite light even as they immediately transport us 
to the particular places that inspired their creations, 
connecting us to sites and environments, which are 
now unrecognizable, if not long vanished, erased not 
from memory, but by the inroads of modern times in 
the guise of commercialization and urbanization.” 
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Fernando Amorsolo (1892 - 1972)

Fruit Vendors
signed and dated 1936 (lower left)
oil on canvas
26" x 20" (66 cm x 51 cm)

P 6,000,000
León Gallery wishes to thank Mrs. Sylvia Amorsolo-Lazo 
for confirming the authenticity of this lot

LITERATURE
Roces, Alfredo R. Amorsolo: 1892 - 1972. 
Filipinas Foundation, Inc. Makati City. 1975. p. 195
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Raul Lebajo (b.  1941)

Park #135
signed and dated 1974 (verso)
oil on canvas
36" x 36" (91 cm x 91 cm)

P 160,000
PROVENANCE
Private Collection, Manila

The revered artist Raul Lebajo is known for depicting dream-
like images of nature and everyday life. In the course of 
Philippine art history between the 1970s and 1980s, Lebajo 
was often noted alongside Vicente Manansala, Victorio 
Edades, and Cesar Legaspi. Ang Kiukok and Jerry Elizalde 
Navarro were also among his contemporaries. Lebajo’s artistic 
preoccupations include exploring the expressive qualities of 
shapes, as well as strong colors like yellow and orange hues 
and other contrasting colors which he often preferred. His 
subjects range from minute details—cells, veins, and roots—to 
plants, fruits, and varieties of organic life found in the land and 
sea. His other works often feature a hauntological subversion 
of familiar scenes and sights, effectively engaging the viewer in 
the mystery and beauty of the mundane.
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Throughout the 1990s, Arturo Luz worked on his 
Celebration series, producing a system of geometric 
shapes and reducing his palette to black, gray, and 
toluidine red. With this series, Luz essentially created 
human still lifes and an assembly of figures whose 
body parts were assigned specific geometric forms: 

a semicircle for the head, twin triangles of unequal size 
meeting at their apex representing the torso, splayed 
lines to distinguish the legs, and twisting lines for the 
arms. Luz created his recognizable iconography of 
human figures through a stark replication of lines done 
meticulously and a vivid imagination and evocation.

Pervaded by his nostalgic reminiscences of his 
childhood perya, Luz recast the familiar circus figures 
into deliberated lines and shapes. In Performance, 
playfulness and revelry fill the canvas, albeit derived 
from the precision of placement. Luz’s tendency 
towards starkness and simplicity manifests his 
minimalist approach that is systematically executed 
through a disciplined technique. This orientation is 
also clearly discernible in the diminution of color. His 
linear coherence, logical abstraction, and mastery of 
geometric forms are exhibited. With the juxtaposition 
of black figures with a red backdrop, Luz shows 
the divergent yet harmonious relationship between 
negative and positive spaces.

20

Arturo Luz (b.  1926)

Performance
signed (lower left and verso) dated 1995 (verso)
acrylic on canvas
48" x 48" (122 cm x 122 cm)

P 1,200,000

Accompanied by a certificate issued by Luisa Luz Lansigan 
confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist
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Vicente Manansala (1910 -  1981) 
Big Bear, California 
signed, dated and inscribed Big Bear, 
Los Angeles 1976 (upper right) 
watercolor on paper  
14" x 21 1/2" (36 cm x 55 cm)

P 120,000
PROVENANCE
Acquired directly from the artist by the present owner 

EXHIBITED
Tall Galeries, Metropolitan Museum of Manila, 
Si Mang Enteng... Encountering Manansala, 
Manila, May 20 - July 31, 2010

In the Philippines, Manansala would usually leave his 
home on weekends and travel to nearby towns such 
as Taytay, Angono, Mandaluyong, and Binangonan, 
searching for a picturesque vista for his on-the-spot 
watercolor landscape sessions. Manansala would 
eventually continue this practice while traveling 

abroad. In 1976, Manansala went on a trip to 
California, visiting several tourist attractions within 
the state, such as Big Bear Lake in southern California. 
The small city is famous for its hiking and fishing 
activities, as well as the San Bernardino National 
Forest. The place is where Manansala probably 
painted this scenic sequence of rocks juxtaposed with 
a backdrop of lush and dense trees. Manansala made 
the finishing touches in Los Angeles hence the artist 
signing it with “Los Angeles 76.”

Manansala preferred watercolor for his landscapes. 
An ambiance of tranquility is apparent in this
piece, with the artist employing delicate strokes to 
achieve a more transparent and lightweight look. 
In Discovering Manansala, Isabel Nazareno wrote 
that Manansala’s landscapes “served as a welcome 
interlude from working within the confines of the 
studio [for] painting directly from nature gave 
him great pleasure.” 
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PROPERTY FROM THE LEOVINO MA. GARCIA COLLECTION

Lao Lianben (b.  1948)

Fake Chinese 
signed and dated 1998 (lower center) 
acrylic, modeling paste, pencil on canvas 
72" x 14" (183 cm x 36 cm)

P 1,800,000
PROVENANCE
Acquired directly from the artist by the present owner

The revered abstractionist and minimalist Lao Lianben takes 
cues from a variety of timeless motifs and aesthetics from 
East Asia. Most notably, Lao's artistic practice is rooted in a 
number of eastern philosophies such as Zen Buddhism and 
Taoism. These are evident in the palpable sparseness and 
quietude most of the artist's works exude. From simple black 
lines against a stark white canvas to rudimentary shapes 
interspersed with expertly executed visual elements, Lao's 
works are singular and unique in their ability to create an 
atmosphere that does not only invite an air of silence, but 
that of introspection as well—a feat that is often sought 
after but rarely executed with precision in the world of art. 
Beyond his intellectual and philosophical roots, Lao also 
draws upon a number of artistic techniques and practices. 
From traditional guó huà paintings to the zen-like allure of 
Japanese karesansui, Lao's paintings take inspiration from 
a multitude of East Asian art. 

This particular piece titled Fake Chinese is a novel 
exploration into the form and function of Chinese 
calligraphy scroll painting. The first and most notable 
similarity between Lao's works and Chinese calligraphy is 
the length of the canvas. The dimensions of the work give 
Lao's piece a certain narrative quality, a feature that is also 
present in scroll painting. Yet, instead of the stringent visual 
elements and characters of scroll paintings, Lao's work 
features an assemblage of seemingly jarring lines and shapes. 
It is this departure that encapsulates Lao's artistic philosophy. 
Wherein traditional calligraphy relays to us its message 
through a carefully elaborated system of characters, Lao 
communicates his message through the experience of 
simply viewing and encountering his work.



L E O N  G A L L E R Y2 8

THE GRANDEES OF GRACE PARK
A RC H I T E C T  &  M RS .  L E O P O L D O  L .  C O RO N E L  J R .

by L ISA GUERRERO NAKPIL

Grace Park belongs to another space and time. 
It was an industrialists’ enclave established 
in the 1930s and that rose once again after 

being ravaged by World War II. Grace Park had its 
own busy airfield and was planned out in a New York-
style grid of avenues and streets. Both factories and 
mansions dotted the locale. 

One of its most famous addresses was the Elpo 
Compound. That was Elpo, short for ‘El Porvenir’ 
or ‘The Future’. It was the country’s first rubber 
manufacturing company, which started in the 
making of tires but whose most successful product 
were the country’s first-ever rubber shoes.

Elpo was established by Don Tomas Geronimo who 
clustered his children and their families in one vast 
property in seven different homes. The compound 
featured an Olympic-size swimming pool and an 
enormous entertainment pavilion. One of his daughters 

was Angela ‘Angie’ Geronimo who later wed José Fores; 
their son Raul would, in turn, later marry Baby Araneta. 
(Their daughter, Margarita, would memorialize these 
halcyon days by naming one of her many popular 
restaurants, ‘Grace Park.’) Hollywood stars and various 
celebrities who would perform at the Araneta Coliseum 
would afterwards let their hair down at the glittering 
Elpo Compound parties.

Another Geronimo daughter would marry the dashing 
architect Leopoldo L. Coronel, Jr. He was a popular 
member of Manila’s 400 and counted among his 
friends Alfonso Yuchengco, Carlos Palanca, Luis 
Araneta, Manny de Leon, and the then-20 something 
Lee Aguinaldo. Leo Coronel was also a close friend of 
President Ramon Magsaysay and he was particularly 
proud of the painting by Anita of the Egg Vendors. 
It hung prominently in his office, also at the Elpo 
Compound, for many years.

The Grandees of Grace Park party with Hollywood royalty, including Cyd Charisse (seated, center) a frequent film 
partner of Fred Astaire. Actor Tony Martin is beside Mrs. Coronel in pearls. Society scion Manny de Leon is leftmost.



detail: Anita Magsaysay-Ho, Egg Vendors

Arch. and Mrs. Leopoldo L. Coronel Jr. (center) with well-wishers 
at the ELPO Pavilion in Grace Park, in February 1957. Beside 
them is Don Luis Ma. Araneta and Lee Aguinaldo (second from 
right and rightmost.)

At one of Architect Coronel’s fun ’theme parties”, with socialite 
Chito Madrigal.

It was Leo who was most involved in planning the 
parties that usually wound up in the society pages. 
There were tales of the gatherings that typically 
featured two live bands that would ensure the night 
was filled with non-stop music. The festive evenings 
would have different themes, much like today’s 
events, ranging from black-tie, Hawaiian costumes, 
toga parties dressed like the court of Julius Caesar, 
and even a ‘shorts-only’ picnic. Leo drew caricatures 
of his guests and decorated the walls of the pavilion 
to their collective delight.

Grace Park thus belonged to an era energized by a 
pro-Filipino movement and the optimistic impetus 
to re-build after the War. The Anita Magsaysay-Ho 
masterpiece Egg Vendors richly symbolizes that 
time and place.
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Anita Magsaysay-Ho (1914 -  2012)

Egg Vendors
signed and dated 1955 (lower right)
egg tempera on board
13" x 16 1/2" (33 cm x 42 cm)

P 7,000,000

THE MAGICAL, MYSTICAL 
EGG VENDORS

P RO P E RT Y  O F  A RC H .  &  M RS .  L E O P O L D O  L .  C O RO N E L  J R .

by L ISA GUERRERO NAKPIL

PROVENANCE
Acquired directly from the Artist and thence by descent

LITERATURE
“A New Group of Paintings by Anita Magsaysay-Ho”, This Week 
Magazine, (The Sunday Magazine of the Manila Chronicle), 
December 18, 1955; Black and white photograph; Page 39.
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In Egg Vendors, six women gather around an 
incandescent light and an egg. This eternal 
symbol of new life is cupped gingerly in the 

hands of one of them, for such hopes must be 
carefully nurtured and protected. Their faces, 
upturned and illuminated by the single lamp, also 
egg-shaped, are gripped in various expressions of 
mystical fervor. All of them peer closely, seemingly 
hypnotized, eyes half-shut to see more clearly. 
Their hands are clasped as if praying, their heads 
turned heavenward. One of the maidens is pictured 
breathless, with lips parted as if she were ready to 
receive the Host in sacred rites. Anita Magsaysay-
Ho thus creates this enchanting narrative of 
motherhood, women and children in this single, 
almost transcendental work. Thus is the power 
of Anita Magsaysay-Ho’s imagination — and her 
dexterity with the magical medium of egg tempera.

Magsaysay-Ho would begin to use this Renaissance 
technique in earnest in 1950, when she broke the 
barriers of Filipino women in art by winning First 
Prize at the annual Art Association of the Philippines’ 
annual competition with her work, titled ‘The Cooks.’ 
She would say that she had been inspired by the 
works of Fra Angelico which are themselves 
timeless masterpieces of luminosity.

She spent a year in the United 
States’ Art Students League 
mentored by Kenneth Hayes 
Miller, from whom she reportedly 
learned two valuable lessons : 
The first was ‘the rudiments of 
technique." Egg tempera, after 
all, is a demanding medium: 
It must be applied in thin 
layers and dries quickly and 
the final colors are thus built 
up painstakingly, creating 
a semi-translucent quality. 
It also requires a rigid surface 
such as board to which the 
pigments would adhere. 

The other important lesson, she revealed in an 
interview was, “to paint your people’s spirit.”
Mrs. Ho thus “believes in gestures because 
through them, through lines (often exaggerated 
to suggest greater movement) that the national 
spirit is caught.”

Egg Vendors would be featured in This Week, the 
Manila Chronicle’s Sunday Magazine, on December 
18, 1955 where it described Anita Magsaysay-Ho 
as “one of the finest painters of the country today 
and would hold an exhibition of her paintings at the 
Philippine Art Gallery later this month.” The article 
was entitled “A New Group of Paintings by Anita 
Magsaysay-Ho” and featured Egg Vendors 
alongside the renowned Tinapa Vendors. 

(1) Paintings by Anita Magsaysay-Ho : (Clockwise) Paper Flower Sellers, Tinapa Vendors, Egg Vendors. Illustrated in This Week Magazine, 
December 18, 1955, page 39. (2) To the right, the Table of Contents of that issue of This Week Magazine.
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Jerry Elizalde Navarro (1924 - 1999) 

Barbarella and Her Things Doing
signed and dated 1969 (upper right)
collage
15" x 20" (38 cm x 51 cm)

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

PROVENANCE
Private Collection, Manila

LITERATURE
Reyes, Cid. J. Elizalde Navarro. National Museum of 
the Philippines. Manila. 2008. p. 118

Pop Art found one of its prime movers in the Philippines 
in the artistic identity of Jerry Elizalde Navarro. The 
popular culture of his time was influenced by the 
Sexual Revolution in the United States, spreading to 
developing countries, such as the Philippines, where 
Western culture has been ingrained in the local psyche. 

Barbarella and Her Things Doing is inspired by the 
film Barbarella, a 1968 science fiction film produced 
by Paramount Pictures. Based on Jean-Claude 
Forest’s comic series of the same name, the film stars 
Jane Fonda as Barbarella, a space traveler and a 
representative of the United Earth government sent 
to find scientist Durand Durand who created a bio-

weapon that could wipe out humanity. The film depicts 
scenes of nudity and sadism. Lisa Eisner of The New 
York Times deemed Barbarella as “the most iconic 
sex goddess of the ‘60s,” while the Los Angeles Times 
wrote that its “imagery has echoed for years in pop 
culture.” Retrospectively, Barbarella has widely been 
considered a cult classic. 

In the September 22, 1973 issue of The Asia Magazine, 
Peggy Printz described Navarro’s pop art as having 
colors that “pulsate with the brilliance of the tropics.” 
Still, his subjects and themes are sophisticated, and 
“the favorite victim is the commercialism that gave 
Pop Art its original inspiration.”

24

Federico Aguilar Alcuaz (1932 - 2011)

Seaside
signed and dated 1977 (lower right)
oil on canvas
13" x 21" (33 cm x 53 cm)

P 200,000

Federico Aguilar Alcuaz, as Alice Guillermo puts 
it, took great pleasure in painting seascapes and 
bay scenes. Often, he opted for a subdued, gray 
palette with some impasto, but he loved the space 
of sky that they opened out to him. The gray 
tones captured the European atmosphere of days 
turning into winter and the melancholy air that 
they evoked. He painted the curving coastlines and 
the boats plying the water in canvases which are 
now recollections of places he visited. This blissful 

masterpiece, a seascape wherein the sky unifies with 
the sea - finesse but simply communicated by his use 
of light, color and composition, all of which combined 
into a scenery which is spirited. 
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Ang Kiukok (1931 -  2005)

Still Life
signed and dated 1971 (lower right)
oil on wood
12" x 11" (30 cm x 28 cm)

P 600,000
Accompanied by a certificate issued by Finale Art File
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Through his works, Ang Kiukok drove home to the point 
that there’s more to life than meets the eye. The principle of 
modern painting is allegiance to the two - dimensional quality 
of the pictorial surface. Foreground and background meld. 
While line, form, color, and texture take precedence over 
figurative veridicality. Ang best expressed this idiom in his still 
lifes, where the shapes of fruits and bottles become visual 
notes masterfully orchestrated into harmonious imagery, 
such as this Watermelon masterpiece that came in varied 
colors - each typifying a passion, a private to every appetite; 
the fruit was relished in as many ways, not just on a platter. 
The watermelon slices seem at once to rest on a solid, wooden 
plank and yet float across the surface of the canvas like a 
new kind of calligraphy. He typically includes small, scarcely 
identifiable elements to suggest that the gaze of the viewer 
rises vertically up the canvas, rather than plunge deep within 
any implied corner of the featured still life. Ang imposed a 
magisterial appropriacy over every busy detail, boldly using 
repetitions and variations of triangles, rectangles and circles 
to hold a precarious balance in place.
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Raul Isidro (b.  1943)

Neptune's World
signed and dated 1979 (lower right) 
acrylic on canvas
48” x 72” (122 cm x 183 cm)

P 220,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Raul Isidro is among the prolific artists 
of the Philippine Modern Art fibril of the 
1970s; a 1979 Ten Outstanding Young 
Men (TOYM) and 2006 Outstanding 
Thomasian Awardeee, his distinct 
abstractions derive inspiration from 
nature and he continues to amaze his 
audiences by his formal adaptation of 
abstract techniques that evolves into 
a creative interpretation of nature - 
a continuation of him practicing the 
freedom of expression contained 
within natural boundaries that results 
in an elegant and majestic modernist 
masterpiece like this painting. 
Isidro affixes his works on abstract 
contemplation of natural paradox, 
and instill in his memory the vibrancy 
of his halcyon childhood spent in the 
magnificent isolation of Calbayog, 
Northern Samar.
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PROPERTY FORMERLY IN THE EUGENIO "GENY" LOPEZ, JR. COLLECTION

Fernando Zóbel (1924 - 1984)

Untitled
ca. 1964/1966
oil on canvas
16" x 16" (41 cm x 41 cm)

P 2,000,000
Accompanied by a certificate issued by 
Don Rafael Pérez-Madero confirming the authenticity of this lot

LITERATURE
Paras-Perez, Rod. Fernando Zóbel. 
Eugenio Lopez Foundation, Inc. Manila. 1990. p. 105

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

in the country but also impacted a whole generation 
of artists. As an artist, Zóbel's creations from the 
mid-sixties through the seventies had featured his 
distinctive abstract approach. Though Zóbel is often 
revered for his sparse and monochrome abstract 
works with his iconic series titled ‘Serie Negra’ (Black 
Series), Zóbel also worked and experimented with 
color. Despite Zóbel veering away from color in his 
later pieces, the artist still created alluring works of art 
that featured the use of color. Zóbel created his own 

means of coloration by understanding both the context 
and power that color contains and communicates. 
This particular philosophy is embodied in this oil on 
canvas piece. Subtle yet engaging, Zóbel's provides us 
a familiar scene that is akin to a picturesque landscape 
or seascape. His subdued palette is meticulously 
layered as a way of giving off a memory that is both 
divorced yet entangled within our subconscious. 
This juxtaposition of pure abstraction and reality is 
undoubtedly what makes Zóbel's piece a timeless 
work of art.

Fernando Zóbel receives the Gold Medal for Excellence in Art from King 
Juan Carlos of Spain. Queen Sophia applauds. © Georgina Padilla Zóbel

A COURTLY ZÓBEL
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Hernando R. Ocampo (1911 -  1978)

Abstraction 63
signed and dated June 17, 1976 (lower right)
watercolor on paper
21" x 14" (53 cm x 36 cm)

P 300,000
PROVENANCE
Private Collection, Manila

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 Abstraction 
63 was 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, 
“are 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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Ronald Ventura (b.  1973)

Play Pop  
signed and dated 2009 (upper left) 
oil on canvas 
36" x 24" (91 cm x 61 cm)

P 2,400,000
PROVENANCE
Acquired directly from the artist by the present owner

Ronald Ventura’s depictions of cyborgs (man-
machines) exude an aura of susceptibility. In Tim 
Armstrong's article The Electrification of the Body, 
cyborgs “are new kinds of bodies marked by a 
refiguring of human potential and an increasingly 
abstract awareness of the body as network and 
system.” These cyborgs are the result of situations 
unique to postmodern living. Judith Halbersten and 
Ira Livingston, the editors of Posthuman Bodies, 
wrote: “Posthuman monstrosity and its bodily forms 

are recognizable because they occupy the overlap 
between the now and the then. Posthuman bodies 
are of the past and future lived as present crises."
Play Pop is Ventura’s appropriation of Andrea del 
Sarto’s Madonna of the Harpies (1517). The most 
intriguing cyborgs of Ventura are those of children, as 
exemplified by this piece. The child’s transformation is 
threatening, raising questions concerning his survival 
in a world that is rapidly becoming mechanized. In 
Ventura’s art, the cyborg form is an assault on our 
individuality and identity. He also traverses into the 
commodification of the human being, as shown in 
the woman's face seemingly taken from a scene in a 
Japanese anime. Ventura synthesizes commodification 
and the posthuman into a critique of contemporary 
issues brought by state and economic apparatus. 

According to Ventura, “the world is turning into 
something similar; we can no longer distinguish 
between what’s real or not. They are totally mixed. 
We see everything simultaneously. The 'glitch' has 
been normalized.”
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PROPERTY FROM THE COLLECTION OF A DISTINGUISHED GENTLEMAN

Arturo Luz (b.  1926)

a) Cyclist
signed (lower left and verso) and 
dated 2013 (verso)
acrylic on canvas
36" x 24" (91 cm x 61 cm) 

b) Juggler
signed (lower right and verso) and 
dated 2013 (verso)
acrylic on canvas
36" x 24" (91 cm x 61 cm) 

c) Musician
signed (lower right and verso) and 
dated 2013 (verso)
acrylic on canvas
36" x 24" (91 cm x 61 cm) 

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

PROVENANCE
Acquired directly from the artist

C ircus performers have always fascinated 
Arturo Luz, and these figures form an iconic 
ensemble within the artist’s oeuvre. Luz’s 

depiction of these figures creates an impression of a 
seemingly obscure correspondence between gesture 
and music. Nevertheless, Luz still manages to impart 
to the viewer the buoyant and festive facets of a circus. 
His unique approach to line, geometry, and shape 
penetrates his body of work inspired by his fondness 
for musicians and performers. His distinct geometric 
language employed through meticulous strokes of lines 
and shapes combined with a minimalist approach is 
void of any intricacy in details, although it is important 
to stress that Luz employs a complex technique in 
rendering his figures. 

In this triptych, Luz exhibits his linear coherence, 
logical abstraction, and mastery of geometric forms. 
Fundamental elements are controlled to suggest 
movement. Luz’s human figures have no proportions 
and are monochromatic to emphasize their linear 
strength. However, Luz establishes a connection with 
the viewer by depicting a circus scene through a series 
of unembellished geometric elements characterized by 
precise lines. Albeit modest in form, the works of Luz 
still have the ability to be arresting, as evidenced by the 
plethora of art collectors and connoisseurs interested 
in the opuses of the celebrated national artist. 

THE PERFORMERS
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Louie Cordero (b.  1978)

Perpetual Deluge, Perpetual Guidance
signed and dated 2017 (lower right)
acrylic on canvas
with frame: 55" x 55" (140 cm x 140 cm)
without frame: 48" x 48" (122 cm x 122 cm)

P 1,000,000
EXHIBITED
Jonathan LeVine Projects, Under Heavy Manners, 
Jersey City, New Jersey, May 13 - June 10, 2017

A sense of oddity and wonder permeates through 
Louie Cordero’s whimsical works. In his oeuvre, Cordero 
displays his mastery of contemporary art expression – 
from street art to pop surrealism and graphic design. 
In recent years, Cordero’s works have slowly veered 
away from figurative and allegorical representation to 
a constructivist abstraction. The outcome is a distinct 
composition forming an amalgamation of distorted 
figures with cubist influences and a patchwork of 
peculiar elements and tropical landscapes. In this 
piece, Cordero’s interpretation of environmental 
deterioration, as represented by the piles of material 

wastes dumped into a body of water and the ravaged 
surroundings, is rendered in a style that converges 
pop surrealism and psychedelic art. Cordero evokes 
a timely message: abuse of the living world comes at 
the expense of the degradation of our own humanity. 
Through his art, Cordero persuades us to awaken our 
empathy and sow the seeds of collective action against 
the real culprits behind contemporary problems, which 
the artist has constantly insinuated in his art. 

In Wasak: Filipino Art Today, Cordero’s art was 
described as having “an air of ambiguity” where “a 
world that is often described as bizarre or riotous, 
and sometimes even grotesque or abject” is the 
commanding element of the entirety of the canvas. 
In addition, Alice Guillermo describes Cordero’s art 
as “corrosive candy pop.” Guillermo expounds: “Louie 
Cordero follows in the wake of Ocampo, although he 
has worked before on his own. More importantly, he 
has devised his own style out of the possibilities that 
have been opened. His art springs from an explosive 
mélange of dada, surrealism, pop, comics and 
Japanese manga; familiar idioms, yes, but in his 
hands taking an astonishing turn.”
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Max Balatbat (b.  1978)

Bahay Bahayan (005)
signed and dated 2013 (upper left) 
mixed media
32" x 24" (81 cm x 61 cm)

P 100,000
EXHIBITED

Bahay Bahayan series
Museum of Young Art (MOYA) “Annuale 2013”, Vienna, Austria
Chelsea Gallery, London, United Kingdom, 2013
Palazzo Medici Museum, Florence, Italy, 2013

This piece is part of the Bahay Bahayan series of 
Max Balatbat II for the traveling exhibit in Europe 
where he was part of the FILIPINISM: European Solo 
Exhibit 2013 where he presented his series in three 
European cities namely, Venice in Austria; London, 
United Kingdom then moved to Florence, Italy where 
during the 7th Florence Biennale 2009, he brought 

home the El Lorenzo Magnifico Silver Award. Balatbat, 
also known as MaxBal, is the first Filipino artist to 
embark on social realism in architectural abstract. His 
Bahay Bahayan series tells the story of the infamous 
International Cabaret in Caloocan, a brothel in the said 
city’s red light district where he grew up with children 
of courtesans. It is where his friends and their families 
exposed him to the bitter ironies of life and inspired 
him to retell their stories in art form - showcasing how 
he related these works to ephemeral and enduring 
encounters of emotions, consciousness, of collectivity 
rich narratives turning into art pieces full of metaphors 
and creative interpretations of the playground he 
once knew.

Balatbat’s art is affiliated to symbolic squatting, a 
metaphorical re-occupation of remembered spaces 
and structures where he demonstrated art’s potential 
to contest and reconstruct space, memory and 
identity allowing us to imagine alternative, 
helpful visions of ourselves.
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THE MISCHIEVOUS MANANSALA
by L ISA GUERRERO NAKPIL

V icente Silva Manansala was one of the 
founding fathers of the post-war group 
of iconoclasts who called themselves 

the ‘Neo-Realists.’ He was, after all, embroiled 
in the same world of journalism as its ringleader 
Hernando R. Ocampo and all the rest of them. 
H.R. and he worked in the Philippines Herald 
before the war and they even had a joint-exhibition 
at the University of the Philippines Library in 1939. 

His first painting, according to an account by 
art archivist Manuel D. Duldulao was to another 
newsman, Salvador P. Lopez who paid P30 for a 
pastel called Broken Vase, payable in six monthly 
installments. (Manansala in later years would 
grumble that S.P. had conveniently forgotten 
to pay him the last P5.)

By the 1970s, Manansala was flushed with success. 
He was not only the recipient of an armful of awards, 
(including the Republic Cultural Heritage Award in 
1963 and the Araw ng Maynila award in 1970), he 
was also the country’s most sought-after painter. In 
1972, he was among the first to be honored with an 
exhibition at the Cultural Center of the Philippines’ 
(CCP) prestigious Main Gallery. His one-man shows 
would attract thousands of guests on opening 
night and the entire show — usually of 40 paintings 
— would be snapped up in ten minutes according 
to newspaper reports. 

He was indubitably one of the immortals of the 
‘Thirteen Moderns.’

Manansala had several sides to his art : The first 
being the abstracts produced under the aegis of the 
legendary Philippine Art Gallery. He was one of its 
important featured artists and he was selected to 
show three paintings at the PAG exhibitions in 
New York and Washington. 

The second were his riotously colored turns at a 
Filipino cubism, influenced by his interest in stained 
glass techniques. (The U.S. State Department had 
sent him on a special grant to study at Greenland 
Studios in NYC in 1960.) 

Neo-Realist tribe meeting over drinks and their own ’tsismis': 
(left to right) H.R. Ocampo, Cesar Legaspi, and Vicente Manansala 
in the 1970s.



Both of these facets were used to take careful aim 
at the Filipino condition, from life in the slums to 
queuing for rice rations to the narratives of candle 
vendors and vegetable hawkers. 

But there was also a third aspect to his art which 
was worldly, intimate, and more carnal. These can 
be found in his portraits of society girls and the 
occasional matron who would flock to his studio to 
have themselves painted in exchange for their pick 
of the master’s various works. 

The piquantly titled Tsismis captures three vegetable 
sellers, busy not so much with balancing the day’s 
array of eggplants and fruit on their heads but with 
the retailing of the day’s freshest gossip. One need 
not have to eavesdrop to guess at the stories rolling 
off their tongues. The arched eyebrows, sidelong 
looks, sharp gazes say it all. Manansala colors 
them in the shades of summer and their background 
of sidewalk tarps give an illusion of lush greenery, 
as if they were suspended elsewhere in a world 
of happy imagination.
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Vicente Manansala (1910 -  1981)

Tsismis
signed and dated 1977 (upper left)
oil on canvas
27" x 35" (69 cm x 89 cm)

P 12,000,000
PROVENANCE
Acquired directly from the artist by Floy Aguenza

LITERATURE
Si Mang Enteng... Encountering Manansala. 
Metropolitan Museum of Manila. Manila. 2010. p. 28

EXHIBITED
Tall Galeries, Metropolitan Museum of Manila, 
Si Mang Enteng... Encountering Manansala, 
Manila, May 20 - July 31, 2010

Vicente Manansala
© León Gallery Files

There is an equally delicious backstory to this 
marvelous painting. The collector reminisces that 
Mang Engteng would relentlessly pursue her to sit 
for a portrait ‘deshabille’ or partly clothed, if not at 
all — a request she staunchly refused. Finally, the 
master produced this painting for her, saying that 
the third peddler with back turned was her — and 
pointing out that the fish ogling her was none 
other than him.

It’s a mischievous memento of this modern master 
who was renowned for his pranks and easy wit.
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Kawayan de Guia (b.  1979)

The Official Steal of America
signed and dated 2012 (lower right)
mixed media
44 1/4" x 51 1/4" (112 cm x 130 cm)

P 300,000

Irreverent yet undoubtedly substantial, acclaimed 
contemporary artist Kawayan de Guia is not afraid to 
tackle a number of socio-political and taboos in his 
complex and critical artistic practice. In this piece titled 
The Official Steal of America de Guia sets his sights on 
unarguably the world’s most influential superpower, 
the United States of America. Done in a tongue-and-
cheek and almost kitsch fashion, de Guia’s parody of 
the US’ coat of arms can be seen as a critique of the 
superpower’s unfettered reach on almost all aspects 
of contemporary life. Aside from the official seal, the 

work also features a number of iconic American brands 
and products rendered in such a way that reveals their 
propaganda-like qualities. De Guia’s subversion of a 
powerful and symbolic piece of contemporary culture 
effectively peels back its ideological layers in order to 
reveal its often overlooked essence. 

De Guia studied at the Philippine High School for the 
Arts and then pursued a Bachelor’s Degree in Fine 
Arts at the University of the Philippines’ College of Fine 
Arts. He received the Ateneo Art Award in 2008 and 
2011, and the Thirteen Artists Award from the Cultural 
Center of the Philippines in 2009. Recent exhibitions he 
has participated in include Soil and Stones, Souls and 
Songs, Para Site, Hong Kong (2017), Behind Foreign 
Lands: Southeast Asian Contemporary Art, Soka Art 
Center, Beijing (2016), and Wasak! Filipino Art Today, 
Arndt, Singapore (2016). He was one of the curators 
of the Singapore Biennale in 2013.
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J. Elizalde Navarro (1924 - 1999)

The Filipino Politician's Family
signed and dated 1970 (lower right)
acrylic on paper
24" x 36" (61 cm x 91 cm)

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

PROVENANCE
Private Collection, Manila

LITERATURE
Reyes, Cid. J. Elizalde Navarro. National Museum 
of the Philippines. Manila. 2008. p. 124

Due to his engagement in advertising arts that 
exposed him to the popular culture of his time, 
Navarro developed a fondness for Pop Art. This style 
was championed in the Philippines by none other 
than Navarro, although it is important to note that 
his “Pop Art period” was purely an experimental 
stage. Nevertheless,  it is important to note that his 
“Pop Art period” was purely an experimental stage. 
Nevertheless, Navarro integrated Pop Art with 

Abstract Expressionism, resulting in works that 
appear as mockeries of contemporary affairs.

The Filipino Politician’s Family is Navarro’s take on the 
morally decrepit situation of Philippine politics, created 
at a time when the socio-political climate of the 
Philippines was in its tumultuous stage. Rendered in 
a satirical approach, Navarro portrays the politician’s 
family as comical figures who take advantage of their 
privilege and power to make a fool of the people – 
one that is symbolized by their ridiculous  features.

In the September 22, 1973 issue of The Asia Magazine, 
Navarro was featured in the “Artists of Asia” series. 
In the article “Practitioners of Pop Art,” Peggy Printz 
wrote: “Jerry E. Navarro has turned the slick poster 
style of commercial advertising into satiric Pop Art 
painting and sculptures with the vibrant colors and 
folk-art directness of his native Philippines. Using 
acrylic paints, often combined with tinted plexiglass 
or assorted found objects, he juxtaposes jarring 
colors, producing discordant, reverberating rainbows.” 
Printz added that “Navarro’s aims are typical of a 
large number of Asian artists who hope to reflect 
their environment through an art that is relevant to 
the time and place in  which they live, and that also 
retains the flavor of their own cultural past.
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Roberto Chabet (1937 -  2013)

a) Untitled #19
signed (lower center)
dated 2012
watercolor on paper
12 1/2" x 8" (32 cm x 20 cm)

b) Untitled #20
signed (lower center)
dated 2012
watercolor on paper
12 1/2" x 8" (32 cm x 20 cm)

P 200,000
León Gallery wishes to thank KingKong Art Projects 
Unlimited for confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

EXHIBITED
West Gallery

These untitled watercolor on paper artworks of the Father of 
Philippine Conceptual Art, Roberto Chabet, serves as a time 
capsule of the artist’s career and his process in art making, 
revealing the inner workings of his creative mind. Signed and 
dated in the year 2012, it shows how Chabet still worked and 
continued to learn and discover his artistic vision through 
exploring numerous styles and methods in order to find 
one that he could add on his style.

Chabet was reputedly capable of creating a hundred drawings 
a day and was a firm believer in an artist's need for what he 
termed "daily practice". He would experiment by exploring a 
shape’s possibilities as seen on these watercolor paintings, 
searching patterns and ways in which it can evolve so that 
he can incorporate them into his work. The result, as always - 
a timeless, signature style.
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PROPERTY FROM THE LEOVINO MA. GARCIA COLLECTION

Florencio B. Concepcion (1933 -  2006) 
Green Graffiti with Red
signed and dated 2004 (lower left)
oil on canvas
36" x 36" (91 cm x 91 cm)

P 900,000
PROVENANCE
Acquired directly from the artist by the present owner

Instead of showing us a kind of glorified snapshot of an 
actual subject, Florencio B. Concepcion’s (1933 - 2006) works 
are all colorful, powerful, modern - a complete metaphor 
of contemporary experience. It reveals the dramatic and 
psychological atmosphere through abstract means of colors, 
brushwork and compositional arrangement. His creations 
are often classified as ethereal and transcendental, implying 
an otherworldly sense of upliftment; it can be argued that 
Concepcion’s works are best viewed and understood as 
processes instead of products. Though bold in color, this 
piece featuring the blended hues that streak through the 
canvas are that of a raging dream wanting to be fulfilled.  
Concepcion’s abstractions are striking bold lines, loose 
formations that are meant to communicate and create 
the feeling of desire to attain one’s goals. Charming in its 
purpose and composition, the painting poses an individual 
uniqueness that stands out amongst the works of the 
artist’s contemporaries.
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LOTS 39 -  44

A SONG FOR ARMIDA
THE LEONARDO AND ARMIDA SIGUION-REYNA COLLECTION

by L ISA GUERRERO NAKPIL

Frank, fierce and fearless — Armida Siguion-Reyna 
was an iconic figure of her generation. She was 
a singer and coloratura soprano, an actress, 

a television and film producer, and the chair of the 
MTRCB (the country’s classification board) although 
she abhorred censorship of any kind. She was a 
daughter as well as a wife to very famous Filipino legal 
luminaries and a doting mother and grandmother.

Armida Siguion-Reyna was born in 1930 to the dashing 
lawyer Alfonso Ponce-Enrile and Purita Liwanag, from 
whom she inherited a love of music. (Through her 
father, her half-sibling is Senator Juan Ponce-Enrile.) 
Raised in Malabon, she was educated in Manila as 
well as American colleges.

In 1951, she would meet and fall in love with 
Atty. Leonardo “Sig” Siguion-Reyna, who became her 
inseparable companion and most ardent supporter.

She was the most notable champion of the Filipino 
love song, the kundiman, which she featured tirelessly 
in her self-produced tv show, Aawitan Kita. It aired 
for a record 35 years, the longest-running musical 
production in the Philippines. A who’s who of the local 
entertainment scene were her guests including the 
beloved Dolphy and Fernando Poe, Jr. 

Ironically enough, it was FPJ’s father who tried to lure 
her into a career in the silver screen, an idea quickly 
jettisoned by her father by sending her to the United 
States to study. But the siren call of show business 
would remain seductive. Armida — or ‘Tita Midz’ as 
she would fondly be called by that world’s denizens — 
would become an FAMAS-award winning actress as 
well as the ‘iron lady’ of the influential Reyna Films.

The artworks featured in this collection include a 
striking Lavanderas by National Artist Fernando 
Amorsolo that hung in her family home’s master 
bedroom and an exotic Garcia Llamas that dominated 
the entrance foyer of their Forbes Park house. 
Treasured Sansos led the viewers up the sweeping 
staircase. A Napoleon Abueva sculpture was a gift 
from the artist to ‘Sig’; everything else was purchased 
quite deliberately by the couple who resisted calling 
themselves serious collectors — although these 
works say different.

A few years before her death, the family produced a 
biography simply titled “Armida”, written by pundit 
Nelson Navarro. In it he noted, “Armida has no secrets. 
Fear was never in her vocabulary. Love her or hate her, 
she is always herself.”

Armida Siguion-Reyna thus embodied both the 
strength and the softness of the Filipino woman, 
expressed here in this timeless collection of 
exquisite art pieces.  

“She may have law in her blood — but she has art in her heart.”
                                                  — Nick Joaquin, Philippine National Artist for Literature 



Clockwise: Armida as Gabriela Silang in Lino Brocka’s ‘Dungaw’; Hosting ‘Undertones’ a 70s talk show with co-host ;Chito Madrigal (center) and Don 
Jaime Zóbel de Ayala (elsewhere doing an interview with man on the street) ; An anti-censorship rally with National Artists Bienvenido Lumbera and Lino 
Brocka and Carlitos and Bibeth Siguion-Reyna; with Sen. Juan Ponce-Enrile; Armida in “Aawitan Kita"; With devoted husband “Sig” on their last foreign 
travel; with comedic superstar Dolphy; a formal portrait in 2014; her wedding photograph, (above with action king FPJ) taping “Aawitan Kita with 
grandchildren Rafa and Aya Siguion-Reyna with Cris and Tere Villonco; little Armida in 1933.
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39  PROPERTY FROM THE LEONARDO AND ARMIDA SIGUION-REYNA COLLECTION

Romeo Tabuena (1921 - 2015)

Niña Con Mariposas
signed (lower left)
pastel on paper
30" x 22" (76 cm x 56 cm)

P 100,000

Romeo Tabuena, Neorealist painter and printmaker 
experienced life, education, and culture around the world. 
Best known for his depictions of Philippine rural landscapes 
out of oil and watercolors which are painted in jewel tone 
and cubist shapes and later developing a colorful prismatic 
style featuring a combination of Filipino and Mexican cultural 
themes that made his masterpieces light and airy that is 
evidently seen in this piece entitled Niña con mariposas 
wherein in included the colors from the spectrum and 
featured a young girl enjoying the company and beauty of 
the butterflies that surrounded her - showing the painter’s 
personality as Bibsy M. Carballo described him as “a gentle 
soul who appreciated good food, friends, [and] the many 
similarities between Mexico and the Philippines”

40  PROPERTY FROM THE LEONARDO AND ARMIDA SIGUION-REYNA COLLECTION

Oscar Zalameda (1930 -  2010)

Untitled
signed (lower right)
oil on canvas
14" x 13" (35 cm x 32 cm)

P 100,000

The works of Oscar Zalameda are often touted as 
one of most emblematic examples of cubism in 
Filipino Modernism. Though Zalameda’s earlier works 
featured looser and more abstract compositions, 
Zalameda eventually developed his unique cubist style 
through rigorous artistic experimentation. The stylized 
figuration of his local subjects, trees, and rocks show 
his signature “soft” cubist techniques. During the 
sixties and seventies, the bon vivant artist was among 
the favorite artists of Manila’s high society. 

Born in Lucban, Quezon, Oscar Zalameda took his 
fine arts degree at the University of Sto. Tomas, and 
pursued further studies at the Art League of California 
in San Francisco, the Ecole Nationale Supérieure des 
Beaux Arts, and the Sorbonne University in Paris. 
Zalameda was also able to study mural techniques 
under Diego Rivera in Mexico. 
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Known to his peers and colleagues as 
“Tony,” Antonio Garcia Llamas was a 
celebrated painter who first created a 
name for himself in 1937 when he won 
the First Prize in the Open Poster 
Competition of the 33rd International 
Eucharistic Congress. In 1938, he 
sojourned to Italy and enrolled at the 
Accademia di Belle Arti di Roma where he 
studied for one year. He moved to Spain 
in 1939 and enrolled at the Academia de 
Bellas Artes de San Fernando in Madrid, 
where he was mentored by the leading 
Spanish contemporary painters of that 
time, Eduardo Chicharro and Manuel 
Benedito Vásquez Díaz. 
 
In 1941, his first exhibit in Spain, Indays, 
at the Circulo de Bellas Artes in Madrid 
received widespread popularity. Critics 
deemed him as the “Filipino Gauguin.” 
One such work in this exhibit was a 
trio of nudes that highlighted their 
Filipino features. The piece was highly 
acclaimed that it was reproduced and 
featured in Shin Seiki, a cultural 
magazine in the Philippines during 
the Japanese occupation.  
 
Similar to the above-mentioned piece, the 
nude women in this work are voluptuous 
in physical form. The elongated figures 
of the women juxtaposed with their 
facial expressions manifest the sensual 
undertone of this work, with the overall 
composition exuding sultriness and allure.

41  PROPERTY FROM THE LEONARDO AND ARMIDA SIGUION-REYNA COLLECTION

Antonio Garcia Llamas (1912 - 1999)

Untitled (Nude)
signed (lower left)
oil on canvas
70 1/2" x 34" (179 cm x 86 cm)

P 500,000



L E O N  G A L L E R Y5 6

42   PROPERTY FROM THE LEONARDO AND ARMIDA SIGUION-REYNA COLLECTION

Napoleon V. Abueva (1930 -  2018) 

Code of Kalantiaw
signed and dated 1977 (lower right)
white marble on wooden base
marble: 13" x 12" x 11" (33 cm x 30 cm x 28 cm)
base: 4" x 15 1/2" x 13 3/4" (10 cm x 39 cm x 25 cm)

P 500,000
PROVENANCE
A gift from the artist to Leonardo Siguion-Reyna

As a master of both academic representational 
style and modern abstraction, Napoleon Abueva 
transformed and shaped Filipino sculpture. By using 
indigenous and modern materials, Abueva created 
sculptures that adhered to a modernist approach 
integrated into his Filipino sensibility. Abueva deeply 
admired marble for its luminosity, durability, and 
natural physical properties. With marble, Abueva 
was able to create sculptures with excellent polish. 
Its malleable yet sturdy quality allows it to be easily 
sculpted, with uniform properties in all directions 
when fine-grained. 

Being identified with Modernism that emphasized 
awareness of our national sensibility, Abueva’s 
heightened consciousness of our identity and culture 
can be discerned in this piece depicting the “Code 
of Kalantiaw,” a mythical pre-colonial system of 

punishment in the Maragtas epic. This piece is 
Abueva’s marble rendition of his iconic “Code of 
Kalantiaw” (1953) which was among the artist’s earlier 
works and one of his entries to the 7th AAP Annual 
Art Exhibition. The sculpture is a “drawing in space,” 
employing symbolic representations of the sun, anthill, 
crocodile, whip, and boiling water – instruments of 
punishment inflicted for the crimes committed by 
pre-colonial natives. Despite its refuting by historian 
William Henry Scott in the late 1960s, Abueva’s 
depiction of the code is wildly imaginative – one that 
has undoubtedly made a picturesque subject for the 
artist’s work.

National Artist Francisco Arcellana writes in one of the 
earliest written critiques of Abueva’s work: “There is no 
end to [the] Code of Kalantiao as a piece of sculpture… 
[It] celebrates a new consciousness in the sculptor; a 
new consciousness with the old detachment.”
Although Abueva was at the forefront of Modernism 
in Philippine sculpture, he constantly rejected such 
designation, saying: “One’s imagination and feeling 
towards a certain subject should be interpreted in 
one’s chosen medium, irrespective of the prevailing 
style of the period as the subject is best fitted for 
execution, for a good piece of art transcends any 
period and has perpetual value.” Either in figurative 
or abstract, Abueva’s works evoke potency and 
sensitivity en masse. 
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A certain degree of enigmatic aura 
radiates from Juvenal Sansó’s works. 
Echoing the sentiments of art critics, 
he thrives underneath the helms of 
“poetic surrealism.” Beyond the shadow 
of a doubt, the ethereal technique he 
employs in his body of work harmonizes 
with the facet of surrealism that goes 
through the ambiguous line between 
illusion and reality – one that traverses 
through the realms of the subliminal 
avenues of the mind. 

Other than surrealism, some critics took 
notice of the theme of man’s alienation 
in Sansó’s works. Barbara Mae Naredo, 
in the issue of Graphic dated February 
9, 1972, expounded on the nonexistence 
of human figures in Sansó’s creations: 
“Sansó comes nearest to the idea of the 
artist for whom beauty is alienation, a 
poetic or even physical transport which 
returns to things a memory of their 
own strangeness.” The alienation and 
torment that he experienced in war-torn 
Manila were relinquished to his subject 
matter. On the other side, his palette 
and canvas became a medium of 
quietude and placidity. This resulted 
in two juxtaposing facets in his works 
– anguish and serenity. Sansó’s works 
eventually became a reflection of 
his memory and recollection; his 
trauma and recovery, and these are 
indispensable foundations of his 
great finesse.

43
 

PROPERTY FROM THE LEONARDO AND ARMIDA SIGUION-REYNA COLLECTION

Juvenal Sansó (b.  1929)

Midnight Hues
signed (lower right)
ca. 1960
oil on canvas
39" x 19" (99 cm x 48 cm)

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

FROM THE SIGUION-REYNA COLLECTION
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44 

PROPERTY FROM THE LEONARDO AND ARMIDA SIGUION-REYNA COLLECTION

Fernando Amorsolo (1892 - 1972)

Lavanderas 
signed and dated 1961 (lower right)
oil on canvas
24" x 32" (61 cm x 81 cm)

P 5,000,000

León Gallery wishes to thank Mrs. Sylvia Amorsolo-Lazo 
for confirming the authenticity of this lot

I t is no secret that Fernando Amorsolo genuinely 
appreciated feminine allure. He was trained in 
the Classical-Romantic art tradition, where the 

female figure represented beaux idéals. Similar to his 
approach in his rice cycle paintings, Amorsolo adapted 
the Western classical style in his lavandera paintings 
which he created throughout his career. 

Amorsolo painted from posed models in his Manila 
studio. But the magnificence of his lavandera paintings 
lies in the background landscapes, which were inspired 
by places that Amorsolo frequently visited. Sylvia 
Amorsolo-Lazo states: “Since there are so many 
streams or rivers in rural places, as well as in some 
urban places then, and Papa took his time going 
to these places for his on-the-spot sketching 
and paintings. I think his lavanderas were mostly 
painted in the provinces of Laguna and Bulacan 
and along the Pasig River.” 
 
Amorsolo’s lavanderas are usually seated next to a 
batya and a banga that appear as still lifes within 

the composition. In some instances, young boys 
accompany their mothers. This particular piece 
depicts two women, with the one on the right focused 
on her laundry and the other seemingly about to take 
a bath. The young boy revels in the coldness and 
freshness of the waters, implying a sense of childhood 
innocence. The graceful flow of the water encapsulates 
Amorsolo’s skill in depicting refraction. The woods and 
stream serve as safe spaces for the barely clothed 
women to bathe and do their laundry. The use of a 
subtle color palette complements Amorsolo’s mastery 
of employing natural lighting in his paintings. 
 
Amorsolo would continue to paint an idealized 
environment where people lived and communed 
harmoniously with nature. Intimate landscapes of 
woods and streams became the backdrops of native 
Filipinas who lived in a rustic setting complemented 
with streams, forests, and mountains. In the words of 
Sylvia Amorsolo-Lazo, “his iconic lavanderas – youthful, 
graceful, and modest – represent an ideal of Filipino, 
not European, beauty.” 
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Emmanuel Garibay (b.  1962) 

Doctrine
signed and dated 2002 (lower right)
oil on canvas
24" x 25 1/2" (61 cm x 65 cm)

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

The enigmatic and alluring eccentricities of Emmanuel 
Garibay’s skillfully executed works are undoubtedly 
what makes the artist a favorite among critics, 
collectors, and artists alike. Garibay’s body of work 
is extensive to say the least. The artist has painted 
numerous scenes, from the familiar atmosphere 
of Manila’s rush hour to the seemingly mundane 
nature of fresh produce. Yet, throughout his works, 
Garibay has maintained a sense of exaggeration that 
seemingly points towards a much deeper wellspring 
of curiosities and mysteries. This feeling of familiar 
surrealism is evident in this oil on canvas piece titled 
Doctrine. The distinctly flat and neutral perspective 

heightens the magnetically ominous undertones of the 
piece. Upon first glance, two things will undoubtedly 
leave an impression on would-be viewers; the floating 
mask-like face found near the center of the work, and 
the space that houses the aforementioned figure that 
bears resemblance to a church or a place of worship. 
The work itself is seemingly concerned with the nature 
of the divine amidst the physical world. The mysterious 
face, though shrouded by the mundane nature of the 
work’s less striking elements, seemingly permeates the 
reality of the work itself, implying the invisible yet ever-
present nature of the underlying metaphysical and 
spiritual force. 

As a painter of picturesque landscapes and seascapes, 
Isidro Ancheta’s style consists of hard lines and a dark 
yet realistic palette. His favored themes and a recurring 
subject in his oeuvre are fishing and seashore scenes 
that he rendered using oils on wood or canvas. In the 
St. Louis World’s Fair of 1904 in Missouri, Ancheta 
showcased eight paintings. Victims of War, one of 
the eight paintings exhibited, received an honorable 
mention. Shortly afterward, he gained a myriad of 
admirers and patrons, and classrooms across the 
Philippines hung his paintings on its walls.

Ancheta was a good friend of Fernando Amorsolo, 
Irineo Miranda, Dominador Castañeda, and Jose 
Pereira. They frequently traveled and sketched 
concurrently across the rural localities of Teresa, 
Marikina, and Montalban. It was also during this period 
that Ancheta’s and Amorsolo’s landscapes would 
often resonate with each other. To this day, Ancheta 
is celebrated and revered for his legacy of conferring 
unfaltering admiration for landscapes and seascapes.

46

Isidro Ancheta (1882 - 1946)

Fishers by the Bay 
signed (lower right)  
oil on canvas
18" x 24" (46 cm x 61 cm)

P 200,000
PROVENANCE
Private Collection, USA
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Daniel dela Cruz (b.  1966)

Under Siege
signed and dated 2015 (base engraved)
mixed metal sculpture
8" x 28" x 8 1/2" (20 cm x 71 cm x 22 cm)

P 300,000
Accompanied by a certificate issued by 
Galerie Stephanie confirming the authenticity of this lot

PROVENANCE
Galerie Stephanie

Daniel de la Cruz’s passion for sculpting developed during his 
childhood, taking delight in creating indistinguishable figures 
out of clay. His father also taught him to create toys made of 
bamboo and wood, eventually learning how to create stick 
puppets, bamboo acrobats, and turumpos (tops). Surprisingly, 
De la Cruz graduated with a Bachelor of Arts degree in 
Philosophy at the University of the Philippines. It was only in 
2006 – when he was about 40 years of age – that he started to 
pursue a professional career in the arts. In the same year, De 
la Cruz staged his debut solo exhibition at the Ayala Museum. 

De la Cruz works with brass, copper, lead, iron, nickel, and 
stainless steel, with brass as his most preferred material. His 
sculptures are hand-hammered, carved, welded, and sculpted, 
with no casts made. De la Cruz also has a custom-made steel 
stamp that he hammers onto his sculptures to deboss his 
signature. According to the artist, the texture, techniques, and 
materials he employs in his sculpture give it its distinctive look. 
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PROPERTY FROM THE COLLECTION OF A 
DISTINGUISHED COUPLE

Romeo Tabuena (1921 - 2015)

Still Life (Mexico) 
signed and dated 1958 (upper left) 
oil on board 
32" x 48" (81 cm x 122 cm)

P 800,000
PROVENANCE
Private Collection, USA
León Gallery, The Spectacular Mid Year Auction 2016, 
June 11, 2016, Makati City, Lot 34.

Self-confessed to be highly influenced by Cubism 
and Chinese vertical paintings, Romeo Tabuena 
is often classified as belonging to the postwar 
Neo-Realists movement, with his then fresh approach 
to form sometimes compared to Chinese calligraphic 
brush stroke.

This particular piece titled Mexico is undoubtedly 
inspired by the titular country in which the artist called 
home for over 40 years. After studying both art and 
architecture from the University of the Philippines and 
the Mapua Institute of Technology, Tabuena set his 
sights on New York as a way of broadening his talents 
and skills. While in New York city, Tabuena became 
enamored by the works of a number of Mexican 
artists such as David Siqueiros, Diego Rivera, and 
Rufino Tamayo. In 1955, Tabuena travelled to San 
Miguel de Allende to view Tamayo’s works. Enamored 
by both the art and the culture, Tabuena decided 
to stay. The bustling sounds of the former Spanish 
colony was very much like his homeland, thus Tabuena 
was able to draw inspiration from both cultures 
with imposing on either. The vibrant and rich sights 
and sounds of Mexico perfectly complemented the 
traditional techniques of his artistry, allowing him to 
create innovative works of art that merged together 
a variety of moods and temperaments. 
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As written by Emmanuel Torres in Kayamanan: 
77 Paintings from the Central Bank Collection, 
“something primitive characterizes the work of 
Norma Belleza.” Belleza’s approach to genre painting 
has been characterized as raw yet exceptionally 
eye-catching. Her mastery of color harmony integrated 
with her distinct brushstrokes resulted in an engaging 
take on the local folk genre. Her natural interpretation 
of the genre is attributed to her understanding of the 
common people - their lifestyles, resilience, and 

49

Norma Belleza (b.  1939)

Two Women - Vendors
signed and dated 1991 (lower left)
oil on canvas
36" x 48" (91 cm x 122 cm)

P 300,000
PROVENANCE
Private Collection, Manila

strength of character amid the challenges brought 
by their everyday living.

Lively market scenes featuring local women are 
a recurring subject matter in Belleza’s oeuvre. As 
exemplified in this piece, Belleza always puts at the 
forefront of her composition the folk people such 
as the women vendors, emphasizing their inherent 
potency and native physical appearance. Belleza 
renders her subjects in vivid colors, with the artist 
relinquishing a smooth brush stroke in favor of a 
texturally grainier yet strikingly evocative one. Belleza 
gives us a more profoundly personal glimpse at 
women vendors, displaying their delightful and buoyant 
disposition in life through the vibrancy of colors. Her 
palette also exudes an energy that is revitalizing for 
the beholder. In a seemingly uncontrived snapshot 
from their lives, Belleza humanizes her subjects, 
putting them in their everyday situations to establish 
affinity with the ordinary viewer.
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LOVE LETTER from a 
REVOLUTIONARY
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H.R. Ocampo’s emotionally charged abstraction
pieces are profound results of his everyday 
observations in 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. 

In this piece titled Homage to the Heroes of 1896, 
one can easily see the affinity and respect Ocampo 
had for the storied heroes of the Philippines. Rendered 
in a variety of red and orange tones, Ocampo’s piece 
can be seen as an interpretation of the energetic will 
that animated our forefathers towards the fight for 
freedom and independence. It’s various orange tones 
can be seen as a representation of the fiery zeal of the 
revolution. While it's red components can be seen as 
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Hernando R. Ocampo (1911 -  1978)

Homage to the Heroes of 1896
signed and dated 1976 (lower right)
oil on canvas
36” x 48” (91 cm x 122 cm)

P 6,000,000
PROVENANCE
Acquired directly from the artist by Floy Aguenza

Hernando R. Ocampo
© León Gallery Files

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

both the blood spilled by the countless sacrifices made 
by the Filipino revolutionaries and as the fervent spirit 
that continues to unify us today. Ocampo's work is a 
synthesis of the ideals of our history's heroes and the 
realities of their insurmountable sacrifices.
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AN EARLY CHRISTMAS CAROL
G A R I B AY  AT  H I S  F I N E S T
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Emmanuel Garibay (b.  1962)

Simbang Gabi
signed and dated 2005 (lower right)
oil on canvas
48" x 72" (122 cm x 183 cm)

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

PROVENANCE
León Gallery, The Asian Cultural Council Auction 2017, 
February 2, 2017, Makati City, Lot 10

A rt, in Emmanuel Garibay’s vocabulary, is a 
form of political and social speech that 
shapes one’s conscience. He believes in the 

power and capacity of images to bring insight and 
change behavior wherein his incarnational model of 
image-making is rooted both on his art and theological 
training - a Fine Arts graduate and a degree in 
Sociology from the University of Sto. Tomas and 
an MA from the Union Theological Seminary - his 
combined studies have given him a language for 
cultural imagination, shying away from the lectern, 
he turned with assurance to the task of making bristly, 
difficult and parable-like images that investigate the 
nature of the human person.

In this masterpiece, Garibay showed that he is unlike 
the many artists that were shaped by Christianity. 
He has probed deeper into the collisions between 
the ministry and the nature of power that they tend 
to explode in the mind like parables, turning things 
upside down exposing conditions of power and 
powerlessness.  He is aware of the here-and-now social 
analysis brought to bear by liberation theology, and 
he sees in images the capacity to provide an antidote 
to blindness and rally the imagination to new acts of 
justice. The viewer then finds an artist, in the form of 
Emmanuel Garibay, who works both outside and inside 
the usual codes of art making - simple yet compelling 
images that enthrals an individual into a complex 
chronicle of cultural clash and innovation.

Garibay at 'Art MADE Public,' 2018
© MBFI
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MACBETH'S FOREST
A  F I L I P I N O  N O D  T O  S H A K E S P E A R E

"Who can impress the forest, bid the tree
Unfix his earthbound root?"

W I L L I A M  S H A K E S P E A R E ,  M A C B E T H
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PROPERTY FROM AN IMPORTANT PRIVATE COLLECTION

Elmer Borlongan (b.  1967)

Bili na Kayo ng Bonsai
signed and dated 2014 (lower right)
oil on canvas
60" x 48" (152 cm x 122 cm)

P 4,000,000
EXHIBITED
Pinto Art Museum, Labyrinth of Kinship, 
Antipolo City, February 1 - 15, 2015

One of the most renowned contemporary 
Filipino painters, Elmer Borlongan stood 
out among the Salingpusa artists when its 

members launched their respective careers in the mid-
1990s. A recipient of the coveted CCP Thirteen Artists 
Award in 1994, Borlongan is remarkably admired for 
his “Social Realism meets Figurative Expressionism” 
– a style influenced by his most revered artists Onib 
Olmedo, Danny Dalena, and Jaime de Guzman. His 
themes are often associated with social realism due 
to his exposure to the turbulent political climate 
during his art education. He was first trained in art 
lessons under Fernando Sena during Martial Law, 
painted murals after the EDSA Revolution, and joined 
progressive art groups such as Artista ng Bayan 
(ABAY), Salingpusa, and Sanggawa. 

Regarding Olmedo’s influence on his style, he stated: 
“I admire his spontaneity and closeness to his subject 
matter. I love the freedom in his brushstrokes, without 
hewing to the correct proportion of human anatomy 
but capturing the soul of every figure.” Borlongan 
has always preferred distortions rather than realistic 
depictions, exploring the contortions “that light and 
lines exert on the human figure.” 

The Labyrinth of Kinship, where this piece was 
featured, exhibits the complexities of social realities 
and individuals in their daily circumstances. It is a 
phrase taken from Gabriel Garcia Marquez’s One 
Hundred Years of Solitude that delves deep into 
each character’s personalities and consciousness 
and their reactions to the world around them. 
Borlongan’s works traverse through the humanization 
of situations that may seem uncanny to those in 
positions of privilege but are confronted and 
endured by the masses.

Borlongan’s portrayals of the masses at work, at play, 
or even at rest form his exemplary oeuvre, displaying 
a pageant of whimsical satire. His paintings are 
character studies represented by distorted, elongated 
figures juxtaposed with a monochromatic backdrop. 
“The figures in my paintings do not have different 
expressions, but the eyes can’t hide it. I want to 
portray my subjects with hope - that they still have 
the capacity to survive despite the situation they’re 
in,” said Borlongan. His paintings are among the 
most widely exhibited and highly coveted in local 
and Southeast Asian auctions.
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PROPERTY FROM AN IMPORTANT PRIVATE COLLECTION

Justiniano Asunción (1816 - 1901)

Tipos del Pais, Various
ca. 1870
watercolor on paper
10" x 7" (25 cm x 18 cm) each

P 3,000,000

SIX MESTIZAS of MANILA
B E AU T I E S  O F  T I M E S  PA S T

by L ISA GUERRERO NAKPIL
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There were two Manila Academias fifty years 
apart: The first was founded by Damian 
Domingo, who is recognized as the country’s 

first Filipino painter, or the most well-known Filipino 
artist of non-religious themes. The second academy 
produced the likes of Lorenzo Guerrero to Juan Luna, 
Felix Resurreccion Hidalgo and Fabian de la Rosa, 
now educated in the techniques and themes of 
Spain and Europe.

In between these two schools are the artists who may 
be described as ‘the primitives’ according to one art 
historian, ‘simply because they lacked formal training.’ 
These included the astoundingly talented Antonio 
Malantic and Justiniano Asuncion, who nevertheless 
became famous and sought-after.

Asuncion, like Damian, specialized in portraits 
as well as the artform called tipos del pais. 

He worked in Santa Cruz and began by painting 
religious works for the parish church including what 
has been described as life-size statuary intended 
for the annual processions. He also began to create 
works that immortalized Manila’s young women 
with breathtaking attention to the lacework of their 
pañuelos and pañolitos, their lockets and striped 
iridescent skirts.

His tipos del pais intended as pocket artworks for 
the civilized and wealthy tourist or visiting foreign 
merchant and was meant to illustrate the life and 
times of Manila in the 1870s.

This single lot of size mestizas features the mujeres 
or women of the the city dressed for various 
occasions including the daily promenade (umbrella 
in hand for a rainy day), a tertulia (gold comb 
gleaming in her hair), visits to Sunday mass or 
daily prayers (and darkly-veiled for confessions). 
Tiny hands carry kerchiefs or shawls, slim feet in 
dark velvet slippers. Only one has their head 
uncovered, showing hip-length hair parted in 
the middle, in the style for unmarried women.

Asuncion’s attention to detail is unsurpassed 
and the fineness of these works is extraordinary. 
Indeed, in the next generation of artists after 
Damian Domingo and before Juan Luna, he 
was amongits most eloquent and beloved.
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PROPERTY FROM AN IMPORTANT PRIVATE COLLECTION

Cesar Legaspi (1917 -  1994)

Incantation
signed and dated 1989 (lower right)
oil on canvas
36" x 60" (91 cm x 152 cm)

P 4,000,000
Accompanied by the study of the work in pen and ink 
with the corresponding certificate of authenticity.

Known for his extensive body of work that depict heroism, 
heritage and virtue Cesar Legaspii has melded into his art a 
distinct Filipino character that bears with it a sense of place and 
culture that is wholly unique to the country’s history and aesthetic. 
As one of the Thirteen Moderns, Legaspi helped develop and 
revolutionize the local artistic landscape in order to accommodate 
the groundbreaking ideals and aspirations that defined the 20th 
century. Most notably, Legaspi refined the core tenets of cubism 
in order to more aptly fit within the unique visual language of 
Filipino art. By doing so, not only does Legaspi pay homage to 
Cubism’s storied roots, but he also managed to create a distinct 
technique that has undoubtedly paved the way for a number of 
local artists, collectors, and enthusiasts.

This particular 1989 oil on canvas piece is emblematic of Legaspi’s 
visual style and aesthetic. Rendered in an array of warm hues and 
populated by meticulously executed white highlights, Legaspi’s 
work presents us with two figures. The first figure features a 
distinctly familiar element; the nude. The figure is splayed atop 
of what appears to be a bed or cushion of some sort. They’re 
outstretched position communicates a sense of comfort and 
vulnerability, implying that the figure is willingly attuned to 
their surroundings. The secondary figure on the other hand is 
seemingly enraptured by their current situation. Their pose and 
body language suggests that it is intently observing the central 
figure in a way that it implies a sense of intimacy or, at the very 
least, respect. Yet the most striking feature of the work is how 
Legaspi’s distinctly cubist style manages to impart Legaspi’s 
message in a way that can be discerned from analysis but from 
experience. The dominant red and earth colors of the work wraps 
Legaspi’s figures in an aura of intimacy that implies both a sense 
of complexity and intuition.

Incantation (Study)
signed and dated 1989 (lower right)
pen and ink on paper
3 1/2" x 5 1/2" (9 cm x 14 cm)
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Andres Barrioquinto (b.  1975)

Iya Self-Portrait #1
signed and dated 2013 (lower left)
oil pastel
30" x 22" (76 cm x 56 cm)

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

Labeled as “the Dark Man of Philippine Art”, Andres 
Barrioquinto, known for his surrealistic portraits stratified 
with Japanese art styles and patterns, narrated in an 
interview with Philstar Global his style as “perhaps more 
sharply individualized than the realist, therefore more 
dramatically my own, sometimes to the point of eccentricity.” 
He furthers, “My works’ individuality becomes more natural 
when I’m interested in probing my own soul rather than 
reflecting the world of ideas, and in expressing my inner 
world rather than revealing a basic harmony around us.” 
Hence this portrait of his wife, visual artist Iya Consorio 
entitled Iya Self - Portrait #1 is a testament of the artist’s 
creative progression as it highlighted his personal take on 
contemporary portraiture where he has a peculiar rule: 
no teeth, no toothy grins but at the most,  will allow an 
enigmatic half-smile. This masterpiece is a full exposition of 
his ability to shift creatively through different painting styles, 
all throughout maintaining an atmosphere of seriousness 
and gloom.

A self-taught artist, Luis Lorenzana infused his 
background in politics on his works with a cynicism 
that belies his longing for a kinder, more equitable 
world. Born and raised in the inner parts of Manila, 
a scholar in one of the elite schools in the Philippines 
with a degree in Public Administration, Lorenzana 
embarked on a journey through the arts where he 
created his own unique brand of pop surrealist works. 
In Nude Profile II, he juxtaposed the classic portraiture 
with surreal imagery that gives off a surprising and 
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Luis Lorenzana (b.  1979)

Nude Profile I
signed and dated 2018 (lower left)
oil on canvas
24" x 18" (61 cm x 46 cm)

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

PROVENANCE
West Gallery

intriguing energy sparking deep undertones of satire 
and irony. And while he has no formal art training, 
he has spent a lifetime studying a diverse spectrum 
of artists ranging from the classic masters such as 
Rembrandt to Latin American folk artists. Today, 
Lorenzana’s work has earned widespread recognition 
not only for its incisive political commentary, but 
also for its eye-catching style that defies easy 
categorization.
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Drawing was Vicente Manansala’s obsession. 
In 1947, coinciding with the great era of 
illustration in the Philippines which brought 
out the prowess of other renowned artists such 
as Botong Francisco and Cesar Legaspi, the 
37-year old Manansala worked as an illustrator 
for Liwayway Magazine and as a layout artist 
for Photonews and the Saturday Evening News 
Magazine. Pervaded by his passion for being an 
illustrator, Manansala would also always find 
himself still awake at dawn to sketch. Numerous 
drawings were left by the artist  – this self-
portrait included – that were regarded as silent 
witnesses to his creative vision. For Manansala, 
craftsmanship and drawing have always been 
“the handmaiden of an artist.” Rod. Paras-Perez 
wrote that “drawing was Manansala’s way of 
making his hand give voice to his vision – a 
vehicle for carrying every nuance of his feeling.”

Manansala intimately knew the nuances of his 
anatomy, as showcased in his self-portrait. This 
piece serves as a visual language of the artist, 
purposely created to make known the intricacies 
of his individuality.  

In Manansala Nudes, Manansala delved into his 
drawing process: “Firstly, I try to make drawings 
very accurate. I accustom my eyes to size up 
proportions and directions of lines. I know that 
by doing this, I develop my sense of proportion 
and direction. Then I practice drawing these lines 
to inject more sensitivity, more feeling without 
being as accurate as in the beginning. Then the 
point comes when one can draw anything at 
will. But that is just the beginning.”

Manansala’s self-portrait visually resonates 
with that of a lived experience – an artist’s 
personal sensibility rather than a beholder’s 
disengaged deliberation. 
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Vicente Manansala (1910 -  1981)

Self-Portrait
signed and dated 1947 (upper left)
pastel on paper
23" x 15" (58 cm x 38 cm)

P 1,000,000
PROVENANCE
Private Collection, Manila

MANANSALA
A  R A R E  S E L F - P O RT R A I T
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PROPERTY FROM THE COLLECTION OF A DISTINGUISHED FAMILY

Fernando Amorsolo (1892 - 1972)

Vendedora de Frutas
signed and dated 1939 (lower right)
oil on canvas
16" x 12" (41 cm x 30 cm)

P 5,000,000
León Gallery wishes to thank Mrs. Sylvia Amorsolo-Lazo 
for confirming the authenticity of this lot

THE FRUITS of SUMMER, 1939
P R E -WA R  M A S T E R P I E C E  C E L E B R AT E S  V E N D E D O R A  D E  F RU TA S
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I n 1916, Enrique Zóbel de Ayala sponsored 
Fernando Amorsolo’s studies at the Academia 
de San Fernando in Madrid. There, Amorsolo 

became exposed to the works of major French 
Realists, Impressionists, and Post-Impressionists. 
He also became acquainted with the paintings 
of Spanish luminist Joaquín Sorolla y Batida 
and Baroque master Diego Velasquez. These 
two painters eventually became his most admired 
and emulated artists. Trained under Western art 
techniques, Amorsolo employed impasto and 
spontaneous brushstrokes, highlighting the 
beauty of landscapes and everyday scenes.

Fernando Amorsolo’s depiction of the rural woman 
in an illuminated bucolic mise en scène aimed to 
capture the alluring charm of the Filipina in her 
natural appearance and attractiveness. Despite 
having Western artistic training, his portrayal of the 
Filipina is devoid of Western-centric beauty standards 
and notions. This pursuit visually resonates in this 
piece depicting a rural fruit vendor with a bilao. 
Painted during his “Golden Period,” Amorsolo 
portrays a young Filipina maiden possessing a medium 
brown complexion that is reminiscent of the image 
of Maria Clara. For Amorsolo, the dalagang bukid is 
the quintessential Filipina muse. With the application 
of relatively thin and small brushstrokes, the warm, 
pleasant sunlight exudes an ambiance of tranquility 
usually associated with rural living. The tropical 
lighting also accentuates the physical appearance 
and the rustic clothing of the woman. Amorsolo 
perfectly encapsulates his mastery of Luminism, 
with the whole composition giving off a euphoric 
radiance due to his blissful depiction of the woman.

Until his passing in 1972, Amorsolo constantly 
redefined his interpretation of the classic Filipina 
charisma that has become one of his defining 
legacies in Philippine art.

Fernando Amorsolo
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Elmer Borlongan (b.  1967)

Alaga
signed and dated 2009 (lower left)
acrylic on canvas
23 3/4" x 36" (61 cm x 91 cm)

P 1,600,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

To appreciate and engage with the works of Elmer 
Borlongan is to connect with travails of ordinary 
Filipino life. Though a number of local artists have 
sought to busy themselves with a number of larger-
than-life events such as historical scenes and visual 
scenes derived from the local mythological canon, 
Borlongan sought to approach his practice by 
depicting the genuineness of everyday life. From daily 
commutes to sunday church crowds, Borlongan’s brush 
has captured what makes life in the Philippines both 
universally human and wholly unique. What Borlongan 

has done to the local art scene is akin to what a 
number of 20th century art photographers have 
done to the realm of street photography. Borlongan’s 
works are often executed in an exaggerated 
manner. His lines, angles, and perspectives are often 
asymmetrical, a creative decision that both humor and 
the candidness of his scene. Thus, his works can be 
compared to the decisiveness of Henri Cartier-Bresson 
while maintaining a sense of humor and frankness that 
can be found in the works of Daido Moriyama 
and Bruce Gilden. 

Borlongan’s acrylic on canvas work titled Alaga 
captures a genuine moment of respite. His central 
figure’s vulnerable and carefree position seemingly 
denotes an atmosphere of rest and relaxation. While 
what is presumably his pet’s stance is one that can 
be interpreted as one of trust. It is these slice-of-life 
moments where Borlongan’s artistry undoubtedly 
shines the best; in which he manages to capture 
both the soul of his practice and the spirit of his 
subject-matter. 
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The unorthodox painting style of Mark Andy Garcia acts as a 
visual biographical note – one that conveys an honest emotion 
that resulted from the circumstances he succumbed to. From 
his experiences as an overseas contract worker in Saudi 
Arabia to the passing of his father, Garcia has since offered 
his art to a spirit that pays homage to memories 
and recollections. 

Garcia’s artistic consciousness developed at an early age. In 
Painting Memories, Alice Guillermo describes Garcia’s art as 
one that “comes from the depths of his being.” The celebrated 
art critic further added that Garcia “weaves the whole course 
of life in his paintings, its childhood joys, its later sorrows, even 
its personal blows, but he is one artist who proffers a ready 
center of solace to all those wallowing in pain and sorrow.” 

Garcia won the Grand Prize at the 2007 Metrobank Art 
and Design Excellence. He received his CCP Thirteen Artists 
Award in 2015. 
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Mark Andy Garcia (b.  1984)

Painter 
signed and dated 2018 (lower right)
oil on canvas 
60" x 48" (152 cm x 122 cm)

P 160,000
Accompanied by a certificate signed by the 
artist confirming the authenticity of this lot
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KING'S GAMBIT
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Charlie Co (b.  1960)

Checkmates
signed and dated 2011 (lower right)
oil on canvas
72" x 72" (183 cm x 183 cm)

P 300,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

EXHIBITED
Galleria Duemila, Dummies, Pasay City, May 7 – June 5, 2011.

As early as his childhood, Charlie Co has already 
developed his social consciousness concerning 
the world around him. Throughout his career, he 

has formed his distinctive images that seem to exist only 
in our imaginations yet are firmly established in reality. 
According to the Ateneo Art Gallery, his works have 
been described as “childlike fantasies when they are 
playful and whimsical.” However, his art also serves as 
manifestations of tribulations, inducing a socio-political 
awakening in every one of us.

As a visual narrator of socio-political critiques and 
commentaries, Charlie Co’s works are devoid of any 
pretensions and rhetorical concepts. Instead, they 
overflow with child-like playfulness and the effervescence 
of children’s stories. Co was first identified as a social 
realist in the mid-1980s until he ventured into figurative 
expressionism that integrated surrealism.

Checkmates is Co’s study of the sculptures he created 
for ‘Art in the Park 2012.’ This piece is part of Co’s 
Dummies exhibition that presented a critique of 
contemporary issues. Embodying the proverbial principle 
“see no evil, hear no evil, speak no evil,” this work is 
a visual commentary on the 2011 Philippine senate 
investigations into the alleged corruption committed by 
government officials. The title of the piece is a wordplay 
on the words “check” (cheque) and “mate,” referring to 
the appropriation of public funds into the pockets and 
bank accounts of public servants with the aid of high-
ranking officials. Faceless and seemingly heartless, the 
figures are depicted as jesters – a hint at the unabashed 
injustices perpetrated by those in power. The overall 
composition is rendered in somber colors that 
provoke an agitating sentiment. 

“I have always associated the subject matter of most 
of my works with everyday scenarios. I cannot help but 
put these situations on canvas, not on a literal level but 
more as a satire,” said the artist. One may deem Co’s 
works as dismal and dark due to their hidden allegories, 
but Co’s artistry still brims with optimism.

Co’s empathy and deep-rooted social consciousness 
will always be the hallmarks of his virtuosity.
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Arturo Luz (b.  1926)

Cityscape Red
signed (lower right and verso) and 
dated 2010 (verso)
acrylic on canvas
24" x 35" (61 cm x 89 cm)

P 700,000
Accompanied by a certificate issued by Luisa Luz 
Lansigan confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist by the present owner.

Unfolding through his trademark precisionist 
technique, Arturo Luz took control of architectural 
landscape pieces, and subjected them to a cool, 
sweeping, almost programmatic simplification. Building 
up from a format of stringed and whitened lines, tiered 

and massed together but spaced still, the structures 
bearing a symphonic linearism - this masterpiece 
entitled Cityscape Red is a continuation of Arturo Luz’s 
distinct style that luxuriously solidifies the work with 
a sense of rightness, the airily strung lines aligned 
luminously wherein the artist remained consistent with 
his idiom, taking only what he needs from his original 
architectural imagery in which Ben Nicholson, a British 
painter and sculptor whose Cubist - influenced works 
contributed to the history of abstraction, subscribed to 
the kind of art Luz himself might have found agreeable: 
“The kind of painting which I find exciting is not 
necessarily representational or non-representational, 
but it is both musical and architectural, where the 
architectural constructions is used to express a 
musical relationship between form, tone, and color, 
and whether this visual, musical relationship is slightly 
more or slightly less abstract, for me, beside the point.” 
Definitely, these are the same qualities that define this 
magnificent work of Arturo Luz.
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Music has always been the guiding force for abstractionist 
Edwin Wilwayco, he is the only Filipino artist who has 
exhaustively used music both as subject and inspiration of 
his body of works. For a great length of time, Wilwayco has 
focused on works of such composers as Vivaldi, Dvorak, Bach, 
Schubert, or with musical formats like Scherzo which this piece 
is taken inspiration to. Wilwayco with his predominant use of 
warm to vibrant shades of orange and red endows the piece 
with a fiery aura that captures the tirelessness of a youth spirit 
fused the musicality with his own soul and letting the painting 
develop according to his inner feelings and moods in which 
he didn’t have any color preference but finds them as he goes 
that’s why it is visible on his paintings that they are juxtaposed 
with various changing effects. His colors are supposed to 
challenge or to echo each other.
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Edwin Wilwayco (b.  1952)

Scherzo XV (Schubert)
signed and dated 2007 (right)
oil on canvas
48" x 48" (122 cm x 122 cm)

P 380,000
PROVENANCE
Private Collection, Manila

EXHIBITED
Momentous Arts, Scherzo, Singapore, 
November 2 - 27, 2007.
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LEILA BENITEZ
MEMORIES OF A TV LEGEND

by L ISA GUERRERO NAKPIL

L eila Benitez (1930 - 2020) was an ‘It Girl’ of the 
earliest days of television, although she began as 
the star of the legendary ‘Student Canteen’ when 

it was just a radio show on DZXL. It was so named 
because it was an instant hit to listeners and hangers-
on from the schools in the vicinity. ‘Student Canteen’ 
was literally located in the chow-room of the Chronicle 
Broadcasting Network — the ‘CBN’ in what would be 
the behemoth ABS-CBN of the Lopez empire. From 
those beginnings, it quickly morphed into the country’s 
very first noontime show, the kind of snappy, happy 
entertainment millions of Manilans tuned into 
and enjoyed over lunch. It was a sensation on tv 
and throughout its run on the station until 1965. 
Alongside tv-screen immortals such as Eddie Ilarde, 
Pepe Pimentel and Bobby Ledesma, she was a 
pioneer of Philippine live entertainment and was the 
first Filipina to be so. She counted her fans across 
the country in the millions.

Leila, however, was not your average show-business 
beauty. She came from the distinguished Benitez 
family : her grandfather was Judge Higinio Ortega 
Benitez who married Soledad Francia of Pagsanjan, 
Laguna who was immortalized by Antonio Malantic 
in 1876. Her father was Eulogio Benitez Sr., one of 
the country’s first assemblymen in 1919 and later, a 
popular congressman who in turn married Rosenda 
Lavadia, another belle from the old town.

Eulogio, along with his brothers, were among the 
first pensionados of the U.S. government, a program 
intended to mold the scions of influential families into 
the American way of life. He had attended Georgetown 
University — and Leila did the same. Much was 
made of her distinctive American accent and bubbly 
‘Stateside’ personality when she returned to Manila 
and joined the television world.

Leila Benitez’ “Tita Helen’ was a senator of the republic, 
the founder of the country’s first and only national 

dance troupe, the ‘Bayanihan’ and chairperson of the 
influential Philippine Women’s University.

She was the kid sister of Emma Benitez, who married 
collector and cultural savant Luis Ma. Araneta and 
later the dashing Col. Napoleon Valeriano, the 
close personal aide and military adviser of 
President Ramon Magsaysay.  

Her other siblings included the dashing airforce pilot 
Teofilo, Mario (the restaurateur), Alberto and Eulogio Jr.

In point of fact, Eulogio Jr, alongside the Syjuco family, 
would bring in Darigold milk — and banking on his 
sister’s enormous popularity, launched the equally 
famous tv show “Darigold Jamboree” which was 
programmed right after ‘Student Canteen.’

She would later host ‘The Leila Benitez Celebrity Hour’ 
which guested both Filipino and international stars.

Leila would also establish the first coffee-shop of note, 
with her own name, in the Makati Commercial Center, 
on the left side of the landmark Rizal Theater. She 
would also be the first social directress of the newly-
built Hotel Intercontinental on Ayala Avenue. When 
she moved to the United States, she was an important 
anchor of the ‘Voice of America’ program that was 
broadcast throughout the Asia-Pacific.

She would marry Donald McCollum, founder of the 
first marketing and television research company in the 
United States. Leila would retire in Manhattan at the 
grand Beresford co-op on Central Park West, which 
counted among its residents Glenn Close, Diana Ross, 
Jerry Seinfeld, Mike Nichols, and John McEnroe.

This beloved star of Philippine television lived a
wonderful and fulfilled life, adorned not just 
with music but also artworks that reflected her 
refinement, energy, and spirit.
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(Clockwise) : Leila Benitez with her equally renowned co-hosts Eddie Ilarde and Pepe Pimentel on the first ’Studio Canteen’ on DZXL radio; Leila in her 
stint with Voice of America; the poster for the immensely popular ’Student Canteen’; Leila with her mother Rosenda and sister Emma; Leila with her 
show business pals, including (l-r) Mario Montenegro, Chiquito, Erap, and Eddie Ilarde; the Leila café in the Rizal Theater building in Makati; Leila as 
a presenter in America; her grandmother Soledad Francia immortalized in a Malantic portrait, now in a private collection; siblings (l-r) Mario, Alberto, 
Emma, Leila, Eulogio Jr; various portraits of the glamorous Leila; Leila, a golf enthusiast herself, with champion Jack Nicklaus; (center) with third 
husband Donald Mc Collum
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The well - travelled, jet set, Oscar Zalameda has concocted a 
distinctive brand of cubism, featuring the rural and the idyllic. 
His canvases usually host the countryside montages, like this 
peaceful and calming days by the sea vividly depicted by 
Zalameda in his take of boats and fishermen clustered like 
cubist jewels towards the green timid waters complementing 
the action of the fishermen in preparing to cast themselves 
to make a catch. 

The boats may be anywhere from his native Quezon where 
he is most likely inspired, aside from his foreign travels. This 
painting of fishermen displays Zalameda's sense of color and 
personal interpretation of genre themes in his own signature 
style, inspired by various facets of his day-to-day adventures 
where he was able to catch the tranquil mood of the sea and 
its people ready to start their own voyage.

64  

PROPERTY FROM THE LEILA BENITEZ COLLECTION

Oscar Zalameda (1930 -  2010)

Fishermen
signed (lower right)  
ca. 1970
oil on canvas 
30” x 36” (76 cm x 91 cm)

P 400,000
PROVENANCE
Acquired directly from the artist
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PROPERTY FROM THE LEILA BENITEZ COLLECTION

Juvenal Sansó (b.  1929)

Golden Passage
signed (lower right)
ca. 1970
acrylic on paper
20 1/4" x 30 1/2" (51 cm x 77 cm)

P 200,000
Accompanied by a certificate issued by Fundacion Sansó 
confirming the authenticity of this lot

Juvenal Sansó’s palette, as described by art critic Rod. 
Paras-Perez, is “as austere but rich in its modulation” 
where blue or orange are the predominant colors. 
Paras-Perez also noted his handling of lines, specifically 
of calligraphic gestures, writing that it “is of such 
density and intensity, so pervasively part of the visual 
structure that it could be generated only by sustained 
passion.” Moreover, John Ashberty writes in the New 
York Herald Tribune: “Sansó shows attractively 
wishful landscapes and sea-coast scenes.”

Metaphorically, Sansó is a visual poet with an 
intense passion for musing. As written in the French 
daily morning newspaper Le Figaro, “Sansó is a 
contemplative poet; his landscapes that seem fantastic 
are authentic, seen in the Far-East… his flowers, masses 
of rocks, the fishing traps… his tropical plants are all 
remembered so clearly that he can recreate them in his 
works… in this silent world no human figure seems to 
penetrate.” Usually depicted in his paintings are strips 
of rock formations juxtaposed with a backdrop of an 
orange or blue sky. In this piece, Sansó encapsulates 
the essence of what he absorbed and comprehended. 
The intricate details of the rock formations pressed 
against a seemingly nostalgic sky that complements 
the calm ocean give us a glimpse of how Sansó gives 
prominence to memory as a fundamental facet in his 
works, which in turn leaves an enthralling atmosphere. 
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PROPERTY FROM THE LEILA BENITEZ COLLECTION

Oscar Zalameda (1930 -  2010) 
Market Scene in Mexico
signed (lower right)
ca. 1960
oil on canvas
40" x 50" (102 cm x 127 cm)

P 800,000
PROVENANCE
Acquired directly from the artist

ZALAMEDA'S GALLEON TRADE
M A N I L A  T O  M E X I C O



W ith an oeuvre that initially reflected 
Fernando Zóbel’s, Oscar Zalameda’s art 
evolved towards a spirited and buoyant 

form of cubism that reflected the style of Vicente 
Manansala, one of his professors at the University 
of Santo Tomas College of Fine Arts. Zalameda left 
the Philippines in 1953 to pursue further art studies 
abroad. In 1955, Zalameda finished studying mural 
techniques in Mexico and began his professional 
career as an artist. Stirred by the Hispanic allure 
of Mexico, as well as its charming countryside, 
Zalameda produced numerous paintings portraying 
various sceneries of the country he considered as 
his second home. 

By the mid 1950s up to the beginning of the 1960s, 
Zalameda’s cubism had become more conspicuous. 
However, this period also witnessed the artist 
venturing into bolder colors to render his genre 
scenes. Lines become transparent elements of 
color that define the figures. In this piece depicting 
a Mexican market scene, Zalameda exhibits his 
trademark cubist style. The subjects still resemble 
representational figures, but visual likeness is not 
the primary concern of Zalameda’s art. With his 
vividly colored composition, Zalameda unravels 
a personal abstract style that has not entirely 
relinquished the concept of representational 
imagery. The juxtaposition of bold colors transforms 
the figures into abstract patterns. The figures 
converge to generate a harmonious relationship 
between abstraction and color, as exemplified 
in this straightforward yet vibrant depiction of 
a local marketplace.
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PROPERTY FROM THE LEILA BENITEZ COLLECTION

Juvenal Sansó (b.  1929)

a) Calm Lagoon
signed (lower right)
ca. 1980
acrylic on paper
15 1/2" x 11 1/2" (39 cm x 29 cm)

b) Rocky Cove
signed (lower right)
ca. 1980
acrylic on paper
15 1/2" x 11 1/2" (39 cm x 29 cm)

c) Gleam of Surf
signed (lower right)
ca. 1980
acrylic on paper
15 1/2" x 11 1/2" (39 cm x 29 cm)

P 200,000
Each piece is accompanied by a certificate issued 
by Fundacion Sansó confirming the authenticity of this lot

To comprehend Juvenal Sansó’s artistry is to have a deep 
understanding of his life. One may not fully grasp the 
precise meaning of his subjects unless the trauma that 
resulted from his experiences in war-torn Manila is taken 
into account. His vividly colored and textured works exude a 
solitary atmosphere inspired by his nostalgic childhood in the 
Philippines. Art has become a form of escape for Sansó – an 
avenue for personal healing. It is not the desire to express a 
message that motivates Sansó to paint but a psychological 
necessity. The artist further expounds: “I think it’s just a 
step, just a step away from despair or inadaptability to life. 
Art becomes a bridge, a buoy of sorts… I think I couldn’t live 
without it.”

Sansó’s name has been synonymous with the surreal. His 
works exhibit imagination, emancipation, and beyond 
everything, a personal and sincere connection with life 
and nature which he owes his healing.

STILL WATERS, SHIFTING TIDES
B Y  S A N S Ó  T H E  M A S T E R  O F  N AT U R E
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PROPERTY FROM THE COLLECTION OF A DISTINGUISHED GENTLEMAN

Arturo Luz (1926 - 2021)

Olea No.3
signed and dated 1979 (verso) 
acrylic on wood
19" x 14" (48 cm x 36 cm)

P 200,000
PROVENANCE
The Luz Gallery

Luz is the quintessential Filipino modernist who 
embodied the style’s trademark minimalism, 
rendering his subjects in a manner that preserved 
their principal substance. 

Olea is a genus of about forty species of evergreen 
trees and shrubs with small leaves. It is a Latin word 

that means olive, one of the two hues employed by 
Luz in this painting. This minimalist piece immortalizes 
the enduring devotion of Luz to his abstract ingenuity. 
Art critic Rodolfo Paras-Perez described the works of 
Luz as “one of the most significant and major shows 
ever attempted on a contemporary artist.”

In an homage to Luz after his passing, CNN 
Philippines wrote: “Luz’s oeuvre allows lines to 
acquire luminescence, a clarity formed by simplicity 
and austerity but is vital and vibrant. Perhaps it is 
this luminescence that has given his presence in 
the Philippine art world longevity and will bestow 
generations to come with a radiant feeling or form.” 
For this reason, Luz will go down in Philippine art 
history as an artist who zealously committed his life 
to the blossoming of contemporary Filipino art.
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Raffy Napay (b.  1986)

With You and Me
signed and dated 2016 (lower right)
fabric, cotton thread and wool
24" x 18" (61 cm x 46 cm)

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

With his signature styles of stitching, tufting, and 
weaving thread and scrap fabric onto canvas, Raffy 
Napay in his With You and Me piece gives new 
depth to wall-mounted canvases - a totally different 
dimension - with intricately sewn, uneven fringes of 
colorful fibers. The required skill is very technical, that’s 
one way of looking at it or one could see that his 
creations are the extension of the canvas wherein his 
artworks tell stories of his journey from his childhood 
to where he is now and show that he never forgets 
his humble beginning. He makes it a point that his 
life story be the soul of what he does best. Unlike 
other paintings that are complex which are open to a 
beholder’s own interpretation, Napay’s artworks are 
straightforward, well- meaning and spot on. 
His artworks are visual poetry.

70

Arnica Acantilado (b.  1984)

Untitled
signed and dated 2015 (lower right)
oil on canvas
48" x 60" (122 cm x 152 cm)

P 80,000

Though she studied Architecture at the Polytechnic 
University of the Philippines, Arnica Acantilado 
sought to follow her passion and hobby for painting 
instead. Surrounded by supportive friends and family, 
Acantilado began developing her talent for the visual 
arts. In 2006, Acantilado ended up as a finalist at the 
39th Shell National Student Art Competition. In 2008, 
she managed to bag the grand prize at the 22nd PLDT-
DPC National Visual Art Competition. Contemporary 

artist Arnica Acantilado’s whimsical and surreal 
paintings evoke a sense of narrativity that rekindles 
our childhood imagination but also challenges us 
to rethink how we view and experience our stories. 
Featuring a number of whimsical elements amidst a 
mystical setting, this particular piece showcases the 
breadth of Acantilado's imagination.
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Le Pho (1907 -  2001)

Bouquet à la nappe rose 
(Bouquet over pink tablecloth)
signed 'Le Pho' and signed again 
in Chinese (lower right) 
ca. 1970
oil on canvas 
28 3/4" x 23 5/8" (73 cm x 60 cm)

P 3,000,000
PROVENANCE
Aguttes, Paris, December 2019 

French-Vietnamese painter Le Pho is best known for 
his stylized delineations of gardens and floral still 
lifes. Influenced by French artists Odilon Redon and 
Pierre Bonnard, Le Pho consolidated Impressionism, 
Surrealism, and traditional Chinese painting into 
a style that exudes an idyllic and ethereal allure. 
Belonging to his “Findlay Period (1963 – 2001),” this 
piece embodies Le’s venture into a freshly colored 

palette, vibrant compositions, and strong brush strokes 
on oil on canvas which became his preferred medium. 
When asked by Christie’s senior Vietnamese consultant 
Jean-Francois Hubert regarding his preferred period, 
Le immediately answered, “My Findlay period!” The 
genuineness he demonstrated in his art during this 
period resulted in a golden period in Le’s artistic career. 
His reputation as an artist also heightened drastically 
during this time, with numerous patrons asking for art 
commissions. The versatility and brilliance manifested 
by Le in this era became a testament to his artistic 
vision and virtuosity.

In Le’s art, one can see the expressive unification of his 
Oriental and Occidental artistic heritage. The richness 
of the two cultures makes a striking impression on 
the spectator without being subdued with a sense of 
distorted charm. As described in the French regional 
daily newspaper Les Dernières Nouvelles d'Alsace, Le’s 
still lifes are “true portraits of flowers opening under 
an irresistible luminosity.”
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PROPERTY FROM THE LEOVINO MA. GARCIA COLLECTION

Lao Lianben (b.  1948)

Untitled 
signed and dated 1991 (lower left)
acrylic on paper
34" x 22" (86 cm x 56 cm)

P 300,000
PROVENANCE
Acquired directly from the artist by the present owner

In viewing a Lao Lianben masterpiece, Leovino Ma. Garcia 
notes, “Take time to listen deeply to these paintings, bestow 
them “that purest and rarest form of generosity” - attention. 
Be drawn into a silence that speaks of compassion and joy.” 
The artist, with his magisterial hand, creates an orchestration 
of blacks, whites, and greys. His works represent the beauty 
of  abstraction combining the principle of minimal application 
of simplicity, a philosophical endeavor through colors of 
zero faciality.

This masterpiece emits a feeling of zen, a tranquility that 
comes with minimalist works but with such intentional 
stillness, there is a denoting message in their absence, 
a striking occurrence that is illuminated and strong.
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Oscar Zalameda (1930 -  2010)

Abstraction
signed (lower left)
ca. 1955
oil on canvas
39” x 32” (99 cm x 81 cm)

P 1,000,000
PROVENANCE
Private Collection, Paris

This painting is a prime example of Oscar Zalameda’s 
early experimentations in the field of abstraction. 
As an artist, Zalameda is primarily known for his 
groundbreaking visual figurations of local Filipino life 
that combines aspects of abstraction, brutalism, and 
cubism. But, Zalameda’s earlier works encapsulate 
the artist’s experimental relationship with the medium 

itself. His works often revolve around pure forms of 
abstraction through playing with the relationship 
between angle, shape, and light. 

Although always tender in observation and mood, 
Zalameda’s abstract works avoid false sentimentality. 
His charming and airy gestural abstraction is 
composed of expertly rendered cubist elements whose 
color palette and treatment perfectly go together in 
a rich and vibrant masterpiece. While the subject of the 
piece is a perfect fit for Zalameda’s style, given that 
it captures a chaotic reality but at the same time 
retains a familiar sense of cohesion. The gestural 
strokes, though too broad to be interpreted as 
figuratice, provide visual equivalents of natural 
objects and the feel of weather effects that make 
an impact on the spectator just as they had been 
executed with immediacy.
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Le Pho (1907 -  2001)

Composition 25P 
signed 'Le Pho' and signed again 
in Chinese (lower left) 
ca. 1975
oil on canvas 
32" x 24" (81 cm x 61 m)

P 3,400,000
PROVENANCE
Wally Findlay Galleries, New York.

L e Pho is widely famous for his paintings of 
women and children, usually in a garden 
setting imbued with floral elements. He and 

his contemporaries occupy a significant connection 
between Eastern and Western art. He was among the 
first students at the Ecole Supérieure des Beaux-Arts 
de l’Indochine (presently the Vietnam University of 
Fine Arts) where a distinctive amalgamation of Oriental 
themes and Occidental approaches materialized in the 
1920s. There, Le was trained to depict Oriental subjects 
and themes using French painting methods. He and his 
peers – To Ngoc Van, Nguyen Phan Chánh, and Vu Cao 
Dam, became the founders of what eventually became 
known as the Hanoi School that elevated the status 
of Vietnamese art at a time when Vietnam strictly 
regulated all foreign exchanges.

“Le Pho’s work is composed around very 
fundamentally desirable human conditions: 
serenity, maternity, and lush natural 
beauty. These are almost universally 
desired and understood,”

said Findlay Gallery director Frederick S. Clark. 
Furthermore, Clark added:  “Importantly, Le Pho 
captured Vietnamese subjects in a style that 
crossed over Eastern and Occidental techniques. 
The result is a style that is desirable to Eastern 
and Western collectors alike.”

As written in the French newspaper Nice-Matin, “Le 
Pho uses color to produce harmonies in his paintings 
that are more and more orchestrated. The women 
he depicts have [the] sweetness of flowers, and the 
flowers he depicts sing a hymn to the morning, to 
the springtime, and to life.”

At present, Vietnamese artists owe a debt of 
gratitude to the triumph and legacy of Le Pho in 
firmly establishing the prosperity of contemporary 
Vietnamese art.
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Ronson Culibrina (b.  1991)

Bathers (After Amorsolo)
signed and dated 2018 (lower right)
oil on canvas
31" x 42" (79 cm x 107 cm)

P 300,000

Ronson Culibrina juxtaposes traditional approaches 
to art with contemporary styles, exploring the many 
possibilities between the inherent contradiction 
between the conservative and the avant-garde. 
Culibrina confronts power dynamics in art history 
in this piece revolving around Fernando Amorsolo’s 
bathers. Amorsolo’s depiction of an idyllic countryside 
scene and ideal native beauty was challenged by the 
flourishing of modernist art in the country, disputing 
the then-prevailing notions regarding aesthetics and 
iconography. By the 1950s, the artists associated with 
the aesthetics of Amorsolo – the Amorsolo School – 

would establish an inter-generational community that 
would be later associated with the commercialization 
of artistic production. 

Using the backdrop of Amorsolo’s bucolic scenes and 
ideal rural feminine, Culibrina appropriates elements 
from the works of foreign contemporary artists: Yue 
Minjun’s “laughing man,” Yayoi Kusama’s polka dots, 
and Jeff Koons’ Michael Jackson and Bubbles (1988). 
These artists have been similarly associated with this 
pattern of art commercialization. Culibrina confronts 
the complexities of global and local orientations of 
modernism, as well as the seemingly irrevocable 
interdependence of contemporary art to the market. 
As Lisa Ito notes in the essay Market Intersections 
in the Art of Ronson Culibrina, “It thus becomes a 
challenge to fill in its discursive gaps: to interrogate 
these processes and phenomena within art history 
and to weigh how Philippine contemporary art has 
served as a critical mode towards introspection and 
interrogation of the continuing past.”
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PROPERTY FROM THE COLLECTION OF A DISTINGUISHED LADY

Romulo Olazo (1934 -  2015)

Diaphanous
signed and dated 1976 (lower right)
oil on canvas
24" x 24" (61 cm x 61 cm)

P 800,000

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.
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PROPERTY FROM THE COLLECTION OF A VERY DISTINGUISHED GENTLEMAN

Lao Lianben (b.  1948)

Zen Cloud
signed and dated 1993 (lower left)
acrylic, modeling paste, pencil on wood
48" x 84" (122 cm x 213 cm)

P 4,000,000

With his Oriental sensibility, Lao has created an 
oeuvre that serves as a visual homage to the spirit 
of Zen aesthetics. Also known as Wabi-Sabi, this 
Japanese art form is inspired by the tenets of 
Buddhism – unraveling and discerning the beauty 
behind transience and imperfection. To deem Lao’s 
works as simple and uncomplicated is to undermine 
his zealous devotion to Zen art, as this style requires 
a conscientious approach, as well as a comprehensive 
grasp on the art of calligraphy. Lao’s method involves 
employing layers of textures. His works exude an 
ambiance of contemplative bliss, rendering them in 

“soft tensions of flawed registry and vibrated lines.” 
(PHILIPPINE CENTER, NEW YORK)

Zen art paints the significance of almost empty 
spaces, signifying solitary quietude. Metaphorically, 
appreciating Lao’s Zen Clouds is similar to being 
drifted away towards a tranquil state of mind. Clouds 
can take any shape, and Lao depicts the beauty of 
being unbridled in engrossing ourselves amidst clouds 
of rumination. Like a Buddhist monk, Lao enlightens 
us in the beauty of reveling in serenity despite the 
ambiguity of his composition. It is a power that can 
only be found in the depths of our imaginative faculty.
As written by Leovino Ma. Garcia in Black Water: 
A Monk’s Dream, 

“Lao Lianben continues to will 
only one thing – to render what 
is invisible to the eyes.”

SERENITY AMID TENSION
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Arturo Luz (1926 - 2021)

Fisherman's Wharf, San Francisco
signed (lower left)
ca. 1949
watercolor on paper
10" x 13" (25 cm x 33 cm)

P 300,000

PROVENANCE
Signed and dedicated by the artist to 
the present owner in verso.

EXHIBITED
Manila Hotel, 1951

In 1947, Arturo Luz accompanied his parents on a visit 
to the United States. His father, Valeriano, who was 
appointed commercial attaché to the Golden Gate 
Exposition at Treasure Island, San Francisco, thought 
it was an opportunity for the young Arturo to go to 
and see America for the first time. After the Exposition, 
Luz was permitted by his parents to stay in the United 
States, taking a three-year certificate course in art 
at the California College of Arts and Crafts (now the 
California College of the Arts) in Oakland. Luz studied 
drawing under the mentorship of Andre Boratko, whom 
he described as “an imposing figure, very good-looking 
with a goatee.” 

Luz also studied watercolor painting under George 
Post, whom he deeply admired. Luz once said Post 

“could draw circles around Dong Kingman,” the widely 
recognized master watercolorist from Hong Kong. 
On some occasions, Post would take his students on 
a trip to see several Californian sceneries – bridges, 
waterfronts, and notably, Fisherman’s Wharf – that the 
students would then paint. In Cid Reyes’ book on the 
artist, Luz described Post’s routine during their trips: 
“He had this wonderful habit. While the students were 
busy with their watercolors, Post would do his own.” 
Similar to a novice observing a veteran, Luz described 
the rigorous skills in watercolor painting: “The 
effortlessness, the sense of color, the ease, the facility. 
He was sensitive to the nuances of light and shade. 
All of us copied him. None even got close.” Luz then 
felt an irreconcilable difference with watercolor, as he 
would become impatient for the medium to dry. 

Nevertheless, Luz would eventually create a number of 
watercolor paintings. One of his earliest works to have 
survived from the late 1940s, Luz painted this piece 
depicting a scenery in Fisherman's Wharf – a tourist 
attraction in San Francisco – in 1949 during his last 
year as a student in California. Upon returning to the 
Philippines in 1951, Luz held his debut solo exhibition 
at the Manila Hotel, with his mother, Rosario, as its 
principal sponsor and organizer. The exhibit mostly 
showcased watercolor paintings done by the artist in 
California, with this piece among the featured works. 

This watercolor painting would then serve as an 
initial glimpse into what would eventually become 
the trademark of Luz – his calculated manipulation 
of geometrical elements.
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Jose Joya (1931 -  1995)

Untitled
signed, dated, and inscribed Manila, 1956 (lower left)
mixed media on paper
11" x 6 1/4" (28 cm x 16 cm)

P 300,000
Accompanied by a certificate issued by Alexander Richard 
Joya Baldovino confirming the authenticity of this lot

PROVENANCE
Private Collection, USA

Jose Joya embraced the importance of dynamism and 
fluidity in painting, as displayed by the artist in his 
abstract rendition of two human figures accompanied 
by a bicycle – one of the artist’s earliest excursions into 
abstract painting. Joya employs broad brush strokes, 
exhibiting his mastery of gestural painting where the 
paint is applied instinctively. Bold and vibrant hues 
give prominence to the subjects, making the overall 

composition an amalgamation of abstraction and 
representation. Speaking of his approach to painting, 
Joya expressed: “When an idea evolves, particularly an 
intense idea, I try to record the idea before it flees. The 
pictures are done spontaneously – the creative impulse 
of the moment is strapped to the canvas before it 
changes its nature.”

Joya’s natural prowess combined with his calligraphic 
gestures and a color sensibility that stems from his 
Oriental sensibility produced an authentic Filipino 
abstract idiom that cut across foreign influences. Art 
critic and poet Emmanuel Torres wrote of Joya’s art: 
“Abstract art, by becoming an international language, 
did not lose the capacity to offer a still wide range 
of refinements, extensions, and definitions within. A 
painter like Joya could work out his own personal style 
that sets him apart. Joya has added something vital 
out of his own personality and environment into the 
framework of the international style.”
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Celebrated contemporary artist Annie Cabigting 
is widely known for her conceptually rigorous 
and groundbreaking practices and projects. 

Thus, it is no surprise that her series of paintings 
depicting museum and gallery-goers admiring major 
works of art are sought after not only for Cabigting’s 
technical skill but for their unique take on the 
relationship between art and the way we encounter 
and experience them. 

This particular piece titled A Paris Avec Une Amie 
Polonaise Et Un Italien features a woman gazing at 
a work by the 20th century  Italian-Jewish painter 
and sculptor Amedeo Modigliani titled Young Man 
(Student). Much like Cabigting, Modigliani was revered 
as a pioneer in his field. Most notably, he modernized 
two of the enduring themes in art; the portrait and 
the nude. Modigliani’s works are often characterized 
by their exaggerated and highly stylized proportions 
such as elongated necks and relatively bottle-like 
torsos. His pieces managed to capture both the hidden 
peculiarities of his chosen subjects by focusing on a 
specific trait; and the general allure of his uniform 
style. It is this synthesis of both the particular and the 
universal that Cabigting also shares with Modigliani. 
The overall mise en scène of Cabigting’s work is one 
that is wholeheartedly familiar to even the most casual 
of museum-goers. From its plain and neutral walls 
to the unmistakable effect of the hall’s spotlight, the 

atmosphere of the scene presented is one that can be 
found in museums, galleries, and exhibits across the 
globe. This sense of familiarity is also heightened by 
the fact that the scene itself can be found in the real 
world, allowing the viewer to entertain the idea that 
they themselves could be viewing the work in the same 
way as Cabigting’s figure. Yet, what makes this work 
particular as well as universal is its existence itself. 
The work is not merely a documentation or 
reproduction of an actual scene, but one that was 
executed with intent. Whether it was the visual 
frankness of the work, the slender of proportions of 
Modigliani’s style, or even just the way the work itself is 
position within its space, Cabigting’s conscious decision 
to present us with this particular work is one that 
intends to communicate a message and experience 
that can only be formulated through the language of 
her unique artistic practice. As we gaze at an onlooker 
that is themself observed by a pair of unwavering eyes, 
we begin to understand that the act of seeing is not 
merely a one-sided affair. 

Cabigting graduated with a degree in painting from 
the University of the Philippines – Diliman and has 
exhibited in various solo and group shows in the 
country and abroad. Her work was included in the 
Prague Biennale in Czechoslovakia. Cabigting was 
also a finalist of the 2005 Ateneo Art Awards.
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Annie Cabigting (b.  1971)

À Paris Avec Une Amie 
Polonaise Et Un Italien
dated 2011 
oil on canvas 
35" x 31.9" (89 cm x 81 cm)

P 4,000,000
PROVENANCE
Finale Art File
33 Auction, Singapore, 2018

Amedeo Modigliani (1884 - 1920)
Young Man (Student), oil on canvas, 
1919, Paris, France
Solomon R. Guggenheim Museum 
Collection, New York
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A FIRST VICTORIOUS BATTLE
T H E  P H I L I P P I N E  F L A G  F I RS T  U N F U R L E D
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Hugo Yonzon Jr. (1924 - 1994) 

General Emilio Aguinaldo and the 
Katipuneros at the Battle of Alapan
signed and dated 1994 (lower right)
oil on canvas
48" x 76" (122 cm x 193 cm)

P 300,000
PROVENANCE
Acquired directly from the artist

The Battle of Alapan was the first military victory 
of General Emilio Aguinaldo and his troops on 
May 28, 1898, after his return to the Philippines 

from his exile in Hong Kong. While in exile, Aguinaldo 
made preparations for the continuation of the 
Philippine Revolution. Upon returning to his country, 
Aguinaldo reconstituted the Philippine Revolutionary 
Army and engaged in one of the fiercest battles 
for independence, facing a garrison of more than 
270 Spanish troops under the command of General 
Leopoldo García Peña in Alapan in present-day Imus, 
Cavite. Armed with bamboo cannons and Mauser 
rifles, the Filipino forces emerged victorious from the 
battle, despite heavy resistance from the Spanish 
troops who ran out of ammunition in battle and 
eventually surrendered. The battle lasted for five hours, 
from 10:00 AM to 3:00 PM. After the battle, Aguinaldo 
and the katipuneros marched to Cavite, bringing with 
them 300 Spanish captives, including General García 
Peña. Aguinaldo then unfurled what was to become 
the national flag of the First Philippine Republic. 

Hugo Yonzon Jr. is remembered as one of the most 
prolific modernists of the postwar era. Yonzon would 
often join both realist modernist competitions held by 
the Art Association of the Philippines, winning prizes 
for both. Yonzon’s subjects would also often revolve 
around a variety of local themes. As he shifted back 
and forth between different approaches, what remains 
constant is his subject matter, from the everyday 
people to those parts of Philippine myths and history. 

Yonzon, Jr. also depicted significant historical events 
and scenes in the country. This particular piece 
features one of the country’s most celebrated heroes, 
Gen. Emilio Aguinaldo, and the katipuneros at the 
Battle of Alapan. 

Yonzon, Jr.’s dynamic figures give the piece a sense of 
depth that effectively engages with the viewer, with 
the work’s unique color palette visually echoing the 
emblem of Yonzon’s distinctly Filipino sensibilities. 
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Lynyrd Paras (b.  1982)

Shenandoah
signed and dated 2007 (lower right)
oil on canvas
60" x 48" (152 cm x 122 cm)

P 300,000

Born in 1982 and was primarily influenced creatively 
by the 90s, Lynyrd Paras was among the group of 
young notable contemporary Filipino artists making 
their marks in the international art scene. A graduate 
from the College of Architecture and Fine Arts of the 
Technological University of the Philippines, Modeka 
Space describes Lynyrd Paras’ artworks as providing 
a new meaning to portraits and depictions of the self. 
His works such as this piece, Shenandoah, produced a 
melancholic feeling that allows us to become critical 
of our actions in a fast - paced world. Lynyrd’s dark 
and, every so often, confining depictions of the people 
around him leads the viewer to contemplate about 
relationships that we maintain and how we reside with 
one another.

“His style is no doubt realist,” as what Alice Guillermo 
describes him, “because it is essential based on 
a close observation of the visible, even on surface 

appearances. But his figurative style in the rendering 
of the faces is characterized by a sharpness, or 
starkness, if you will… While the image is certainly 
realist in the sharp delineation of features, it comes 
close to expressionism in its intensity of feeling, that of 
conveying immediate shock.”
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Gabriel Custodio (1912-1993)

After a Day's Catch
signed and dated 1955 (lower right)
oil on canvas
24" x 32" (61 cm x 81 cm)

P 200,000
PROVENANCE
Private Collection, Manila

Born in Tanza, Cavite, Gabriel Custodio was taught 
the rudiments of art by his grandaunt, a nun who 
dabbled in both painting and sculpture as well. Taught 
by Fernando Amorsolo, Gabriel Custodio became 
one of the conservative artists in the Philippines who 
painted in an academic, traditional style and was also 
identified as Mabini Art. With a Fine Arts degree from 
the University of the Philippines in 1939, Custodio 

gained prominence for doing the marvelous murals at 
the St. George Greek Orthodox Church in Makati and 
later co-founding the Academy of Filipino Artists and 
the Talahib Art Group. He taught other artists that 
later became masters as well, namely, Navarro, Galvez 
and Dumalao. This museum-worthy impressionist piece 
of Custodio showcased his immense discipline and the 
unswerving devotion to keep the creative fire burning.
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84

Fernando Zóbel (1924 - 1984)

Pequeño Monumento Al Capitan Nemo
signed (lower left and verso) and dated 1973 (verso)
oil on canvas
24" x 24" (61 cm x 61 cm)

P 4,000,000
PROVENANCE
Private Collection, Spain
Galeria Mayoral 

LITERATURE
Chua, Paolo. "Mayoral Gallery Spotlights 
Fernando Zóbel and Post-War Art at Art Fair Philippines 2021." 

Esquire Magazine Philippines. May 14, 2021 EXHIBITED
Galeria Mayoral (Barcelona), Art Fair Philippines 2021 
(Digital Exhibition), May 6 - 15, 2021

Fernando Zóbel’s paintings are synonymous 
with orderly and serene. In the words of Antonio 
Magaz-Sangro, Zóbel makes modifications to the 
nature of the surface of the canvas, “transfiguring it 
through the orientation and uneven distribution of 
strokes on a field of violent tensions, strokes on which 
he bestows an intense dynamic suggestiveness.” 

His brushstrokes cut across the surface of the canvas, 
bringing a third, virtual dimension to it and seemingly 
breathing it into life.

The gesture, the brushstrokes, and how the colors are 
painted throughout the surface of the canvas were the 
subjects and highlights of Zóbel’s works. As stated by 
Rod. Paras-Perez in his book Fernando Zóbel, abstract-
expressionists like Zóbel depict the “process or essence 
of things rather than their outward appearance.” It is 
in the intrinsic nature of Zóbel’s subjects where we can 
find the deepest appreciation for his artistry. Without 
a deeper appreciation and understanding of what 
abstract expressionism is, we might say that Zóbel’s 
work is one-dimensional, possibly even monotonous. 
Despite this, his works are not homogenous and do 
not give in to superficial and shallow representation.
Art critic Leonidas Benesa once wrote: “What the artist 
presents for contemplation is the result of an inner 
experience, be the subject the landscape in nature, 
or in a painting.” This piece by Zóbel demonstrates 
his minimalist orientation with an ascetic elegance. 
Purita Kalaw Ledesma told Cid Reyes in 1973: “The 
delicacy of style, the balance of the restraint, and 
the things unsaid… these things I find in Zóbel’s art, 
and it moves me.”
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Abdulmari Imao (1936 -  2014)

Sarimanok
signed and dated 1997 (lower right)
acrylic on canvas
48" x 56" (122 cm x 142 cm)

P 240,000
PROVENANCE
Private Collection

THE BIRDS of PARADISE
B Y  A  N AT I O N A L  A RT I S T
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N owhere has there been a more successful 
synthesis of indigenous Islamic aesthetics 
and Modern art than in the inventive 

works of National Artist Abdulmari Imao. A native 
of the Philippine’s southernmost region of Sulu, 
Imao is no stranger to the vibrant culture and 
practices of Muslim Mindanao. His interest in art 
first started in 1954 when a floating art exposition 
docked at Sulu. Artist Tomas Bernardo saw Imao’s 
fascination with the exhibit and urged him to take 
his chances in Manila. Imao unfortunately fell 
short of the University of the Philippines Diliman’s 
scholarship program, barring him from admission 
due to his lack of funds. But Imao was a man of 
stalwart determination. Thus, he marched himself 
to the Malacanang in order to ask for aid from 
President Ramon Magsaysay. He was met by one 
of Magsaysay’s appointees, Secretary Jose Maria 
Ansaldo, who decide to help him get into the 
University of The Philippines Diliman’s College of 
Fine Art. Under the tutelage of a number of Filipino 
masters such as Napoleon Abueva, Anastacio Caedo, 
and Guillermo Tolentino, Imao managed to hone his 
craft by combining traditional techniques with Moro 
elements. His unique practice eventually led him 
abroad where he pursued further studies, in North 
America and in Europe. 

Today, Imao is celebrated for his unique use of 
Muslim influences such as Islamic calligraphy, 
traditional Lumad colors, and the iconic curved 
motifs found in indigenous Mindanaoan architecture. 
Fusing Islamic design and symbols and ornamental 
motifs with Cubism techniques, he popularized the 
indigenous geometric flowing design or the ukkil, the 
serpent or the naga. This particular piece showcases 
one of Imao’s most iconic subjects, the sarimanok. 
A mythological creature found in a number of 
Mindanaoan cultures, the sarimanok is said to 
symbolize good fortune. The inherent subtext behind 
the sarimanok’s importance is emphasized in Imao’s 
clean lines and overall technicolor palette, effectively 
signifying that better days are yet to come. 
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Jose Joya (1931 -  1995)

Father and Child
signed and dated 1994 (lower left)
pastel on paper
19 3/4" x 12 3/4" (50 cm x 32 cm)

P 400,000
Accompanied by a certificate issued by Josefa Joya 
Baldovino confirming the authenticity of this lot

The portrayal of people, specially the humble and 
downtrodden whose humdrum lives found noble 
meaning in his works, has long engrossed Jose 
Joya. These subjects seem to offer a broad range 
of stimulating forms, their innocent, honest facial 
expression mirroring their true character that’s why 

in drawing portraits, Joya gives importance to the 
composition, selecting the best angle to suit the 
limitations of the paper format. He likes to aggrandize 
the qualities of his human subjects wherein it is the 
only technique that he feels the work to be compelling 
and no wonder, this masterpiece entitled Father and 
Child has shown the trademark of Joya in portraiture.

Rodolfo A. Salaveria on Joya by Joya Book of Drawings, 
notes, “He draws people and landscape, houses and 
churches, rivers and seas, and their eternal burden. His 
works show an impeccable mastery of line and form. 
They have a drawing-board solidity, but are free from 
the rigid tyranny of the slide rule. His drawings bring 
out the anecdotal quality of human life and vibrate 
with its earthiness.”
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Edwin Wilwayco (b.  1952)

Second Nature: Mariposa 
signed and dated 2011 (lower right) 
oil on canvas 
60" x 48" (152 cm x 122 cm)

P 500,000
PROVENANCE
Galleria Duemila, Inc.

EXHIBITED
Galleria Duemila, Second Nature, Pasay City, 
August 6 to 29, 2011

With the vivid colors of flora and fauna of Edwin Wilwayco’s 
hometown, it had played a big part in Wilwayco’s selections 
that led his fascination with the application of color in nature 
where he saw how it demonstrated its beautiful colors in one 
to three color combinations. For the artist, the use of color had 
the greatest importance in relation to theories in which every 
time he look at the different flowers, he is marveled and in awe 
hence there is no wonder that in this piece entitled Second 
Nature: Mariposa, the viewer is also left astounded with the 
transitions of pigmentation - the sudden, seamless shift 
from one hue to another. As James T. Valliere has noted in 
the coffee table book Edwin Wilwayco, “When I look at 
paintings by Edwin Wilwayco, I see the airlines and 
delicacy of the interactions of his colors… There is 
calmness in Wilwayco’s paintings that can take me to 
a very reassuring and restful place.”
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A POCKET PORTRAIT
A N  I M P RO M P T U  O I L  S K E T C H

by L ISA GUERRERO NAKPIL
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A rt historians often muse : What would Juan 
Luna have become had his Parisian life 
not been stopped by his personal tragedy 

in September 1892.

One of his most devoted biographers, E. Aguilar 
Cruz, wrote “When Luna arrived in Paris in 1885, the 
French Salon was dying; Impressionism had already 
passed its zenith, and Neo-Impressionism, its offshoot, 
was gathering force. From this, one might expect 
that Luna — already showing signs of discontent 
with Academism and with the limitations of Grand 
Manner painting — might have joined ranks with the 
Impressionists.”

He continues, “In the crosscurrents of the different 
schools which competed for the distinction of 
representing the spirit of those times, painters like Luna 
were notable for maintaining their independence from 
the extremes of academic and anti-academic art. It 
was such that Luna made his mark as an artist worthy 
of the best.”

By 1886, Luna was on his way to becoming a celebrity, 
not only among his fellow Filipinos who basked in the 
reflected glory of his triumph with the bemedalled 
Spoliarium but with the greater circle of European 
artists and critics. He had been toasted by José Rizal, 
was a friend of ilustrados such as Pedro Paterno and 
married the heiress Paz Pardo de Tavera. With his wife, 
he had two capacious villas on Rue Pergolese in Paris, 
one of them used only as his studio. 

As Aguilar Cruz would remark, ‘Some days, he would 
pack up his oils and brushes for painting holidays in 
the fashionable bathing resorts on the Channel 
coast.” There are works of his done in en plein aire 
of Noisy-le-Grand as well as of Brittany.

This pocket portrait may have been created during one 
such expedition, painted on the fly, one of “the casual 
oil sketches” that Aguilar Cruz said “cannot conceal 
the vigor of his style as a realist.” 
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Juan Luna (1857 - 1899)

Portrait of a Young Lady
signed (lower right)
ca. 1886
oil on canvas
11 1/2" x 13 1/2" (29 cm x 34 cm)

P 600,000
PROVENANCE
Private Collection, Barcelona, Spain

Juan Luna (leftmost) with José Rizal in Paris, 1886.
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Justin Nuyda is an artist who is able to intelligibly 
translate his stylized subject visually with ease — an 
excellent display of his deft hand. This piece is part of 
Nuyda’s Mindscape series. It showcases the elements 
present in Nuyda’s earlier experimentations with 
abstraction. In this piece, one can see how Nuyda 
manages to combine both expression and form into a 
single masterpiece by his trademark use of nuanced 

layering and rendering. His work attempts to unearth 
the various images, ideas, and concepts that occupy 
our collective human consciousness. 

This particular oil on canvas piece offers us something 
beyond his usual visual elements of cascading light 
and technicolor palette. Obscuring Nuyda’s familiar 
landscape is a series of jagged and dark black 
lines. These unique additions streak across Nuyda’s 
more colorful and luminous properties, creating an 
inherent juxtaposition within Nuyda’s canon. The 
lines themselves are seemingly alien and unfamiliar; 
an effect that is reminiscent of the works of French-
American artist Loiuse Bourgeois. Despite this, Nuyda’s 
subversion and juxtaposition of his style still manages 
to communicate his practice’s underlying philosophy; 
one that manages to peel back the layers of the 
human mind.
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Justin Nuyda (b.  1942)

Untitled (Search Mindscape Series)
signed (lower right) 
oil on canvas 
36" x 48" (91 cm x 122 cm)

P 1,400,000
PROVENANCE
Private Collection
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Max Balatbat (b.  1978)

Hawla
signed and dated 2013 (lower right)
mixed media on board
48" x 72" (122 cm x 183 cm)

P 300,000
PROVENANCE
Renaissance Art Gallery

EXHIBITED
SM Aura SMX Convention Center, ManilART 2013, 
Taguig City, October 10 - 13, 2013

Compared to the ambiguous and more lucid 
characteristics of most abstract works of art, the 
contemporary oeuvres of Max Balatbat exude a 
distinct sense of familiarity that is undoubtedly rooted 
in the truth of being human. Self-confessed to have 
grown up in the rougher side of his hometown of 
Caloocan, Balatbat is no stranger to the challenging 
and often absurd realities of everyday life. His works 

feature elements taken from a variety of visual 
cues that populate our current surroundings and 
experiences. From semblances of newsprints and 
old flyers to shapes that seemingly resemble sheets 
of galvanized iron sheets, and other common objects, 
Balatbat’s works present us with a pure and 
unfiltered glimpse at our current condition; one 
that is artificial and man-made, but undoubtedly 
real in the truest sense. 

It is not only the context of Balatbat’s works that 
make them engaging, but the technique as well. 
Though the artist’s works appear to use a variety 
of found-objects and ephemera, in reality, Balatbat 
manages to achieve a certain distinctness between 
his elements by applying certain conditions to his 
paints. Balatbat heats his paint in order to achieve his 
desired effect, with his rougher and harder elements 
requiring more effort than their relatively smoother 
counterparts. Balatbat then layers his pieces together, 
creating his characteristically unique brand of 
contemporary abstraction. 
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Jojo Legaspi (b.  1959)

Nuptial Hour
signed (lower right) and dated 1999 (verso)
oil on canvas
60" x 48" (152 cm x 122 cm)

P 1,800,000
PROVENANCE
Hiraya Gallery

EXHIBITED
Hiraya Gallery, 2000

Unnerving yet undoubtedly alluring, the works 
of Jojo Legaspi are not afraid to examine the 
sometimes mysterious, banal, and irreverent 

aspects of the mind and the human condition. Much 
like his practice, Legaspi’s interest in art also stemmed 
from an unusual place. The artist’s degrees in Biology 
and Zoology allowed him to observe his desired subject 
matter in a meticulous and almost clinical manner; 
allowing him access into the relationship between the 
physiological, psychological, and visual elements of his 
forms and figures. Thus, on the surface Legaspi’s 
works may seem macabre and twister, yet to the 
keen eye and the dauntless observer, the artist’s 
works unarguably speak volumes about our present 
condition and the historical context we revel in. 

Legaspi plays with oil to create portraits that seem to 
dramatize the explosion inevitable after the repression 
of a society, sexually, and otherwise. Legaspi’s 
contemporary art installations, sculptures, and 
drawings bring together image, text, and materiality 
to bear witness the dark life-narratives relating to 
sexuality and other social conflict within the Philippine 
psyche, as he seems to experience it. Using muted 

colors, smooth brush strokes and simple lines, his 
minimal backgrounds serve to thrust his dramatic 
yet realistic subjects provocatively to the viewer’s 
immediate attention - portraying the bleak and 
obsessional imagery that is confronting, but is often 
filled with tenderness and pity, evoking the dualism of 
love and hate that exists in daily life. This act, which is 
akin to opening up a discussion or debate, humanizes 
and democratizes Legaspi’s chosen context in a unique 
dialectical method. 

For Legaspi, tapping into and subverting the two 
extremes of the spectrum is the most effective way of 
synthesizing a truly holistic message. The direct and 
confrontational nature of his imagery as shown in 
this piece, with its startling lack of ornamentation or 
bright colors and its explicit content, is a testament to 
the truthful sincerity and strong emotions in Legaspi’s 
mind wherein portraying his subjects as believable and 
human involved in gross acts of dissolute and corrupt 
debauchery represents the fallibility of his subjects as 
individuals and as symbols of society’s perversions 
and contradictions. 
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WAR, PEACE & WHIMSEY
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PROPERTY FROM THE COLLECTION OF A DISTINGUISHED GENTLEMAN

Charlie Co (b.  1960)

War Mongers
signed and dated 1998 (lower right)
oil on canvas
52" x 75 1/2" (132 cm x 192 cm)

P 340,000
EXHIBITED
Art Center, SM Megamall, Story Messengers, Organized by 
Galleria Duemila, Mandaluyong City, March 17 - 30, 1999

A palpable sense of poignant whimsy can be felt 
throughout the artistic practice of celebrated 
Bacolod-based painter Charlie Co. Vibrant, 

surreal, and rife with allegory, Co’s works seemingly 
subverts the often dour and serious tone of critique by 
utilizing the technicolor aesthetics often attributed to 
theatre and circus productions. Co’s ability to present a 
variety of sociological, psychological, and philosophical 
topics in a relatively new and unorthodox light has 
landed him numerous praises from artists, collectors, 
and critics alike.
 
Notwithstanding the baffling characteristic of his 
works, Co always ensures to impart to his viewers 
a specific narrative. He executes this through a 
formidable mastery of his composition and an 
innocent playfulness in his inquiries of visual language. 
Co’s style gives prominence to thematic content over 
realism. He has always inclined his style towards 
renditions of folk elements in a highly stylized 
manner. Co’s application of color in this piece is 
arresting, employing raging reds and bold blues that 
the artist strikingly accentuated. The emphasis on color 
coupled with the artist’s dynamic and textural strokes 
align to a purpose – amplifying the impassioned 

narratives of his subjects. Behind Co’s seemingly 
innocent themes lie a collection of symbols and 
allegories that point towards the bizarre and 
often absurd nature of the human condition.
 
As stated by Co, “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 Negros Occidental-based contemporary visual artist, 
Co’s name has been synonymous with striking social 
realist themes executed in expressionist and surrealist 
styles. In the 1980s, he co-founded the Black Artists of 
Asia (BAA), a Bacolod-based collective that brought 
awareness to the predicaments of sakadas (sugarcane 
farmers) and other groups in the lowest strata of 
social hierarchy. Co has had exhibitions in numerous 
countries and became the Filipino representative in 
prestigious international events such as the Asian 
Modernism exhibition at the Japan Foundation Asian 
Cultural Center in 1995 and the 23rd São Paulo Art 
Biennial in Brazil in 1996. In 1990, Co received the 
CCP Thirteen Artists Award.
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Edwin Wilwayco (b.  1952)

Octo Gravitas XXVIII
signed and dated 2017 (lower right)
acrylic and oil on canvas
56" x 48" (142 cm x 122 cm)

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

PROVENANCE
Acquired directly from the artist

Edwin Wilwayco’s “Octo Gravitas” is bestowed as an 
intelligently schemed ignition of colors using a substrate 
of designs and patterns as a pedestal wherein the works 
veer heavily on the notion of spontaneity with a firm 
cynosure on the predominant figures of eight in the chosen 
canvases reflecting the serendipitous figure eight where it is  
embellished with his trademark bristling brushstrokes against 
the substrate of an ornamental rococo design, endowing the 
works with an “all-overness” of countenance that conjure a 
sense of balance amidst the thick and heavy swabs of color. 
Gravitas on the other hand, helps emphasize the weight and 
importance of the figure in the entire composition of the 
pieces. The “Octo Gravitas” truly succeeds in assimilating 
a sense of mystery to the prevailing stage of the artworks’ 
backgrounds - lively and applauding colors.
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Bernardo Pacquing (b.  1967)

Untitled
oil on canvas
60" x 48" (152 cm x 122 cm)

P 400,000
PROVENANCE
Acquired from Patrick Reyno

Bernardo Pacquing’s language of abstraction is a gradual 
process of labyrinthine gestures set on building and grafting. 
He continues to approach through the use of diversified found 
objects that confront and disrupt approaches of aesthetic 
delineation, form, and value. His pieces, where the oil paint is 
usually mixed with materials typically used in the construction 
industry, shows a translucent yellow on the canvas similar 
to this featured piece. The expressive lines, blocks of color, 
thickened clumps, and drip markings show impressions of 
what could be a step ladder. The abstraction strips the block 
shapes of context and meaning until what remains are the 
detailed surface textures of the canvas. The viewer is then 
approached by a large-scale object where its own connected 
physical characteristics are its own - vital and independent.
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A FATHER'S BLESSING
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An Imus-born artist, Solomon Saprid began entering 
art competitions in 1967, submitting his work titled 
Sad Christ to the sculpture competition of the Art 
Association of the Philippines. In 1969, he held his 
debut solo exhibition at the Solidaridad Galleries 
in Ermita, Manila. He became the Philippine 
representative to the Indian Triennale in 1971 and 
the Australian Biennial in 1973. Saprid served as the 
president of the Art Association of the Philippines for 
three consecutive terms, from 1974 to 1976. Saprid 
was also a multi-awarded contemporary artist, 
winning the first prize for Anihan II in 1977 and the 
second prize for Eternal Triangle in 1979, both from 
the Art Association of the Philippines. He was also 
bestowed with the Araw ng Maynila Award in 1970 
by the city government of Manila. In a landmark 
exhibition in 1990, he showcased his works alongside 
his other renowned contemporaries Onib Olmedo 
and Ang Kiukok in “Three Figurative Expressionists” 
held at the Cultural Center of the Philippines.

“Mang Sol,” as he was affectionately called by 
his friends and colleagues, creates commanding 
metal sculptures with characteristic strips made 
otherworldly in his stylized soldering. He developed 
his unique style by entering various arts and 
sculpture competitions. His unorthodox treatment 
was met with praise by judges and critics alike, given 
Saprid’s unique and refreshing take on traditional 
and age-old subjects and themes. Saprid’s most 
iconic figures are his nude figures, folk dances, fruits 
and flowers, and the tikbalang, the most iconic in 
his oeuvre. In his brass rendition of the creation of 
man, the figures are suspended in their becoming 
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PROPERTY FROM THE MARGARITA "TINGTING" COJUANGCO COLLECTION

Solomon Saprid (1917 -  2003)

Creation
signed and dated 1983 (bottom)
brass
54" x 32" x 28" (137 cm x 81 cm x 71 cm)

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

as threads of metal and brass are soldered together 
in order to create an effect that implies movement. 
This striking balance between structure and fluidity is 
what gives Saprid’s artistry its unparalleled allure in 
the world of Filipino sculpture. 

Alfredo Roces described Saprid’s sculptures as 
having “a kinetic quality to it… a sense of arrested 
action.” Furthermore, the renowned art critic and 
artist added: The effect is one towards which the 
artist strives. He refers to it as ‘frozen motion.’ I’m 
sure you experienced it as you viewed his work.” 

In a March 8, 1979 article published in Business 
Day, Angel G. de Jesus wrote: “In [a] conversation 
with friends, the late Hernando R. Ocampo used to 
describe Solomon A. Saprid as [the] “Philippines’ best 
living sculptor… His metalwork is unique and has a 
blown-out look derived from strands and laboriously 
welded together to create work in which matter 
and space convey a feeling of airy, poetic beauty 
and grace. 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.” 

Saprid always preferred the laborious yet 
breathtaking art of sculpting. For the artist, “it is 
very fulfilling because there is very little deception.” 
In Saprid’s sculptures, the figures contrast the 
traditional notions of refinement and harmony, 
cementing his enduring legacy in Philippine 
contemporary sculpture.  
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Benedicto Cabrera (b.  1942)

Lovers
signed and dated 1994 (lower right)
acrylic on canvas
24" x 18" (61 cm x 46 cm)

P 4,000,000
PROVENANCE
Private Collection, Manila

Aside from his explorations of the Philippines’ colonial 
past via old photographs, or his social commentaries 
via the famed madwoman, Sabel, Benedicto Cabrera 
or BenCab has occasionally ventured beyond his own 
artistic archetypes.

Cabrera’s unique and personal creations exude a 
documentary-like quality to them in terms of their 
perceived sincerity and candor. By doing so, Cabrera 
successfully captures the verve and reality of the 
Filipino spirit by moving away from locating it as an 
essence of the soul but finding it through the lived 
experiences of the individual and the community. 
Cabrera’s use of flat lighting only serves to amplify 
this thematic intention. By contrasting the foreground 
and background through a disparity of color and light 
values and not of shadow, Cabrera’s figurative style 
transforms the seemingly particular into the universal 
through means of subjective association.
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José John Santos III (b.  1970)

Untitled
signed and dated 2000 (lower right)
oil on canvas
25" x 20" (64 cm x 51 cm)

P 3,000,000
PROVENANCE
Private Collection, Manila

The works of celebrated contemporary artist Jose John 
Santos III give off a familiar feel amidst an assemblage 
that is wholly unfamiliar when viewed in its totality—
effectively challenging the viewer to engage with his 
works on a deeper level. Santos’ foray into the surreal 
first started when he was a student at the University of 
the Philippines’ Fine Arts program. He drew inspiration 
from a number of renowned surrealists such as Francis 
Bacon, Robert Rauschenberg, and Joyce Tenesson, 
as well as few American artists that liked to focus 
on the everyday and the mundane such as Edward 
Hopper. Yet it was only in the early 2000s that Santos 
developed his iconic and visually frank surrealist style. 

By adopting the artistic philosophy of the Salingpusa 
group of artists, which involved both technical mastery 
and conceptual rigorousness, Santos was able to bring 
forth a wholly unique style that is still unparalleled 
in this day and age. Though the artist has since 
developed and updated his style as a way to constantly 
challenge his practice, his original aesthetic is 
undoubtedly one that has helped shape the landscape 
of Philippine contemporary art. 

This early 2000s piece is emblematic of Santos’ iconic 
look and feel. Though Santos has named a number of 
inspirations, this piece undoubtedly harkens back to a 
major piece of surrealist work, namely René Magritte’s 
painting titled Son of Man. One can see the similarities 
by looking at Santos’ and Magritte’s works side by 
side. Certain visual elements are undoubtedly similar 
right off the bat, such as how both the placement and 
the color of Magritte’s apple is replicated through 
Santos’ birdhouse-turned-headwear. While other more 
conceptual elements can be discerned by a closer look. 
Yet, unlike Magritte’s work which sought to unearth the 
absurdity of the human condition through impossible 
similarities, Santos’ work brings together a slew of 
disparate elements in an attempt to showcase how 
they relate to one another. 

This particular piece seemingly parodies the unneeded 
hierarchy that sometimes plagues organized religions. 
Other than they’re overtly religious pose, Santos’ figure 
is seen wearing a birdhouse as a mitre and carries 
an underwhelming papal ferula. It is this connection 
between the mundane and divine that Santos draws 
that ultimately gives the piece its context, one that 
shows how the divide between sacred and the profane 
is one that is thinner than one suspects. 
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THE MANY FACETS OF 
DON BENITING LEGARDA

REMEMBERING DON BENITO J .  LEGARDA JR .

A n esteemed man by the name of Don Benito 
Justo Fernandez Legarda V embodied the 
prestige of a former era and lived on as one 

of the most illustrious intellectuals in Filipino society. 
Before a time when Google was invented, there was 
“Better ask Ben”, as his closest friends would call him. 
He was, after all, the bona fide walking encyclopedia. 
Legarda was the epitome of the Filipino Renaissance 
Man – the avant-garde of his generation.

He obtained his Bachelor of Science in Social Sciences 
degree with the distinction of magna cum laude from 
Georgetown University in 1948. He then obtained his 
M.A. and Ph.D. in Economics from Harvard University 
in 1950 and 1955, respectively. For almost three 
decades, he served as the Deputy Governor of the 
Central Bank of the Philippines from 1951 to 1980. 
He was also appointed as a Consultant at the 
International Monetary Fund – World Bank (IMF – 
WB) from 1982 to 1986. Age did not stop him from 
serving his country as he was appointed an advisor on 
Economics at the Philippine Embassy in Washington, 
D.C. from 1987 to 1992. 

Economics was his métier, but the convictions of 
history flowed through his veins genuinely.

As a respected historian, Legarda wrote four published 
monographs: After the Galleons (1999) – derived 
from his 1955 doctoral dissertation at the Harvard 
University – recounted the fruitful history of the 
Manila – Acapulco Galleon Trade from 1565 to 1815 
and then analyzed the advancements in Philippine 
international trade with its major foreign partners 
the USA, China and the United Kingdom from the end 
of the Galleon Trade to the Philippine Revolution of 
1896; Bells of Sampaloc (2001) detailed the early days 
of the Philippine – American War in February 1899; 
Occupation 42 (2003) and Occupation 42: The Later 
Years (2007) – an anthology of personal war narratives 
– chronicled his recollections of the Second World War.

In a loving homage to her father titled A Daughter’s 
Words, Dr. Isabel Legarda deeply reminisced: 

“He cared deeply about getting the facts right; this 
was the fire that lit his efforts to write The Hills of 

Sampaloc. Sometimes, we would be visiting some 
historic sites while listening to a tour guide, and if 
the guide said something slightly inaccurate about, 
say, a Gothic cathedral or a historic battle, my 
mother and I would brace ourselves waiting for 
the polite but pointed correction that my father 
would be unable to resist offering. Sometimes, we 
would forget that he was listening to conversations 
quite carefully; he might appear absorbed in his 
meal or seem to be relaxing at the table with his 
eyes closed, but suddenly he would interject with a 
witty rebuttal or an incisive sight. He would write 
out all his lectures or articles long-hand on a yellow 
legal pad, and the ones to be delivered in Spanish 
came out in Spanish, with no need for a first 
draft in any other language.”

Business executive Benito Legarda reads all the papers before going 
to work, from which he does not return until 1 p.m. His afternoons 
are usually spent for civic duties. After an 8 p.m. supper, he reads his 
mechanical and scientific magazines.” — From article, The Pleasant 
“After-Hours” where Legarda was featured with Ferdinand Marcos, 
Guillermo Tolentino and Jose P. Kaurel. 
Sunday Times Magazine, May 13, 1952.
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But the scholarly facet of Legarda was just one of his 
many admirable qualities. Truth be told, he was just 
as whimsical and affectionate towards his beloved. 
Dr. Isabel recollected: “He had a sense of humor and 
very much enjoyed a good laugh. He would erupt with 
laughter over my children’s antics or stories when they 
were younger. One time I showed him a video of my 
son’s school orchestra playing a Halloween concert 
for which each player came out and played in 
costume. How my dad guffawed with delight at the 
sight of his grandson playing violin in a sheet with 
two eyeholes cut into it, like the ghosts on the 
Peanuts cartoon strips.”

Dr. Isabel continued: “He was known for his 
gargantuan intellect, but what people may not 
know is that he had a tender side for those he loved. 
If he noticed one of us admiring something in a shop, 
he would secretly buy it and give it as a gift for the 
next birthday or holiday. He would insist, despite 
my protestations, on traveling across the world to 
celebrate my birthday with me even long after I 
had stopped celebrating it myself; he was deeply 
disappointed not to have been able to do so for my 
last birthday because of the pandemic. He could 
sometimes be clueless about blurting out sensitive 
questions, but also sweet and concerned if someone 
he cared about was truly in trouble or in pain. He 
was as stubborn as could be, and often impatient- 
–— traits he seems to have passed on to me – but 
perhaps because of these tendencies, he held everyone 
around him – family, employees, colleagues, the 
Philippine government, the Japanese government – to 
high standards and would not be content with less 
than our best. At the same time, he could shrug off 
infuriating political or economic developments with an 
acceptance that sometimes baffled me. He was a man 
who believed, because he had seen, that everything 
passes, even exceedingly bad things, and the arc 
toward justice can be long.”

Continuing the legacy of the Filipino de Buena Familia, 
Legarda was a devoted patron of the arts and history. 
He was a zealous collector of antiquities including rare 
coins, old books, and maps, and this was no secret to 
his family, friends, and acquaintances. However, it is 
a rare known aspect of his life that he also collected 

antique religious images and relleves/bas-reliefs mostly 
dating to the 17th to 18th centuries in honor of his 
passion for the Hispanic heritage of the Philippines, as 
well as its Roman Catholic tradition.

Dr. Isabel resolutely reminded the next generation of 
Filipino intellectuals: “To our country’s rising scholars 
and those who are guiding them, I ask that you carry 
on my father’s inextinguishable passion for justice, 
precision in all things, and the highest of standards. 
There was no “puwede na ‘yan” (that is good enough) 
or “okay na ‘yan” with him. If it is not okay, do not rest. 
Fight for what is right, whether it be a correctly placed 
fact, a needed recognition of past atrocities, or a 
refusal to let politics trump truth and honor. Stand up 
for truth and honor, as he did. There is no better way 
to respect his life and legacy.”

Legarda’s name has become synonymous with 
remarkability – a one-of-a-kind man who deserves his 
own place in the pantheon of Filipino scholars and 
nationalists. He profoundly took pride in his nation’s 
struggles and victories, boldly carrying the banner of 
nobility of his fellow Filipinos. Until his passing, Legarda 
had always kept alive the dignity not only of his family 
name but more importantly, his beloved countrymen.

Don Beniting Legarda. 
© Instituto Cervantes

*Legarda, Isabel. "A daughter's words." BusinessWorld Online. 
September 2, 2020. Manila.
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PROPERTY FROM THE DON BENITO J. LEGARDA JR. COLLECTION

Fernando Zóbel (1924 - 1984)

Pink House
signed and dated 1952 (lower right)
ink and tempera on board
31" x 24" (79 cm x 61 cm)

P 6,000,000
LITERATURE
Duldulao, Manuel D. Contemporary Philippine Art: From the Fifties 
to the Seventies. Vera - Reyes, Inc. Quezon City. 1972. p. 44. 

EXHIBITED
Philippine Art Gallery, 1953

ZÓBEL'S MID-CENTURY MANILA
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I n the same manner as other artists, Fernando 
Zóbel experimented with various techniques 
and styles before progressing into his trademark 

abstraction. It was at Harvard where he started to 
paint by himself. This spanned the years 1948 to 
1952, during which he was influenced by Hyman 
Bloom, Pablo Picasso, Henri Matisse, and Toulous 
Lautrec. In September 1952, Zóbel returned to Manila 
and started his professional painting career. He 
became acquainted with the young Filipino artists 
who held exhibitions at the Philippine Art Gallery (PAG) 
in Manila, such as Arturo Luz, Hernando Ocampo, 
Anita Magsaysay-Ho, and Vicente Manansala. This 
period also marked his affiliation with the Philippine 
Art Gallery that hosted several solo exhibitions of his 
works throughout the 1950s.

When Zóbel returned to the Philippines, he would 
constantly draw figures that reflected his time as the 
person-in-charge of building the roads in Forbes Park. 
Zóbel cast aside his Bostonian style and the themes 
that pervaded his earliest works, and veered his 
subject matter towards Philippine forms and images 
inspired by his observations in reality. Zóbel developed 
an interest in painting figurative subjects including 
Baroque houses, becoming the new protagonists of his 
works. He rendered them in warm, eye-catching, and 
flat colors – surfaces that deviate from the traditional 
perspective and visually echoing Henri Matisse’s 
influence on his style during this period. Employing 
black for his lines, the compositions were similar to 
colored drawings in children’s books that proliferate 
with the vivacity of bright hues.

In 1953, Zóbel was elected as the president of the 
Art Association of the Philippines. In the same year, 
he showcased his works – this piece included – at his 

debut solo exhibition at the Philippine Art Gallery. 
Zóbel’s biographer Angeles Villalba Salvador describes 
the artist’s works in the exhibition in the Catálogo 
exposición ZÓBEL: “(Zóbel) departed from the more 
symbolic and romantic themes of his Boston works 
and used a costumbrista theme. (The works) were 
conceived as surfaces which were filled with plain 
and very vivid colors, where traditional perspective 
sometimes disappeared completely, and in others, 
used subtle spatial references combined with spaces 
and two-dimensional figures. Matisse’s influence 
is important in these figurative works, which are 
characterized by a brilliant texture where sometimes 
thick, black lines are superimposed on the masses of 
color that foreshadow the gestures of later works.”

Zóbel himself also detailed in the essay Methods of 
Contemporary Painters his method in creating these 
works: “My approach is slow and deliberate. I draw 
quick ink sketches of possible motifs, or sometimes in 
watercolor. I continually do it wherever. If the theme 
has promise, I draw it, sometimes quite big. In the 
drawing, I try to resolve, as much as possible, some 
aspect of what will be the final painting. Its color 
range, for example, or its composition. Generally, I 
usually accumulate fifty sketches and thirty drawings 
before starting the final painting.”

Be that as it may, Zóbel was less engrossed in thought 
in capturing the intrinsic nature of his subjects rather 
than its extrinsic appearance. In Fernando Zóbel: Man 
and Artist, art critic Ricaredo Demetillo writes: “The 
subject matter of Zóbel’s paintings generally are of a 
representational nature, even when he is at his most 
abstract. You somehow feel that he is concerned with 
purging the object of its surface features to reveal the 
form beneath, that he eschews the retinal impression 
to contemplate purely thing-ness and compositional 
relationship of objects.”  

Cesar Legaspi, Fernando Zóbel, and Betsy Westendorp with 
'Siga-Siga' and 'Pink House' in the background.

Zóbel with 'Maiden Beside Fruitstand', 'Siga-Siga', and 'Pink House' 
in the background.
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PROPERTY FROM THE DON BENITO J. LEGARDA JR. COLLECTION

Vicente Manansala (1910 -  1981)

Procession
signed (lower right)
ca. 1960
oil on canvas
25 1/2" x 29 1/2" (65 cm x 75 cm)

P 4,000,000

T he 1960s witnessed Vicente Manansala 
emerge as the leading artist – and a bon 
vivant – among the first generation of Filipino 

modernists. In 1963, the Republic Cultural Heritage 
Award, the precursor of the Order of National Artists 
Award, was bestowed on him by then-president 
Diosdado Macapagal. As Manansala rose to 
prominence, his works became the most coveted 
among the elite art patrons of the country. It was 
also during this decade when Manansala received 
the Smith-Mundt Specialist Grant to study 
stained-glass techniques in New York (1960), as well 
as the opportunity to hone his virtuosity at the Otis 
Art Institute in Los Angeles (1967). 

Painted at the beginning of his prolific decade, 
Procession portrays the vibrancy and bustling 
character of a church procession, with the artist 
stating, “I wanted to show crowdedness and busy 
movement. That’s one of the reasons for the high 
viewpoint.” Manansala ventures into Abstract 
Expressionism yet, still retaining a mainly cubist 
configuration. His exploration of the style is 

characterized by “a broad calligraphic brushwork 
interwoven with linear traceries.” By and large, 
Manansala did not abandon his native sensibility as 
he took inspiration from his familiar environment. 
Manansala’s paintings of holy figures and religious 
convocations stemmed from his pious upbringing. 
“I used to go to Mass every day at the San Francisco 
Church. At 14, I wanted to become a priest,” disclosed 
the artist.

The overall composition is boldly striking, attracting the 
viewer at first glance. The human figures, the Marian 
image, and the church become planar patterns that 
blend with the backdrop – a kaleidoscopic sequence 
of houses – and are almost indiscernible unless 
viewed at a point-blank distance. The figures become 
ideographic images – not elaborately detailed and 
almost appearing as stick figures. However, the folk 
vibrancy of the composition exudes an aesthetically 
engaging appeal and a vivid presentation of Filipino 
Catholic heritage. It is through the coherence and 
harmony within the entirety of the composition that 
the piece draws its potency. 
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by FLOY QUINTOS 

The relleve has much in common with a 
famous piece in the PAGREL collection, now 
in the San Agustin Museum, and with other 

relleves and icons depicting the Holy Trinity. The 
composition of these pieces features three identical 
men, consubstantial and indivisible, each bearing his 
insignium on his chest. Starting on the left, Jesus, with 
the Lamb. On God the Father, the sun with a human 
face. On the Holy Spirit, the dove with outstretched 
wings. The three are framed by a cartouche of clouds, 
on which float cherubs. The entire depiction is based 
on the vision of Abraham, who beheld the Lord as 
three identical men, sitting upon clouds, surrounded 
by heavenly hosts. 

In this particular relleve, the faces of the three are 
manly, virile, animated. Though they are identical, 
each has his own nuanced expression and gesture, 
which would have been all the more highlighted if 
the original polychromy had been preserved. This 
particular piece would have once been framed, 
though the fragmentary remains on the top and 
bottom edge of this relleve may also suggest it 
could have been part of a bigger frieze.

The strong and robust style of this particular piece, and 
other similar relleves of the Trinity in private collections, 
point to a Bicol origin. But other regional depictions 
of the Santisima Trinidad are also known. In Panay. 
the Trinity is depicted,not as a relleve, but as a free 
standing sculpture, with the Trinity seated on a single 
base of clouds or on a globe. 

It is interesting to note that this depiction of the Trinity 
was quite controversial, so much so that the Church 
attempted to regulate its use. The depiction of three 
identical men seemed a most convenient and effective 
artistic solution that could communicate both the 
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PROPERTY FROM THE DON BENITO J. LEGARDA JR. COLLECTION

Relleve/Bas Relief depicting the 
Holy Trinity Santisima Trinidad
Bicol school
early 18th century
medium hardwood with few traces of original polychromy
26" x 17 1/2" x 1" (66 cm x 44 cm x 2 cm)

P 100,000

individuality and indivisibility of the great Triune 
God of Christendom. But Pope Benedict XIV sought 
to regulate the use of this powerful image, when 
he issued the "Sollicitudini Nostrae" in 1754.

This Papal Bull classified the depictions of the 
Holy Trinity , first, into those "prohibited " for their 
monstrosity. (Ironically, these rare depictions showing 
the Trinity sharing one body and three faces , are 
a santo collector's Holy Grail.) "Tolerated" was the 
second classification in the Papal Bull, and that refers 
to the depiction we see in this relleve. The "Approved" 
and sanctioned depiction is the one we know today, 
with God the Father and, seated at his right, Christ 
the Redeemer. Between them, wings outstretched, 
floats the Holy Spirit, as a dove.

Merely tolerated, the depiction of the Trinity as three 
identical men gradually fell from favor late in the 18th 
century. Only in the Philippines and in Latin America, 
(both colonies of Spain) did these depictions linger on 
until finally falling into disuse in the 19th century. What 
was it about the mystery of the Holy Trinity that made 
this particular image so accessible and easy to grasp? 
Despite the Papal Bull, the image of the Triune God as 
three identical men lived on in the Anting-anting and in 
the cult of nativist symbols. In the realm of indigenous 
re-imagining , the merely "tolerated" Santissima 
Trinidad found their place. In the native mythology, 
the Santissima Trinidad morphed into the powerful 
Tres Personas Solo Dios, a creation of the Pre-Hispanic 
Bathala, and the forbears of that most enigmatic of 
nativist heroes, Hesus Rizal. 

Thus, this rare relleve shows how art has 
subverted the dictates of dogma, allowing the 
merely "tolerated" to live on in these powerful and 
accesible images of native faith. 
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PROPERTY FROM THE DON BENITO J. LEGARDA JR. COLLECTION

Santong de Bulto / Santo Sculpture 
in the Round - San Vicente Ferrer
Anonymous Santero 
hardwood
Laguna school
late 18th- early 19th century
33" x 11" x 9 1/4" (84 cm x 28 cm x 23 cm) 

P 120,000

San Vicente Ferrer was once a very popular saint in the 
Philippines, and images of him in the Popular, Classical 
and Ornate styles are found all over the archipelago. 
A Dominican friar and preacher from Valencia, Spain, 
he was regarded as the “Angelic Preacher”, as well 
as patron of orators, and thinkers. He is depicted in 
Dominican robes, one hand holding a book, the other 
with a finger pointed to heaven. His most significant 
attribute are his wings, an allusion to the celestial 
quality of his preaching, as well as the miraculous 
ability to fly off during sermons to minister to the 
sick. He was canonized in 1455, and his cult was 
made famous by the Dominican preachers when 
they reached the islands.

Perhaps very few of his devotees knew of Vicente 
Ferrer’s real importance in church history. He 
lived during the Western Schism, a period of great 
polarization within the Catholic church. Two popes 
divided all of Christendom with Clement VII ruling from 
Avignon in France, and Urban VI in Rome. Disillusioned 
by the politics of the church, Vicente continued to 
preach throughout Europe until his death.

In terms of its bulk, proportion and execution, 
this piece from the Legarda collection is a very fine 
example of a San Vicente in the Classical style. Though 
missing one hand and the wings, it remains whole and 
integral. The face, with its soulful, animated expression, 
and the tonsure are very sensitively carved. The saint 
is depicted standing on a globe.

LOTS 101 -  102

IMAGO DEI: IN THE IMAGE OF GOD
by FLOY QUINTOS
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Altar Detail, Possibly a Corbel, 
Feat. An Angel Caryatid
18th century
hardwood with well-preserved polychromy 
39" x 9" x 4" (99 cm x 23 cm x 10 cm)

P 100,000

This piece, one of many architectural fragments 
collected by Legarda, clues us into the personality 
of the man and his interest in church architecture. 
It was an interest expressed in his own essays on 
colonial church architecture.  

From the number of sculptural details, he collected, 
it appears that, no matter how incomplete or 
fragmentary they may be deemed today, these 
had a special place in his hierarchy of collectibles. 
Other pieces in the collection show his fondness for 
architectural details with angels and cherubs. This 
single piece would have been part of a pair, either 
as a corbel or a support detail of an altar.

The central figure is that of an angel caryatid. 
He is dressed according to the classical dictates 
of appropriate fashion for God’s warriors and 
messengers: a doublet vest over a tunic, short 
skirt and boots. Many paintings from the 
Renaissance show angels attired in such apparel. 
This angel (and we may suppose, the missing 
half of the pair) is shown as a caryatid figure 
going about God’s good work. 
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LOTS 103 -  105

SAINTS MOST APT 
for OUR PANDEMIC TIMES

A N C I E N T  PAT RO N S  I N VO K E D  F O R  H E A L I N G  A N D  P ROT E C T I O N

by FLOY QUINTOS

I t seems almost fortuitous that these two images of 
San Roque have come to be offered, side by side, 
in the same auction, and in this particular moment 

of our history. Both are fine depictions of San Roque 
or Saint Roch de Montpellier, a saint much beloved 
among traditional Philippine lowland Catholic cultures.  
In the days before inoculations, vaccines, doctors and 
health workers, his protection was invoked against 
plagues and communicable diseases. Modern-day 
Filipino Catholics, unfamiliar with his name, have had 
an uncomfortable introduction to San Roque, who is 
invoked in the Oratio Imperata against COVID-19. 

To understand his popularity among the folk Filipinos 
as well as the   resurgence of this devotion today, a 
recounting of his story is in order. 

Roch was born in 1295 to a family of wealth in 
Montpellier, France.  A red cross on his chest was his 
most prominent birthmark. He lost his parents at an 
early age, and was consumed by an overwhelming 
desire to serve God and his fellowman. He distributed 
his wealth among the poor and joined the Franciscan 
order. The plague was then spreading through Europe, 
but this did not deter him from his vocation as both a 
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pilgrim and a healer. He continued to minister to the 
poor of every town, journeying constantly in search of 
those he would minister to.

In time, Roch himself caught the disease while serving 
the plague victims in Italy. A festering wound appeared 
on his thigh. It was said that the stench from the 
wound was so foul that he, who had shown so much 
kindness to the afflicted, was himself cast out by those 
he had sought to succor.  Roch retreated to the woods 
to die, but God, it seemed, had other plans. It is said 
that an angel ministered to him, and that a hunting 
dog brought  bread from its master’s table , to nourish 
Roch. Eventually, he was healed and returned 
home to Montpellier. But he was so changed that his 
relatives did not recognize him. Accused of being a spy, 
Roch  was thrown in jail where he languished for five 
years before dying.  The birthmark so long concealed, 
was finally revealed on the body. In repentance for 
their cruelty and neglect, the townsfolk decided 
that a church ---the splendid L’eglise Saint Roch 
in Montpellier ---be erected in his honor. 

His story, apocryphal as it may seem, resonates 
with many humble folk because of the simplicity 
and humanity of the saint’s core values. His 
unwavering faith in the goodness of God balanced 
with his commitment to serve the less fortunate are 
a timeless and universal template for compassionate 
Catholics. Here was a saint who suffered in a manner 
most relatable to the marginalized and outcast, 
one who had lived through the fears of contagion, 
isolation and death.

It is no wonder then that depictions of San Roque are 
among the most popular of Philippine antique santos, 
found in almost all corners of the archipelago. In the 
Southern Tagalog towns, it is not uncommon to find 
Roque venerated alongside San Isidro, the patron of 
farmers. For traditional agricultural societies, what 
could be more comforting and empowering than 
the assured blessings of the patron saints of good 
health and bountiful harvests? 

His depictions range from the complete tableaux 
that show San Roque with the faithful dog as well the 
angel. The angel is often shown holding a scroll with 
the inscription “Los que fueron heridos de peste el 
favor de Roque alcanzaran salud” (Those wounded 
by the plague, beseech San Roque to attain health.) 
Then, there are also solitary images. 

Either as a lone figure or as part of a tableaux, San 
Roque is dressed in the manner of a pilgrim, thus 
his full title, San Roque Peregrino.  He wears a short 
tunic, a cape and travelling hat, as well as the pilgrim’s 
pouch (containing only the most essential of goods). 
His feet are shod in boots, one hand holds a pilgrim’s 
staff, the other raises the hem of the tunic to show the 
wound on his thigh, which may be either carved or 
painted in. 

The depiction is translated through a variety of styles, 
from vibrant and powerful images in the Folk style, 
meant for home devotion, to the more canonically-
correct sculpture in the classical style meant for 
grander altars. 
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PROPERTY FROM THE DON BENITO J. LEGARDA JR. COLLECTION

Saint Roch/San Roque Peregrino
Laguna School 
late 18th century
hardwood with traces of polychromy
43" x 14" x 14" (109 cm x 35 cm x 35 cm)

P 200,000
The two images offered here fit the later mold, 
and have impeccable provenances. 

The first one, from the collection of the late Benito 
Legarda, is executed in hardwood as one integral 
and complete piece. It is an outstanding example of 
a santo in the Philippine Classical style, as defined by 

the scholar -painter Fernando Zóbel. The drapery and 
details of the costume are finely delineated. Note 
also the traces of ‘estofado’ detailing on the tunic.

But all these details serve only to highlight the 
handsome countenance of San Roque himself. Here, 
we see the saint transfixed, the neck muscles taut, the 
eyes raised, lips parted in prayer. The unknown santero 
has captured not only the visage of a mystic, but a 
psychological portrait of human frailty and resolve. 
This is the portrait of a survivor. 

The second image is from the mid-19th century, and 
was in the collection of the legendary antique dealer, 
Antero “Terry” Baylosis. 

In keeping with the popular convention for images 
commissioned for wealthy 19th century patrons 
or churches, the “maskarado” face and hands 
are of ivory. The legs have been painted using the 
“encarnado” technique to match the hue of the ivory.  
It would not have been unusual for the entire image 
to have been the work of two artisans, one working 
on the ivory mask and hands, and another working 
on the body and limbs. 
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PROPERTY FROM THE AGA AND CHARLENE GONZALES MUHLACH COLLECTION

Saint Roch/San Roque Peregrino 
tableaux with accompanying angel and dog
mid to late 19th century
medium hardwood with ivory mask and 
hands on main figure
probably from a Manila atelier
44" x 20" x 15 1/2" (112 cm x 51 cm x 39 cm)

P 500,000
PROVENANCE
Antero “Terry” Baylosis

The saint is here accompanied by his little angel and 
faithful dog, both much smaller in scale. It would also 
not have been unusual for these two accompanying 
figures to have been the work of a junior sculptor. 
Such works show how specialized the carving skills 
had become in the mid-19th century, with many 
sculptors contributing specific parts to be joined 
into a whole.

The two versions of San Roque may seem very much 
alike, but a world of difference separates them. What 
I particularly find fascinating about these two is how 
they illustrate the evolution of santo attitudes from 
the 18th to 19th century. 
In the earlier, all-wood Legarda version, the saint
is in communion with a higher deity. This aura 
of detachment, of aloof reserve is a hallmark of 
many early pieces from the 17th to 18th centuries. 
Scholars have noted that this otherworldly gaze in 
early Philippine santos links them to a wider Asian 
tradition of depicting mysticism and spiritual beings. 

In the second, ivory-masked version, San Roque 
communes directly with the supplicant. The lambent 
gaze of the saint turns directly to those praying for his 
intercession.  This trend manifests in the santos of the 
mid-19th century all the way to the early 20th century, 
especially those produced by professional ateliers.  
By then, the realism of the styles was also matched 
with an obvious piety and pronounced tenderness, 
bordering, as the years went by, on the saccharine 
sweetness we see in contemporary images.  These 
developments are very different from the Oriental 
reserve of earlier types.

It would be wonderful if these two Roques could end 
up side by the side in the same collection.  A matched 
pair of study pieces that trace the changing face of the 
Philippine santo, and our own attitudes towards them 
as objects of devotion.
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A small santo, conforming to Fernando Zóbel’s 
description of the Ornate type, depicting the archangel 
Rafael. The archangel is holding his staff on which 
hangs a small fish, the gall of which he used to heal 
the blind prophet, Tobit. Thus, Rafael is invoked as 
a patron of healers and physicians, nurses, health 
care workers and pharmacists. Again, a saint for 
our pandemic times, invoked in the Oratio Imperata 
against Covid-19. His name is mentioned in the 
litany after the Virgin and Saint Joseph.  

Like all Ornate figures described by Zóbel, this is 
a product of many artisanal skills working in a 
professional 19th century atelier. 

A carver in wood created the costumed torso of 
the angel. (Note that the costume I described in 
the San Miguel offered in auction earlier this year, 
also applies to this piece.)

Another carver specializing in ivory carved the facial 
mask, the arms and the legs to be fitted into the 
wooden body.

Then, there was the silversmith who did the wings, the 
crown, the basket and the tiny silver fish. (The crown 
may have been a later addition, a vanity added on 
by any of the owners of the image. Archangels are 
not normally portrayed crowned.) 

The details of the tunic would have been painted 
in by another artisan working in the “estofado” 
technique. Finally, a wig maker would have 
crafted the hairpiece from abaca fibers. 

The entire santo may have once been encased 
in a glass bell jar or “virina”.

105  

PROPERTY FROM THE DON BENITO J. LEGARDA JR. COLLECTION

Saint Rafael, the Archangel/ San Rafael Arkanghel
19th century
ivory and wood santo with silver fittings (Crown, wings, staff with fish, basket), abaca fiber wig.
Some loss of “Encarna” polychrome on the tunic. Portion of the silver wing missing)
santo: 13" x 7" x 4" (33 cm x 18 cm x 10 cm)
base: 7" x 9" (18 cm x 23 cm)

P 180,000
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PROPERTY FROM THE DR. REMEDIOS SUNTAY COLLECTION

Ivory Head of Male Saint
Manila workshop
18th century 
ivory with tinting on beard and hair, glass orb eyes
head: 9 1/4" x 4 3/4" x 6" (23 cm x 12 cm x 15 cm)
base: 5 1/2" x 4 3/4" 4 3/4" (14 cm x 12 cm x 12 cm)

P 400,000

Front view with base

A very sensitively carved head of a male santo, with 
a skillfully articulated beard. The face is gaunt and 
lacking in the aristocratic "fullness" of later 19th-
century ivory heads. But the gauntness only adds to 
the otherworldly elegance and focused serenity of the 
expression. Again, we have an example 
of the Oriental reserve, the inscrutable face worn in the 
presence of others. This detached , distant expression 
has led many to say that Filipino ivories, and santos 
in general, lack the effusive drama and heightened 
emotion of their European counterparts; or to the 
theory that these early ivories were carved only by 
Chinese converts. 

It is difficult to essay a guess on exactly who is 
portrayed. Such a piece would have been meant for a 
processional "santo de vestir", an image in the ornate 
style, meant to be vested. Once mounted on a wooden 
body and dressed in the appropriate vestments with 
the correct attributes, the identity of the saint would 
have emerged. But it is clear that a wig would have 
been used to complete this male santo. Could he be 
Joseph, the husband of Mary? Perhaps one of the 
evangelists? Maybe even the carver of the piece did 
not know exactly who he was portraying. Many such 
large heads began their processional careers ,as one 
particular saint. With time , depending on the whims 
of the owner or the demands of the liturgical seasons, 
the identity could very easily change. 

In heads of this size, the use of a wig would have 
concealed the back part of the head. Thus, in later 
pieces from the 19th century , the backs of such heads 
would have been constructed from wood, joined to the 
ivory mask. We see this in many processional santos 
form the later 19th century. The use of wood at the 
back of the head also made the pinning of the wig 
much easier. But in this very finely carved piece , the 
entire head is constructed from creamy white ivory, 
with minute age lines running through the piece. 

by FLOY QUINTOS

Side view with base
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One of the preeminent sculptors and santeros (icon-
maker) of the first half of the 20th century, Graciano 
T. Nepomuceno initially studied painting at the Liceo 
de Manila under the guidance of Miguel Zaragoza. 
Nepomuceno and Zaragoza’s learning relationship 
was in no way harmonious and after an exacerbating 
argument, the former left the academy and pursued 
sculpture under Ciriaco Arevalo, the only Filipino 
sculptor to win a gold medal in Spain. The celebrated 
sculptor’s preferred medium was the Molave wood. 
Nepomuceno’s famous works include the statue of San 
Francisco in Quiapo Church and the ceiling reliefs at 
the Malacañang Palace.

Art critic and historian Don Alfonso Ongpin 
distinguished four periods in Graciano Nepomuceno’s 
prolific career as a sculptor. The first period spanned 
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Graciano T. Nepomuceno (1881 - 1974)

The Last Supper
signed and dated 1951 (lower left)
bas relief, wood
with frame: 30 1/2" x 46 3/4" (77 cm x 119 cm)

P 300,000
PROVENANCE
Acquired directly from the artist by the 
de Vera Family, close friends of the artist, ca. 1950

the latter years of the 19th century and the 
early 1900s. It was during this time that Nepomuceno 
collaborated with sculptor and musician Bonifacio 
Arevalo. In his second period, Nepomuceno ventured 
solely and produced ornamental pieces for building 
façades, employing wood and cement as mediums. 
His third period was dominated by genre sculpture. 
Busts and bas-reliefs of illustrious personalities, as 
well as miniatures and carved relief reproductions 
of renowned paintings, characterized his fourth 
and last period, to which this wood carving of 
the Last Supper belonged.

Contemporary and Spanish colonial era woodworks 
have a certain degree of admiration among Filipino 
artists and collectors. But according to Alfredo Roces, 
this leaves a “middle ground that is forgotten or 
unknown”, and this is where Nepomuceno’s works 
belong. His works are “neither modern enough nor 
old enough” for contemporary likings yet these works 
“speak for themselves”. In direct carving, Nepomuceno 
stood out almost alone, stemming from his experience 
as an apprentice of Arevalo. Napoleon Abueva 
was once quoted to have said that Nepomuceno’s 
“depiction of familiar themes in high relief and 
religious pieces were exquisitely carved.”
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A Pair of Kamagong Armchairs
1825 – 1850
kamagong wood (Diospyros philippinensis/
discolor/blancoi)
Central Luzon
a) 34" x 20 1/2" x 21" (86 cm x 52 cm x 53 cm)
b) 34 1/2" x 20 1/2" x 21" (88 cm x 52 cm x 53 cm)

P 100,000

by AUGUSTO MARCELINO 
REYES GONZALEZ I I I 

This pair of armchairs rendered in kamagong 
hardwood are in an adapted English William & Mary 
(balloonback) style:  The oval back is formed by 
inwardly curving C–scrolls punctuated with shells and 
flowers from where the arms emerge and terminate in 
simple C–scrolls.  The simple seat is supported in front 
by two turned and reeded legs which terminate with 
rounded feet and at the back by plain, bent square 

legs.  The fact that they were crafted of kamagong 
hardwood point to a specific time frame --- 1825–50 
--- when that dark and dense wood was extremely 
fashionable for domestic furniture in these islands. 
The William & Mary balloonback style of these 
armchairs originated in pre–Victorian London and 
came to Filipinas by way of Boston and New York in 
the United States of America as that country, ironically 
not Madre Espana/Spain, was the biggest trading 
partner of these islands for most of the 1800s.  

Armchairs in this general William & Mary style were 
found in the caidas (entrance halls) and salas
(formal living rooms) of many old bahay–na–bato 
(constructed from 1825–50) in Pampanga (Lubao, 
Mexico, Guagua, Bacolor, Santa Rita, San Fernando, 
Apalit, Angeles), Bulacan (Malolos, Baliuag, 
San Miguel de Mayumo), and Ilocos Sur (Vigan and 
Candon).  However, time and its vicissitudes have 
taken all of them away.
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A Kamagong Planter’s Chair
1850–1875 
Binondo, Manila
kamagong wood (Diospyros philippinensis/
discolor/blancoi)
39" x 29" x 50" (99 cm x 74 cm x 127 cm)

P 100,000

by AUGUSTO MARCELINO 
REYES GONZALEZ I I I 

This planter’s chair/lounging chair crafted in 
kamagong hardwood from the second to the third 
quarter of the nineteenth century makes it a rare 
find; such chairs were usually rendered in narra 
wood.  Another interesting and unusual detail is that 
all the supports and stretchers of the chair are in a 

discreet albeit continuous turned pattern reminiscent 
of a certain type of Napoleon III/Second Empire/
Victorian seating.  The straight, adjustable back is 
supported by a substantial wooden lever.  The square 
seat is connected to the arms and is supported by the 
four turned legs.  The leg rest/footrest is a separate 
square and turned piece which slides under the seat 
for storage.  It is a boxy nineteenth–century Filipino 
interpretation of the sophisticated eighteenth–century 
French duchesse lounging chair.              

This type of planter’s chair/lounging chair was used 
in many areas of a bahay–na–bato in the nineteenth 
century:  in the despacho (office), caida (entrance hall/
family room), cuartos (bedrooms), and even in the 
azotea (elevated garden/utility area) during pleasant 
cool afternoons.  That it is made of the species of 
kamagong made this expensive to produce and 
exceedingly rare.
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Large Mariposa Sofa
second half of the nineteenth century (ca. 1870)
golden Narra wood
Calle Aviles, San Miguel; originally from 
Santa Cruz, Manila
44 1/2" x 87" x 37" (113 cm x 221 cm x 94 cm)

P 300,000
PROVENANCE
Capitan Maximino Molo Agustin Paterno y Yamson (+1900)
Dona Agueda Paterno y Devera Ignacio (+1918)
Dona Adelaida Paterno y Devera Ignacio (+1962)
Pacita Ventura–Rivera (+1988)
Severina de Asis (+2002)
Private Collection, Cebu City

Exceptional for its large size, this imposing 
“mariposa” sofa originally from affluent Santa 
Cruz, Manila has its backrest and seating in long 

stretches of cane weaves. There are three crests of 
beribboned acanthus leaves. Its engorged armrest 
terminals are of unfurling acanthus leaves. The long 
bar of the curved seat is carved with a bouquet of 
flowers and leaves. The armrest supports descend to 
voluptuous cabriole legs carved with lush flowers and 
leaves terminating in stylized, dilated “pied de bouche” 
feet in front. The back legs are robust, square affairs.

The late great, “Manila’s romancer of wood” Osmundo 
Esguerra aka “Omeng” liked to casually describe 
this kind of furniture as “Malacanang furniture,” not 
because they came directly from the Malacanang 
Palace but because they were the distinct type of 
Victorian–style furniture one saw inside the palatial 

Maria Clara's LOVESEAT
T H E  PAT E R N O  M A R I P O S A  S E T T E E

by AUGUSTO MARCELINO REYES GONZALEZ I I I
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and elegant houses in the area --- General Solano 
street, J P Laurel street (formerly Aviles street), San 
Rafael street, Arlegui street, R Hidalgo street, and even 
the streets perpendicular to R Hidalgo.

As the elder bachelor and spinster Paterno siblings 
passed away (Agueda, Dolores, Paz, Jacoba, Pedro 
[his aristocratic Spanish wife did not care to get 
anything], Concepcion…), their estates simply devolved 
to their younger siblings, Feliciano and Adelaida. It 
reached the point wherein most of the contents of the 
great Santa Cruz residence were in the possession 
of the two younger siblings. By 1928, the siblings 
Feliciano and Adelaida Paterno y Devera Ignacio were 
comfortably settled with the family heirlooms in the 
renovated former residence of onetime “Cattle King” 
Don Faustino Lichauco, a +1 hectare property on 
Calle Aviles in the San Miguel district, directly across 
the Malacanang Palace property. They lived happily 
there, receiving family and friends frequently. Adela 
adopted a pretty young girl who was believed to be a 
distant Paterno relative, Pacita Ventura. Fortunately 
enough, World War II spared the Paterno residence 
on Calle Aviles in San Miguel, but it took the great 
Paterno residence on Padre Gomez street in Santa 
Cruz by fire, which was by then completely empty of 
family life. As the years went on and as Adela became 
older and weaker, Pacita managed the household.
When Adela passed away in 1962, Pacita inherited the 
house and its fabled contents, as well as some valuable 
commercial real estate. For some reason, despite the 
generous inheritance, Pacita had occasional bouts of 
financial difficulties. It was Pacita Ventura–Rivera who 
sold the large mariposa sofa, and several other things 
as well in 1983, to antique dealer Severina de Asis, who 
was known to all of antique–collecting Manila high 
society as “Tita Viring.” 

(From “Remembrance of Things Awry” blog by 
Toto Gonzalez --- “Memorable Manila Houses” post: )

“The Capitan Maximino 'Memo' Molo Agustin Paterno 
y Yamson residence, Santa Cruz, on the narrow, 
elongated block bordered by no 73 Calle San Roque 
[no 453 Padre Gomez street], corner Calle Noria 
[Pedro Paterno street], corner Calle Quiotan 
[Sales street], corner Calle Francisco Carriedo, 
midway between the Santa Cruz church and the 
Quiapo church. The facade/main entrance [ and postal 
address ] of the house was on Calle San Roque; the 
azotea and the caballerizas stables should have been 
on Calle Francisco Carriedo; however, according to 
Miguel and Jean Marie Paterno, the (original) titles and 
plans of the house showed accessorias/apartments 
for rent since the acquisition of the properties; Capitan 
Memo simply purchased the adjacent properties 
through the years. The long sides of the house were 
along Calle San Roque and Calle Quiotan; the short 
sides of the house were along Calle Noria and 
Calle Francisco Carriedo.”

“It was the legendary residence of the famous Capitan 
Memo Maximino Molo Agustin Paterno of Santa 
Cruz, Manila, who married three times: the first to 
Valeria Pineda, the second to Valeria’s cousin Carmen 
Carmina Devera Ignacio y Pineda, and the third to 
Carmina’s sister, Teodora Devera Ignacio y Pineda.
One of Capitan Memo’s sons was the famous ilustrado 
Pedro Alejandro Paterno y Molo [actually y Devera 
Ignacio,” but Pedro preferred to use y Molo according 
to top historian Dr Ambeth Ocampo]. The opulent 
European Belle Epoque style interiors of Capitan 
Memo’s magnificent Santa Cruz residence 
are immortalized in a series of photographs 
kept by the descendants.”
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PINEAPPLES OF PLENTY
by AUGUSTO MARCELINO REYES GONZALEZ I I I
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A Tall Manila Aparador with a 
Crest of Pineapples
second quarter of the nineteenth century (1825–50) 
Alintatao, Narra, Kamagong, and Lanite wood
79" x 55" x 23 1/2" (201 cm x 140 cm x 60 cm)

P 4,000,000
PROVENANCE
From an old Tondo, Manila family

The crest of this unusually tall Manila aparador in 
the late neoclassical style with spectacular and 
rare, silky alintatao wood panels is a completely 

uncharacteristic marquetry of a series of pineapples 
(Ananas comosus) with flowers and leaves interpreted 
in lanite wood set on kamagong wood panels, with 
small urns also in kamagong accentuating the two 
rounded corners in front. The bottom sections of the 
kamagong panels are decorated with a succession of 
lozenges enclosed at the top and bottom by line inlay, 
all in lanite wood.  

In this highly unusual example of the Filipino 
cabinetmaker’s art, the repetitive motif of the worldly 
pineapple symbolizes the wealth, abundance, 
generosity, and hospitality of the ideal Filipino. For 
even during the initial contact of the Spaniards with 
the Indios in 1521, the islanders’ hospitality to outsiders 
was already legendary.    

The wild pineapple plant originated from the area of 
the Parana–Paraguay River on the border of Brazil 
and Paraguay. It was first encountered by the Italian 
Cristoforo Colombo (1500s Genovese: Cristoffa 
Corombo) aka Christopher Columbus (1451–1506) on 
the Caribbean island of Guadeloupe on 04 November 
1493 and he brought it back to Europe and called it 
“pina de Indes” (pine of the Indies”). It was an exotic 
fruit brought by the Portuguese from Brazil to India 
in 1550. The Spaniards brought the “Red Spanish” 
cultivar from Brazil to Las Islas Filipinas and utilized 
it for textile production since the 1600s. Until its 
commercial cultivation in the 1800s, the pineapple 
was an extremely expensive fruit and a status 
symbol in all of Europe.

From the crest, on both sides of the cabinet, descend 
a pair of finely articulated columns in dark kamagong 
wood with stylized acanthus leaf capitals on truncated 
balusters, a reeded middle section, all of which 
terminate with similar shortened balusters on top of 
stylized urn feet.  

The top of the main section of the cabinet is a concave 
molding of kamagong wood with its plain upper 
section decorated by a succession of lozenges enclosed 
at the top and bottom by line inlay, all of lanite wood.  

Below the moldings are the two spectacular doors 
of silky alintatao wood --- all framed by molded 
kamagong. The alintatao panels are further enhanced 
with raised vertical neoclassical panels with C–scroll 
corners. There is a cartouche of solid silver (80%) for 
the keyhole on the right door. Inside, there are two 
shelves with a center level of two drawers characteristic 
of most neoclassical Filipino cabinets produced from 
1825–1850.
  
Both sides of the cabinet casing also have spectacular 
panels of silky alintatao wood. Four square panels of 
blackened narra wood form the back of the cabinet.
 
Below the doors is an inverted triangular apron 
in kamagong wood framed by line inlay of lanite 
wood decorated in the center with marquetry of a 
bouquet with unfurling flowers and leaves, all in lanite 
(amusingly termed “bigote” by antique agents and 
dealers). The cabinet is supported by four stylized urn–
shaped feet of kamagong.

True to the late neoclassical style, the cabinet 
possesses the attributes of order, balance, and 
restraint.   

This singular Manila aparador in the late neoclassical 
style with spectacular, rare alintatao wood doors and 
casing is only the second one known to exist. The first 
alintatao Manila aparador was sold at another 
Leon Gallery auction several years ago.

This rare cabinet comes from an interesting, 
old family from Tondo, Manila.
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by AUGUSTO MARCELINO 
REYES GONZALEZ I I I 

This charming, petite example of a Batangas mesa 
altar altar table of balayong wood has a binandeja/
framed top interestingly inlaid with thin strips of 
kamagong wood at the intersections of the frame 
and then four C–shaped kamagong inlays facing 
outwards at the corners of the framed plank.

Connoisseurs of antique Batangas furniture observe 
that the seemingly odd kamagong inlays on the 
tabletop are not at all unusual --- indeed a 
charming Batangas eccentricity --- and that they 
appear in several genuine mesa altar altar tables 
from the province.  

The binandeja/framed tabletop is supported by 
the four legs of the casing, with additional support 
provided by the four, thick Chinese–style brackets 
--- serrated with a stylized pattern of pennants or 
finials with raised edges --- attached to the top outer 
sections of the legs which run through the height of the 
smallish piece. There are three drawers, two on top of 
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A Petite Batangas Mesa-Altar
First half of the nineteenth century (1800 - 1850) 
Batangas province
Balayong
35" x 46" x 25" (89 cm x 117 cm x 63 cm)

P 1,400,000
PROVENANCE
Batangas Province

one, applied with lanite line inlay to simulate panels 
and fitted with traditional brass pulls. Underneath the 
three drawers is a thick molding which mirrors that of 
the tabletop, and under the molding is a long, thick 
apron with undulating C–scroll cutwork. The sides of 
the casing are solid pieces of balayong under which 
are thick aprons with the same undulating C–scroll 
cutwork; the back of the casing are two horizontal solid 
pieces of balayong, under which is a similar long and 
thick apron with the same undulating C–scroll cutwork, 
connected to the legs. 

As in front, so with the back. Supporting the four sides 
of the case are elegant cabriole legs terminating in 
stylized/simplified trifid feet (stylized ball–and–claw 
feet in this example) on multiple plinths inserted with 
stretchers on all four sides of the piece. While the 
mesa altar is petite in size, it is obvious that there was 
so much painstaking thought and effort expended on 
the piece by the seasoned Batangas craftsmen 
who produced it.
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AN ELUSIVE 
BATANGAS MASTERPIECE

 I N  T H E  T U W I D  O R  O LY M P I C  S T Y L E

by AUGUSTO MARCELINO REYES GONZALEZ I I I
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Batangas "Olympic" Mesa-Altar
First half of the nineteenth century (1800 - 1850) 
Batangas province
Balayong
38" x 52" x 21 1/2" (97 cm x 132 cm x 55 cm)

P 2,400,000
PROVENANCE
Private Collection, Manila

This genuine example of a neoclassical mesa 
altar altar table of balayong wood from 
Batangas province has an impressive, single, 

thick piece of the said hardwood for its top with 
receding moldings on the sides. The solid tabletop 
is supported by the four legs of the casing, with 
additional support provided by the four, thick guilloche 
brackets attached to the top outer sections of the legs 
which run through the height of the piece (amusingly 
termed Olympic by antique agents and dealers; the 
repetitive guilloche patterns of interlocking circles/
ovals actually originated in the ancient Near East, 
popularized in Classical Greece and Rome, and 
were still utilized in Medieval design).  

There are three drawers, two on top of one, applied 
with lanite and kamagong line inlay to simulate 
panels. From the top center of the panels descend 
characteristic Batangas bone inlay of downward–
facing triangular spokes with round discs at each tip. 
The top two drawers were perhaps intended to store 
valuables like jewelry and gold coins and that was 
the reason why they were neither fitted with pulls 
nor keyholes --- to discourage easy access. The long 
bottom drawer is the only one fitted with a brass 
keyhole and two traditional brass pulls. The front of the 
casing is embellished with sparse bone inlay of round 
disc– and diamond– shapes (surrounding the drawers).  
Underneath the three drawers is a cenefa/apron of 
the guilloche pattern. The sides of the casing are two 
horizontal solid pieces of balayong. The back of the 
casing are also two horizontal solid pieces of balayong. 
Supporting the four sides of the casing 
are elegant straight, slightly attenuated legs enhanced 
with thick kamagong line inlay set with round 
disc– and diamond–shaped bone inlays. It is plainly 
visible that there was so much painstaking thought 
and effort expended on this piece by the seasoned, 
Batangas master craftsmen who produced it.

The most coveted piece sought by serious Filipino 
art and antique collectors since the postwar years 
is a genuine Batangas Uno mesa altar, rendered in 
reddish–brown balayong wood. The type belongs 
to a series of remarkably crafted, Sinitic, Batangas 
mesa altar altar tables identified and described by 
Filipiniana scholar/jeweler/antique dealer Ramon 
Villegas and antique dealer/wood expert Osmundo 
Esguerra in the late 1970s as Batangas Uno for the 
rococo prototype, Batangas Dos for the transitional 
version from rococo to neoclassicism, and Tuwid for 
the neoclassical archetype. According to Villegas and 
Esguerra, the Batangas Uno prototypes were made 
by a master cabinetmaker who had his atelier in the 
area of what is now Taal town. In a seeming nod to 
the artistic trends of Europe in the eighteenth century, 
the initial rococo exuberance of the Batangas Uno 
prototypes were eventually tempered to the more 
restrained Batangas Dos versions towards the end of 
the eighteenth century. And then the Batangas Dos 
versions were completely reconfigured to more linear 
forms that became the Tuwid archetypes during the 
early years of the nineteenth century. In any case, the 
said series of Batangas altar tables --- Batangas Uno, 
Batangas Dos, Tuwid --- have long been possessions of 
prestige by their own merits and will continue to be so 
in the years to come.
     
Antique Batangas furniture are characterized by a 
deliberate Oriental geometry of scale and proportion, 
fine mature hardwoods, precise Chinese–style 
construction with classical mortise–and–dowel 
techniques, age–old durability and are sought after by 
serious collectors. In the early 1980s, it was the duo 
of Filipiniana scholar/jeweler/antique dealer Ramon 
Villegas and antique dealer/wood expert Osmundo 
Esguerra who exposed collectors and scholars to the 
timeless beauty and discreet refinement of antique 
Batangas furniture and thus created a justifiable 
demand that has lasted decades

Editor's note:  A detachable stretcher with curved feet 
accompanies this mesa-altar. Its purpose requires more 
research and study.
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JOSE MA. BASA Y ENRIQUEZ
F R I E N D  T O  R I Z A L ,  RU N N E R  O F  R E VO L U T I O N A RY  C O N T R A B A N D

by L ISA GUERRERO NAKPIL

José Ma. Basa y Enriquez (1839- 1907) was a 
generation ahead of National Hero José but the 
two men would be life-long friends.

A wealthy merchant and a staunch liberal, Basa’s first 
brush with political activism was as the clandestine 
distributor of the newspaper El Eco Filipino. Published 
in Madrid by his brother-in-law, Frederico Lerena, it 
was Basa who used his network to bring the paper 
into Manila. It was a skill that he would later use to 
smuggle in copies of the Noli and Fili, written by his 
friend Rizal. (Possession of these incendiary works was 
reason enough to clap you into jail — or worse — by 
the Spanish secret police.) 

Basa’s reputation as an agitator and reformist put 
him squarely in the sights of the Spanish colonial 
government. In the reign of terror after the Cavite 
Mutiny of 1872, he was rounded up along with the 
legendary Fathers Gomez, Burgos and Zamora. He 
would escape execution unlike GomBurZa, but the 
governor-general was adamant on setting an example 
and meted out the harshest sentence of banishment 
of ten years to him. (Basa was exiled along with 
Pedro Paterno’s father, Maximo, to the Marianas.)

In a memoir by his great-grandson Mario Basa Henson 
that was featured in a Manila newspaper, he wrote, 
“Basa devoted his whole life for the betterment of his 

José Ma. Basa y Enriquez, Reformist and Friend to Rizal.
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country. He was at the forefront of the early stages 
of the battle for reforms. He became the distributor 
of the liberal newspaper and was a member, with 
Fr. José Burgos, of the Comite de Reformadores 
(Committee of Reformers). It was through Basa’s 
efforts, that the newspaper La Solidaridad 
and Rizal’s two novels, Noli Me Tangere and 
El Filibusterismo reached the Philippines. Basa 
also wrote propaganda pamphlets in Hong Kong 
and opened his home to Filipino exiles.”

Indeed, Rizal would correspond often with Basa, 
keeping him informed of his progress with his 
novels and sending him copies of both of these 
landmark books. One can imagine him opening the 
hero’s letters and writing back on this magnificently 
carved desk, the piece at hand.

According to Mario’s research, “Jose Ma. Basa was 
born on Dec. 19, 1839, in Calle San Jacinto in Binondo 
to a Spanish mestizo known as Matias Basa and 
Joaquina San Agustin. He graduated with a bachelor’s 
degree in philosophy from the University of Santo 
Tomas and later associated with fellow students like 

Joaquin Pardo de Tavera and Fr. Jose Burgos, who 
shared his views on the atrocities of the Spanish friars. 
At 21, Basa already had a thriving business, with his 
distillery being the most lucrative.

“As a member of the Comite de Reformadores, he 
aspired for Philippine autonomy from the centralized 
government of Madrid and took up the cudgels for 
the native clergy. This latter sentiment soon evolved 
into an anti-friar stance that raised suspicions 
among authorities that the group’s members 
were separatists.”

José Ma. Basa would eventually leave the Marianas, 
some say through an ingenious plot of bribing officials 
and escaping dressed as a priest. He would never 
return to the Philippines in his lifetime and would make 
his home — and a second fortune — in HongKong. 
He would pass away in 1907 and his remains finally 
returned to a hero’s welcome in 1911, commemorated 
by his inclusion in Guillermo Tolentino’s Grupo de 
Filipinos Ilustres where he is depicted standing behind 
Fr. José Burgos and General Antonio Luna, the man 
in the middle of important revolutionary events.

Grupo de Filipinos Ilustres by Guillermo Tolentino, José Basa is standing, second from left, behind Fr. José Burgos and Gen. Luna
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The Don José Basa Writing Desk
Yokohama, Japan
Meiji period (1868–1912)
boxwood stained dark
55" x 53" x 29" (140 cm x 135 cm x 74 cm)

P 300,000
PROVENANCE
Don José Basa
Inherited by his daughter Rosario Basa, married to 
Rafael de Leon, and from thence by descent

Front view

A TALE OF TWO JOSÉS : 
RIZAL and BASA

A  H I S T O R I C  D O U B L E - D R A G O N  E S C R I T O R I O

by AUGUSTO MARCELINO REYES GONZALEZ I I I
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This magnificent Japanese export writing desk 
of dark–stained boxwood from the late Meiji 
period comes in two parts in the Western 

lexicon: the cartonnier (paper storage) above and 
the bureau plat (writing desk) below. 

The cartonnier is a Japanese shodana, a traditional 
shelf for the display of small, exquisite objects or 
various heirlooms. Presiding over it is a splendid 
reticulated dragon. The shodana’s shelves and drawers 
are profusely carved with a glorious mélange of 
Japanese flora and fauna: resilient bamboo, exquisite 
peonies, large chrysanthemums, poetic cherry 
blossoms, languid irises, tiny acorns; (coiled) dragons 
fearsome, cranes preening, egrets drinking, phoenixes 
rising, doves pecking, sparrows flying, swallows resting, 
and other small birds a–chirping, frogs jumping, bees 
pollinating, insects with clouds.

The writing desk itself is supported by four traditional 
oni demon faces on the corners atop legs fully carved 
with bamboo, chrysanthemums, and cherry blossoms. 
The whole desk proper is carved with the same 
magnificent feast of Japanese flora and fauna: acorns, 
irises, cherry blossoms, chrysanthemums, peonies, 
bamboo; insects with clouds, bees, frogs,  small birds, 
swallows, sparrows, doves, phoenixes, egrets, cranes, 
(coiled) dragons.

The ensemble is emblematic of successful Japanese 
excess adapting to Victorian aesthetics. There is 
no doubt that the (Japanese) craftsmen of this 
magnificent export piece spent much time on 
its creation. 

The Japan–United States of America Treaty of Peace 
and Amity (Kanagawa Convention/Kanagawa Treaty) 
of 31 March 1854 stipulated that “treaty ports” would 
be opened to American trade: Shimoda, Hakodate, 
Kanagawa (transferred to nearby Yokohama), 
Nagasaki, Niigata, and Hyogo. The port of Yokohama 
was opened perforce by the Tokugawa shogunate 
to American and subsequent international trade 
on 02 June 1859. It became the favored base for all 
foreign trade in Japan. In the following years, a large 
community principally of the “five nations” and others 
as well --- United States of America, Great Britain, 

Russia, France, Holland --- grew in the bustling port 
town (Yokohama and Kanagawa were incorporated 
as Yokohama city on 01 April 1889). Intercultural 
exchanges resulted in effective Japanese adaptations 
of Western/European material culture. Growing 
exports led to Japanese affluence and increasing 
Westernization, and on to further industrialization. 
The Meiji Restoration of 1868 gave impetus to further 
internationalization and progress, leading to Japan’s 
solid prosperity by the 1900s. 
____________________________________

The patriot Don José Ma. Basa would find safe harbor 
in HongKong after he escaped exile in the Marianas 
(now Guam) for his role in the Cavite Mutiny of 1872.

Family lore has it that he made his home on busy 
Nathan Road, in a two-story house fitted with beautiful 
furniture made by various artisans.

He re-built his fortune with this desk — but more 
importantly, on this desk too, he would write José Rizal, 
Marcelo H. del Pilar, and two presidents, Gen.Emilio 
Aguinaldo of the Philippines and Pres. William McKinley 
of the United States. He would importune McKinley for 
help in the fight against Spain. Basa would produce 
many propaganda pamphlets to be sent to the 
Philippines that so impressed Marcelo Del Pilar, he paid 
him a visit in Hongkong.

José Rizal and José Ma. Basa developed a deep 
friendship as the first editions of Noli Me Tangere and 
El Filibusterismo were smuggled into the Philippines 
from Hongkong through the efforts of Basa.

Rizal stayed in Basa's house in Hongkong and they 
corresponded regularly to share ideas and frustrations 
with the Spanish regime in the Philippines.

This fine desk features a double-dragon: The first 
curling along the top of the drawers and cabinets; 
the second on the apron of the front of the escritorio. 
On the sides are bamboo trees incised into the wood. 
All in all, it is a fitting metaphor for two titans of that 
revolutionary era. (Lisa Guerrero Nakpil)
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Early accounts on Philippine pre-colonial societies 
indicate that gold necklaces were among the highly 
regarded forms of wealth. In the Boxer Codex, it is 
written that men “wear many golden chains around 
the neck, especially if they are chiefs, because these 
are what they value most, and there are some who 
wear more than 10 or 12 of these chains.” The women 
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An Excavated Gold Necklace
18k to 21k yellow gold 
13th century 
Agusan del Sur, Mindanao 
151 g
L: 18" (46 cm)

P 1,700,000

PROVENANCE
Private Collection, Manila

also wore golden chains around the neck, similar to 
the ones that the men wore. Since our pre-colonial 
ancestors left a limited number of material pieces of 
evidence, this excavated piece is a silent witness to 
a highly advanced civilization that had the technical 
prowess and resources to create exquisite gold 
ornaments. 

This piece is a 13th-century gold necklace that was 
excavated in the province of Agusan del Sur in 
Mindanao. Composed of several gold materials such 
as pipa, granulated beads, belt parts, and gold sequins, 
all of its components have 18 to 21 carats of raw/
unrefined gold. According to William Henry Scott, the 
foremost historian of pre-colonial Philippine societies, 
possession of these lavish gold necklaces and the 
capability of a family or an individual to display them 
in impressive quality and quantity were of the utmost 
importance for the highly coveted status and prestige 
within the community in the pre-colonial Philippines.
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PROPERTY FROM THE COLLECTION OF A DISTINGUISHED FAMILY 

A Silver Candelero (Candleholder)
Mexican silver 80% of Filipino workmanship
1875 - 1900
1,383 g
20" x 5" x 5" (51 cm x 13 cm x 13 cm)

P 300,000

by AUGUSTO MARCELINO 
REYES GONZALEZ I I I 

These candleholders of worked Mexican silver 80% 
(Filipinas, unlike Spain’s Latin American colonies, did 
not have silver mines) usually stood on the two levels 
(gradillas) of traditional Roman Catholic church altars, 
three on either side of the tabernacle (where the 
all–important Blessed Sacrament is stored) alternating 
with three ramilletes (artificial flower bouquets in 
paper, silk, or silver). That meant twelve candleholders 
and twelve ramilletes on the two levels of the altar. 
A rich church like the seven churches of Intramuros 
--- San Agustin, Recoletos, San Francisco, Venerable 
Orden Tercera, Santo Domingo, San Ignacio, Lourdes 
--- and rich parishes like those of Binondo, Santa Cruz, 
Tondo, Quiapo, Antipolo, Binan (Laguna), Majayjay 
(Laguna), et al meant that all of the altar frontals, 
candleholders (small and large), and ramilletes were 
all crafted out of exquisitely worked Mexican silver 
80%, usually post–1764 (post–British Occupation 
1762–64). Such was the staggering wealth of 
Spanish Catholic Filipinas. 

This engraved Mexican silver 80% candleholder of 
Filipino workmanship is a rare survivor of a confused 
culture that has allowed many of its greatest 
masterpieces in silver and other metals to be 
destroyed and melted down in the crucibles of 
Meycauayan, Bulacan. As mentioned beforehand, it 
once adorned a magnificent altar in a great church.  
Today, it becomes an exquisite lamp base in an 
expensively–appointed residence.     
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A TROVE of 
PRE-HISPANIC GOLD

a) b)

c)
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PROPERTY FROM THE COLLECTION OF A DISTINGUISHED FAMILY 

An Array of Excavated Gold 
Consisting of Three Lots
a) A set of fifteen (15) gold ear ornaments 

and four (4) gold orifice covers
ca. 10th to 13th century 
20" x 15" (51 cm x 38 cm)

b) A set of fifteen (15) gold ear ornaments, 
one (1) gold orifice cover, one (1) brow band, 
and two (2) circlets
ca. 10th to 13th century 
20" x 15" (51 cm x 38 cm)

c) A set of gold orifice covers: 
eyes, ears, nose, and mouth. 
Accompanied by a headband
ca. 10th to 13th century 
12 1/2" x 10 1/2" (32 cm x 27 cm)

P 800,000

Gold was intertwined with the lives of our pre-colonial 
ancestors that even death could not break this bond. 
As with many other cultures around the globe, our 
pre-colonial ancestors practiced putting precious items 
alongside the deceased to safeguard its pleasant 
journey to the afterlife. The most exquisite gold 
ornaments and precious jewelry were found inside the 
coffins of the wealthy. The face and orifices of the dead 
were covered with highly valuable gold, with more of it 
placed inside the mouth, to ward off malevolent 
spirits from possessing the body. The most lavish 
orifice covers were excavated in Butuan and dated 
from around the 10th to 13th centuries. They 
are embellished with fringed or notched perforations 
and intricately curved appendages. Other ornaments 
such as the gold earrings pictured were also placed 
beside the dead to ensure its continued prosperity 
in the afterlife. Also referred to as grave goods, 
they symbolize the complexity of the pre-colonial 
Filipinos’ culture and the social identities 
among groups and individuals.

As equally important to its purpose of serving 
the deceased, gold ornaments served as symbols 
of societal status and power in the pre-colonial 
Philippines. When the Spanish colonizers set foot on 
Las Islas Filipinas, they immediately caught sight 
of the gold jewelry that ornamented the bodies of 
both men and women. Among the most common 
were ear ornaments or split hoops such as the ones 
pictured dated from around the 10th to 13th centuries. 

According to Martin I. Tinio, Jr., the pre-colonial natives 
wore these ornaments by slipping the earlobe into 
the slit and then inserting them into the wide opening 
made into the lobe. There were cases where earlobes 
had openings with a diameter of more than an inch 
to permit the insertion of larger golden ear ornaments 
that symbolized prestige in the pre-colonial Philippines. 

The Boxer Codex is a 16th-century Spanish manuscript 
that provides one of the earliest descriptions of the 
natives of the Philippines at the time of the early 
Spanish contact. One of its texts describes multiple 
holes in the earlobes where “men and women place 
many… gold ornaments made very exquisitely, as 
they have among them many gold artisans for this 
purpose who work on filigree… Some look like roses, 
and these are worn only by women and are called 
pomaras. Others are like round rings worn by men and 
women who call them panicas. Some wear three or 
four pairs of such rings in their ears, which they can do 
because they have so many holes.” As supplemented 
by Spanish historian and Jesuit missionary Francisco 
Ignacio Alcina in his Historia de las islas e indios de 
Bisayas, Visayan women wore large gold plugs called 
pamarang (pomaras in the Boxer Codex) in the lowest 
holes of their ears. The native men wore large slit 
hoops called panica/panika. These were described by 
Alcina as “finger-thick gold rings fastened like a letter 
O'' to the lowest earlobe. Both the pomaras and the 
panica are illustrated in the Boxer Codex. 
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Macario Vitalis (1898 - 1990)

Untitled
signed (lower right and verso) and 
dated 1973 (verso)
oil on canvas
24" x 29" (61 cm x 74 cm)

P 200,000
Accompanied by a certificate issued by
The Comité Vitalis confirming the authenticity of this lot

Macario Vitalis’ earlier works display his Cubist 
tendencies before returning to an abstract style 
influenced by his penchant for an impressionist-
pointillist style. With a color sensibility and scheme 
influenced by French Post-Impressionism, Vitalis was 
a master of painting abstract landscapes, seascapes, 
and figurative works. His distinctive use of pointillism 
marked by short yet clearly defined staccato strokes 
captures the dynamism of his subjects. In this piece, 
Vitalis takes on Paul Signac’s pointillist approach 
where divisionism techniques allow the partition of 
hues, allowing them to blend naturally. Vitalis brought 
to the surface sublime radiance executed through 

Cenon M. Rivera (1922 - 1998) was an artist, writer, 
and teacher. A notable painter that began his career 
in the 1950s and later made significant contributions 
in the Philippine art. He studied at the University of 
Santo Tomas under the mentorship of Victorio Edades 
and taught in the same university until his retirement 
in 1994. He also apprenticed in Vertrate d’Arte Giuliani 
in Rome, making him one of the few Filipino artists 
trained in stained glass making.  In 1952, he pioneered 
in graphic art by making distinctive eighty different sets 
of serigraphed Christmas cards and by 1956, began 
experimenting on monoprint, woodcut, linocut and 
lawanicut. He also published “Pintig ng Buhay at iba 

pang Katha,” a bilingual collection of short stories, 
poems, essays and other writings he did from 1938 
to 1958. 

Rivera started a painting style characterized by 
horizontal and vertical grids for which he was best 
remembered. Noel T. Rivera, the artist’s son, describes 
in an interview that majority of his father’s paintings 
were more of a simple lined depiction of any subject 
simplified but full of elements of a given theme which 
may be executed as a stained glass piece as well. His 
elements were well thought of or researched and as 
seen on this masterpiece, the color harmonizes the 
emotion of the artwork’s subject.
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Cenon M. Rivera (1922-1998)

Adoration
signed and dated 1982 (lower left)
oil on canvas
30" x 46" (76 cm x 117 cm)

P 200,000

spontaneous brushstrokes in which pigment dots are 
painted into the canvas without prior blending on a 
palette. His abstract approach allowed his pointillist 
styles to be accentuated, where his color preference 
set out the overall mood of the composition. In his 
landscapes, Vitalis gives equal importance to the whole 
canvas; no element does not actively engage in the 
entirety of the composition. 

For Vitalis, nature serves as a perpetual inspiration for 
an artist, and this work is where his unbridled optimism 
is affixed.
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Arturo Luz (1926 - 2021)

Performance in Yellow
signed (lower right and verso) dated 2011 (verso)
acrylic on canvas
36" x 52" (91 cm x 132 cm)

P 1,800,000
Accompanied by a certificate issued by Luisa Luz Lansigan 
confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist

As noted by Emmanuel Torres in the art book 
“Drawings” by Arturo Rogerio Luz, the figuration 
of Arturo Luz travels from simplification to greater 
simplification and towards an abstraction that 
comes very close to non-objectivity. Evolving from 
full, figurative compositions into pruned expressions 

of geometrical clarity, his ability to instill a sense of 
architectural balance into his paintings is inimitable; 
the quality of drawing and draughtsmanship is a 
major element of his works. 

When Luz’s works became increasingly stylised and 
modernist, figuration has been desquamated to 
skeleton forms within a pictorial environment swirling 
with non - representational punctuation such as circles, 
dots, arrowheads, parentheses, asterisks, and/or wisps 
of lines moving in space, as seen within Performance 
in Yellow, a resplendent example of Luz’s continuous 
visual preoccupations. The lineal aesthetics, 
architectural chic and a monochromatic tendency, 
described the work of Arturo Luz but no one expounds 
the principle of painting better than the artist himself: 
“Everything I do I invent. I invent my material, I invent 
my own anatomy. I am after the gesture of the figure, 
the bone, the structure, and not the surface.”
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Benedicto Cabrera (b.  1942)

Cascos on the Pasig
signed and dated 1964 (upper right)
oil on canvas
34" x 24" (86 cm x 61 cm)

P 5,000,000
PROVENANCE
Private Collection, Manila

In the 1960s, BenCab worked as an illustrator for 
The Sunday Times Magazine. Prior to this, he worked 
for two years as a draftsman at the United States 
Information Service (USIS). However, his early works 
did not resonate with his chosen field at that time. 
Instead, his works during this period exemplify his 
mastery of linear refinement, resulting in pieces 
that exude a dynamic and spontaneous control of 
the entire composition.

The leading art critics of that time took notice of 
and remarked on the early works of BenCab. Alfredo 
R. Roces commented: “BenCab displays a strong 
command of patterns, breaking up such subjects as 
sampayan and barong-barong views into patches of 
light and dark, advancing and retreating spaces.” Eric 
Torres spoke of BenCab’s influence, noting that the 
artist’s works during this early period are “strongly 
reminiscent of Juvenal Sansó’s drawings and etchings 
of similar subjects.” This was an allusion to Sansó’s 
‘poetic surrealism’ where color augmented the aura 
of the composition. Similar to Sansó’s, the subjects of 
Bencab’s early works were rendered directly from his 
creative imagination. 

The exceptionally evocative quality of BenCab’s early 
works aptly fit the theme of the Filipinos’ identity and 
circumstances that serve as inspirations for his moving 
art, and this would constantly pervade the inner psyche 
of his art. 
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Bernardo Pacquing (b.  1967) 
Chasm
signed (verso) and dated 2005
oil on canvas
60" x 48" (152 cm x 122 cm)

P 400,000
PROVENANCE
Private Collection, Manila

Bernardo Pacquing has continually worked in abstraction and 
non - representational, exploring the expressive potential and 
the physicality of surfaces as well as the material minutiae 
of urban life through painting and sculptural forms. In each 
of his layers of paint act as an archive for several years of his 
practice, as he coats each canvas with heaps of color until the 
work reaches its culmination as seen on Chasm, dominated 
by messy swathes of gray, emulsified black and white color - a 
consistent theme found in Pacquing’s oeuvre. He also uses 
schematized shapes and it allows the experience of it to exist 
in shifting space, varying contexts hence, the artist’s works are 
dialectical in nature, drawing upon his own abstract concepts, 
the experience of the view, and the reality of the outer world - it 
can be many things to many people with its meaning refusing 
to remain static long after it is articulated.
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Hernando R. Ocampo (1911 -  1978) 

Pastoral
signed (lower right)
ca. 1930
oil on canvas
20" x 24" (74 cm x 61 cm)

P 3,000,000

 THE LORENZO TAÑADA
H.R. OCAMPO

E A R L I E S T  WO R K  T O  C O M E  T O  M A R K E T

PROVENANCE
Acquired directly from the Artist and thence by descent

LITERATURE
Jaime Laya, “From Inspiration to Reality : 
The Cultural Center Curtain”, from Wala Lang, 
Manila Bulletin, May 10, 2021. Illustrated in color.
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In this distinctively 
Filipino Pastoral 
is found the 
unmistakable 
intersection of 
two important 
nationalists’ lives.

The first was the 
statesman Lorenzo 
Martinez Tanada 
(1898-1992) who 
was witness to 
the Philippines’ 
political milestones, 

born at the twilight 
of the Spanish empire, raised through American rule 
and an architect of the end of the Marcos regime.

Tañada was a fiscal of the city of Manila in 1929 
and a founder of the Civil Liberties Union of the 
Philippines, fighting for workers’ rights and their 
freedom of speech. He was next part of the 
guerrilla group “Free Philippines” during World War II; 
and wrote in an underground newspaper during the 
Japanese occupation. He became a judge in post-war 
Manila and presided in the Filipino People’s Court 
that tried collaborators. 

In 1947, Tañada ran for the Senate and topped the 
election. He ran successfully four more times in 1953, 
1959 and 1965. He helped secure the release of Ninoy 
Aquino in 1980 and began the clamor against the 
U.S. Bases in 1983.

Hernando R. Ocampo (1911-1978) was, on the other 
hand, was born in Sta. Cruz, Manila. He drifted from 
a year at the Letran law school to the Commerce 
department of FEU, winding up in the creative writing 
class of Manuel Arguilla, and becoming a self-taught 
painter, becoming after the War, the ringleader of the 
avant-garde group called the Neo-Expressionists.

H.R. had an enormously colorful life, seemingly the 
opposite of the venerable Lorenzo ‘Tanny’ Tañada. 
H.R. started life as a 12-year old shoeshine boy, then 
a gopher, finally a cashier at the Maypajo Cabaret 
in Caloocan. He worked at the Philippine Education 
Company (PECO) and became associate editor for 
the Herald newspaper’s Mid-Week Magazine in 1938. 

Tañada’s life was just as swashbuckling. He, too, ran 
in the same journalistic and artistic circles that 
featured not just H.R. Ocampo but also Lyd Arguilla 
(founder of the Philippine Art Gallery and Manuel’s 
widow), as well as Vicente Manansala and the other 
PAG stalwarts. This would have been the moment 
when the work may have changed hands as either 
a gift or a happy purchase; in either case, it was 
a meaningful gesture of friendship.

In Pastoral, the mystic Mt. Banahaw looms, a peaceful 
blue shrouded in clouds, hiding the fact that it is an 
extinct volcano. Beneath it is a bucolic scene of twin 
nipa huts, symmetrical with a pair of coconut palms. 
Two women wash their laundry in a small pond; a 
line of colorful clothes dries near their home. Is it an 
accident that H.R. depicts a scene with which Tañada 
would have been keenly familiar? Tanny, after all, 
was born and grew up in Quezon province where 
Mt. Banahaw guards its boundaries. It’s a memento 
of the golden days before the War.

H.R. was arrested on trumped-up charges in 1945, 
falsely accused of being a collaborator. (A jealous 
boyfriend had caught him kissing his girl, so the story 
goes.) He was let off and never actually came before 
the war crimes court that Tañada ran. One wonders 
what would have happened if he had.

He would emerge from that false imprisonment a 
friend of Claro M. Recto and would eventually join 
his braintrust. Tañada would eventually run as Recto’s 
vice-president in 1957. The three men intersected 
in an agenda that was pro-people, pro-poor and 
anti-imperialist.

Jaime Laya deems it, “The earliest Ocampo work I 
know,” and continues, “is in the Amorsolo tradition. 
Writing in his opinion column, Wala Lang in the 
Manila Bulletin (May 12, 2021), he notes, “Entitled 
Pastoral, it is a typical landscape but literally in a 
different light. His later work continued to be inherently 
representational but seen through shifting lenses. It 
is a remarkable progression, from representational 
that over five decades became almost—just 
almost—abstract.” 

Pastoral thus remains a reminder of the friendship 
between two men, giants in each of their spheres.

TWO NATIONALISTS INTERSECT : 
TAÑADA AND H.R. OCAMPO

by L ISA GUERRERO NAKPIL

Lorenzo M. Tañada
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Juvenal Sansó (b.  1929) 
Jardines Azules
signed (upper and lower right)
ca. 1960
oil on canvas
40" x 20" (102 cm x 51 cm)

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

Juvenal Sansó stood out among his 
contemporaries for his steadfast 
devotion to figurative art at a time when 
abstraction and non-representation were 
at their apogee. His refusal to gravitate 
towards a shift in style resulted in a 
body of work that has garnered acclaim 
from critics and the general public alike. 
Through his steadfast dedication and 
love for his art, he has contributed a 
distinguished body of work that not only 
embodies his artistic visions but more 
significantly, one that offers composure 
amid desolation.

Sansó’s depiction of nature is potent 
and unassailable due to its compelling, 
persuasive impression. A poetic quality is 
distinguished in these subjects because 
they are inspired and rendered directly 
from the artist’s creative imagination, not 
from any botanical or floral species known 
to science. Sansó’s visual renditions of 
nature generate a variety of responses 
depending on the viewer’s sensibility 
towards the artist’s inherent virtuosity. 
Although Sansó has lived almost all the 
tragic realities of our mortal existence, 
his art continues to exude an 
effervescent quality combined with 
a solemn, poetic character. 
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Daniel dela Cruz (b.  1966)

To Feed My Soul
signed and dated 2014 (engraved)
brass, copper, nickel, stainless steel
86 1/2" x 21 1/2" x 30" (220 cm x 55 cm x 76 cm)

P 300,000
Accompanied by a certificate issued by Galerie Joaquin
confirming the authenticity of this lot

EXHIBITED
Galerie Joaquin, Tri-Angular, San Juan City, July 2 - 16, 2014

Though Daniel de la Cruz’s unique and meticulously 
crafted sculptures showcase the artist’s profound and 
intuitive artistic talents, de la Cruz was not originally 
inclined to the arts as he is today. De la Cruz’s parents 
were bent on educating their children as professionals 
such as lawyers or doctors. This goal was eventually 
obstructed by de la Cruz’s love for the arts, a passion 
that grew on him during his freshman year in college. 
After graduating with a degree in Philosophy from the 
University of the Philippines Diliman, de la Cruz decided 
to pursue his passion and shifted to doing art full time. 

This particular piece titled Feed My Soul features a 
metal sculpture of a woman sitting on an artist’s easel. 
As the name suggests, one can interpret the piece as 
an ode to the process of creating art. The work breaks 
the barrier between the artist and the audience by 
having the artist communicate to the audience the 
very context that the work thrives in. One can see this 
through the use of the easel, an object commonly 
used in the creation of a work of art but rarely seen 
alongside the finished product, and in the graceful 
and timeless position of de la Cruz’s woman figure. 
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Ronson Culibrina (b.  1991)

Minjun Doesn't Mean Happiness; 
It Could be Something Else Before Sunset
signed and dated 2014 (lower left)
oil on canvas 
43" x 50" (109 cm x 127 cm)

P 500,000
PROVENANCE
1335 Mabini PH, Before Sundown, Makati, Philippines, 
September 20 - October 17, 2014

This piece that is part of Ronson Culibrina’s first 
one-man exhibition Before Sundown, pursued and 
explored the lines of inquiry that the initiatives at that 
time proposed: to revisit these traditions not from the 
point of view of nostalgic romanticism but form one 
which increasingly interrogates the different aspects 
of patronage, exchange and influence that these 
traditions represent. The Working Animals Art Projects 

further discussed that together with the other paintings 
included in the said exhibition, it appropriates imagery 
from Amorsolo’s body of works that is most often 
associated with the production of Mabini artists. With 
these as backdrop, Culibrina appropriates elements 
of the work of foreign contemporary artists such as 
Yayoi Kusama, Ai Weiwei and Jeff Koons. He further 
accentuates this satire of homage by housing the 
paintings in ornate and ornamental frames, made 
more self-consciously grandiose by the use of fake 
patina and engraved plaques.

The painting, as Lisa Ito notes, “demonstrate 
Culibrina’s adept wielding of painterly technique and 
composition - skills which have earned his several 
distinctions and awards from national painting 
competitions as a student in the past”. It showed a 
spellbinding series of questions about the complex 
global and local orientation of modernism as well as 
the binding connections between contemporary art 
and the market.
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Solomon Saprid (1917 -  2003)

Tikbalang
signed and dated 1976
brass
19 1/2" x 12" x 11 1/2" (49 cm x 30 cm x 29 cm)

P 600,000
Accompanied by a certificate issued by the heirs 
of the artist confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Solomon Saprid is a prime mover of re-introducing to 
contemporary culture our pre-colonial folk beliefs that are 
marks of our collective identity as a people. He began creating 
his Tikbalang series in 1971. By welding scraps of metal into a 
raw, Brutalist style, Saprid produced a jagged characteristic to 
the form of the native mythical creature. 

Angel G. de Jesus described the remarkable skill of Saprid in 
the March 8, 1979 issue of the Business Day: “His metalwork 
is unique and has a blown-out look derived from strands and 
laboriously welded together to create work in which matter 
and space convey a feeling of airy, poetic beauty and grace.”

Saprid’s ability to render metal strips into a work that exudes 
a feeling of graceful movement is laudable. The tikbalang, 
usually associated with deception and male virility in local 
superstition, is given a sense of vulnerability. Needless to say, 
the Tikbalang series 
has become the most iconic of Saprid’s oeuvre. 
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DAWN at BULACAN
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Fernando Amorsolo (1892 - 1972)

Bulacan
signed and dated 1950 (lower left)
oil on canvas
24" x 32" (61 cm x 81 cm)

P 5,000,000
León Gallery wishes to thank Mrs. Sylvia Amorsolo-Lazo 
for confirming the authenticity of this lot

PROVENANCE
Private Collection, San Francisco, USA.

L ight, as Carlomar Arcangel Daoana wrote on 
Amorsolo: Love & Passion Volume II: Landscape 
and Other Works, has been one of the constant 

tropes to anyone pondering upon Fernando Amorsolo’s 
works especially of his iconic landscapes - those 
dappled, bucolic worlds where men and women gather 
together in congenial spirit celebrating the countryside. 
This masterpiece entitled Bulacan - proffers ripe, 
exultant gifts of light that does not merely illuminate 
but rather define and sculpt the space. Amorsolo, a 
master colorist as well, showcases his palette of choice 
that is both bright and lyrical - a color that sings, a true 
reflection of the Filipino soul.

With his use of chiaroscuro and a perfect colori 
cangianti, Amorsolo illuminated the Bulacan scenery 
while overlooking the Apo Kristo Church (Bisita ng 
Sto. Kristo) - vividly displaying the magnificence of the 
countryside’s sunshine and portraying perfectly the 
tranquility of provincial life - one would immediately 
be convinced of the colorful and cordial rural living. 
Amorosolo’s works presented a sense of nationhood 
in counterpoint to the American colonial rule during 
his time and with his art, it became an important 
factor to the formation of the Filipino national identity 
wherein art historian Eric Torres described the artist’s 
sunlight paintings as “... overflow[ing] with 
sweetness and optimism.” - a statement that 
dazzles in its truthfulness.
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Pioneer of kinetic sculpture in the Philippines, Gabriel 
Barredo (1957 - 2020), thrived through his innate artistry and 
imagination in creating his magically immersive grand works. 
Everyday objects turned into a parade of familiar and peculiar 
images; in a profile interview, he explains, “I have this forte 
for using found objects, because early on I couldn’t afford to 
buy the right materials, so I improvise.” Hence, from building 
them through months of bricolage, sketching, and painting, 
elevating his sculptures to almost theatrical lengths, immersive 
for the viewer, featuring numerous large and small pieces, 
some are simple drawings, others motorized, along with 
object-led side narratives - with all of it accompanied by 
sound and light - his works pulsated with the audiences’ 
heartbeat, then dragged it faster, encouraging the viewers 
to rethink form, structure and experience. Barredo’s works 
were meant to create entire opuses.
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PROPERTY FROM THE COLLECTION OF A DISTINGUISHED FAMILY

Gabriel Barredo (1957 -  2020)

Kinetic Art
brass, resin, metal, electric bulb
30" x 22 1/2" x 10" (76 cm x 57 cm x 25 cm)

P 120,000
PROVENANCE
Acquired directly from the artist by the present owner
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Geraldine Javier (b.  1970)

Freezing the Flight of Hummingbirds
29 pieces
dated 2003
collage
6"x 5" (15 cm x 13 cm) each

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

PROVENANCE
West Gallery

EXHIBITED
West Gallery, Freezing the Flight Hummingbirds, 
SM Megamall, Mandaluyong City, 2003

Much of Geraldine Javier’s early works consist of collages. 
Her collages challenge us to confront and answer the 
question, “What is the self.” Javier creates patchwork stills 
of floral prints juxtaposed with religious icons, grids, random 
numbers, and paper in various lengths and shapes. In several 
of her collages, the artist binds the images together with small 
strips of colored tape that are not brought into obscurity 
by the primary image; they are integrated into the entirety 
of the collage. The word ‘collage’ has its roots in the French 
word ‘coller’ that means ‘to glue.’ With this, Javier affirms the 
coherence of our identities by employing colored tapes as 
visible art. 

It is this gesture of consolidating things into a whole that 
makes Javier’s collages in a league of their own. She ensures 
the unity of each component, establishing harmony within 
our fragmented selves. Javier explores and recognizes the 
human need to create meaning even from the most mundane 
of things. In Geraldine Javier: Fictions, this pertains to “an 
intention that begins and ends with the self – evasive but sure 
of its assignations and small devotions.” Javier situates the self 
into a seemingly disintegrated collage: jarring yet an endless 
feast for searching meanings

a)

c) d)

b)
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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. 

The particular oil on canvas piece from 1993 showcases 
Belleza at her best. The work features the hustle and bustle 
of a local marketplace. From fishmongers to each aspect of 
the piece has a unique and unparalleled charm that can only 
be found in a Belleza painting. It is also worth noting that a  
Belleza piece of this size is not only uncommon and hard to 
get by, but it also showcases the integrity of Belleza’s artistic 
skill despite veering away from her usual dimensions.
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Norma Belleza (b.  1939)

Fish Vendors
signed and dated 1993 (lower right)
oil on canvas
42" x 80" (107 cm x 203 cm)

P 800,000
PROVENANCE
Private Collection, Manila

LIFE IN COLOR
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PROPERTY FROM THE DR. REMEDIOS SUNTAY COLLECTION

Fernando Amorsolo (1892 - 1972)

Nude
signed and dated 1953 (lower right)
oil on canvas
18" x 13" (46 cm x 33 cm)

P 1,000,000
León Gallery wishes to thank Mrs. Sylvia Amorsolo-Lazo 
for confirming the authenticity of this lot

PROVENANCE
A gift from the artist to the present owner

Fernando Amorsolo was a true virtuoso, 
mastering the art of landscapes, still lifes, 
portraiture, and unsurprisingly, the nude. 
Trained under the helms of classical tradition 
where Life Class was a requisite, Amorsolo 
had a profound understanding of the human 
anatomy. As evidenced by his nude works, the 
artist had a deep appreciation for the human 
body, delightfully reveling in painting such 
a theme. As Sylvia Amorsolo-Lazo writes in 
Amorsolo: Love and Passion, “revelatory are 
his splendid classical drawings of the Spanish 
woman, which, were the nationality of the 
artist not known, could have been drawn by 
a European artist.” 

The name “Laurita” has been conferred 
enduring fame as the Spanish woman who 
served as Amorsolo’s model in his nude 
works. Rare are Amorsolo’s nude paintings 
for the celebrated artist painted only a few 
of this art form. Amorsolo’s nude women are 
often in seclusion, living their solitary lives, as 
exemplified by this remarkable painting. The 
female body in its bare state becomes the 
beau idéal for understanding the intricacies 
of the human form. Amorsolo also exhibits 
his characteristic as a “true Filipino 
gentleman-painter.” The woman gazes from 
afar, confidently flaunting her posterior, 
averting her eyes, and turning her back 
from the viewer. Even in the privacy and 
the intimate act of caressing one’s self, 
Amorsolo’s nude still convey an inherently 
alluring yet dignified modesty. 

As expressed by British art historian Kenneth 
Clark, “To scrutinize a naked girl as if she 
were a loaf of bread or a piece of rustic 
pottery is surely to exclude one of the human 
emotions of which a work of art is composed.”
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Emmanuel Garibay (b.  1962)

Banal
signed and dated 2003 (lower left)
oil on canvas
38" x 26" (96 cm x 66 cm)

P 300,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

Unlike many artists shaped by Christianity, Emmanuel 
Garibay has probed deeper into the collisions between the 
ministry and the nature of power. His worldly form of faith 
has much to teach first world consumers. His works imbued 
with strong expressions of indigenous Filipino spirituality 
where he shows his resistance of what he calls ‘imposition’ of 
Western (Spanish) Christendom and tries to let the indigenous 
spirituality emerge from the culture. Nurtured by his father, a 
leading Methodist preacher, Garibay often draws on Biblical 
stories, but his biblical images are never benign. They tend to 
explode in the mind like parables, turning things upside down 
exposing conditions of power and powerlessness where he 
presents it as the Bible of the poor and marginalized rathen 
than the Bible of comfortable privilege. Garibay is a gracious 
and warm personality, but his images are dangerous to 
comfortable illusions and complacent religiosity.
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Jose Joya (1931 -  1995) 

Time Symbol
signed and dated 1974 (lower right and verso)
oil on canvas
32" x 48" (81 cm x 122 cm)

P 10,000,000
Accompanied by a certificate issued by Alexander Richard Joya 
Baldovino confirming the authenticity of this lot

GLACIAL ELEGANCE
B Y  A  WO R L D C L A S S  M A S T E R



M ade during the prolific 70s period 
of Jose Joya, Time Symbol presents 
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 colours accumulating in 
generous layers of impasto strokes, which are 
then choreographed into a series of intertwining 
blocks resembling boulders or masonry.  As 
Francisco Arellana notes, “In Joya, the power 
of abstraction, which is either only potential or 
false in others, becomes an actuality. And his 
abstraction is total and absolute: his pictures 
are not of the things of this world.” This power 
is majestically shown in this piece wherein the 
Time Symbol is infused with both vitality and 
improvisation, resisting any typical methods of 
characterisation, with the artist consolidating any 
remaining subjective elements into purely sensory 
impressions of light, movement and energy. The 
painting 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. 

Jose Joya
© León Gallery Files
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In the 1960s, Castrillo entered as a professional artist 
in the local art scene, commencing his career with 
abstract sculptures in wood before progressing to 
his iconic expressionistic metal sculptures. Instead 
of producing highly figurative and recognizable 
subjects, Castrillo worked on metal to complement the 
dynamism of the characters and events he depicted. 
Castrillo had a penchant for metal as a medium, 
especially brass, bronze, and steel. With 
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Eduardo Castrillo (1942 - 2016) 
Free Form 
signed and dated 10-7-85 
brass 
32" x 26" x 23" (81 cm x 66 cm x 58 cm)

P 300,000
Accompanied by a certificate issued by Mr. Nixxio Castrillo 
confirming the authenticity of this lot

the assistance of his apprentices, he created sculptures 
through hammering, cutting, and welding. Aside from 
his colossal monuments, among the widely popular 
and highly acclaimed works by Castrillo are his free-
standing abstract sculptures that are smaller in size 
yet still retaining the imposing character of a Castrillo 
sculpture. 

Castrillo was also known as a nationalistic artist who 
committed his art in the service of his countrymen. In 
a 1970s interview by the Associated Press, Castrillo 
expounded on his nationalist fervor: “Whenever I am 
doing a big commission, or big artwork, particularly 
in the Philippines, I put myself, I put my artistry aside, 
and I deal more, and I feel more as a social being – a 
social being that has a responsibility of educating or 
orienting a great number of people. Because primarily, 
I think that is the thing that we lack around here, for 
it is so common among us [Filipinos] to look up to 
foreign talent.”
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Justin Nuyda (b.  1944)

Untitled (Abstract) 
signed and dated 1981 (lower right) 
oil on canvas 
30" x 30" (76 cm x 76 cm)

P 700,000
PROVENANCE
Private Collection, Manila

20th Century Filipino Abstract art saw a number of 
groundbreaking artists and talents that sought to subvert 
what was possible in their fields. Among them is the revered 
abstractionist Justin Nuyda, whose novel experimentations in 
light, color, and technique redefined what was possible within 
the medium of painting. Luminous and delicate, Nuyda’s 
works often feature a number of chromatic combinations that 
emphasize the alluring and almost meditative way in light 
and color ebb and flow. Yet beyond the formal relationships 
between hues, tones, and lights, Nuyda’s works are also deeply 
rooted in our physical and natural world. Wherein he often 
draws inspiration from a variety of scenes such as landscapes 
and uses them as a basis for his unique abstract works. Far 
from the purely impressionistic stance of the abstract and too 
uncanny for the likes of realism, one can only describe Nuyda’s 
style as a pioneering venture that is incredibly distinct and 
uniquely his.
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Among Arturo Luz’s sought after works of art, it is 
arguably his works depicting performers and circus 
people that turn the most heads. Luz has noted 
that his inspiration for this series came from his own 
experiences with local fairs he’d often visit during his 
childhood. A synthesis of both Luz’s earlier works that 
heavily features figurative elements and his latter 
pieces that prioritized abstraction above all. In this 
piece titled Four Acrobats, one can easily identify the 
four titular acrobats despite Luz’s unique abstract 
treatment. This effect can be attributed to Luz’s 
mastery of both his own visual language and the very 
vernacular individuals often employ when 
perceiving. This effect is not only isolated to the 
characters themselves, but also includes the 
attributes and treatment of the work. A heightened 
sense of dynamic movement can be subtly deduced 
from the positioning of Luz’s figures, giving the feeling 
that they really are leaping and tumbling across the 
air. While Luz’s choice of color is meticulously directed, 
effectively guiding viewers to engage with his work in 
a distinctly coordinated method.

Luz has produced art pieces through a disciplined 
economy of means and materials that perfectly 
encapsulates a uniquely Asian and Filipino modernist 
spirit. Although many of Luz’s works include only 
the essential elements of lines, curves, and a few 
muted colors, the Filipino people continue to show 
enthusiasm, admiration, and curiosity for them. 
Luz won the distinction of being designated National 
Artist of the Philippines, the highest artistic honor 
in the country, for Visual Arts in 1997.
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Arturo Luz (1926 - 2021)

Four Acrobats from the 
Celebration Series
signed and dated 1991 (verso)
acrylic on handmade paper
48" x 80" (122 cm x 203 cm)

P 3,000,000
Accompanied by a certificate issued by Luisa Luz 
Lansigan confirming the authenticity of this lot

PROVENANCE
Galleria Duemila, Inc.
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The start of the eighties marked the dynamic 
efflorescence of the art of Bitanga. A convergence 
of factors brought this aesthetic reinvigoration into 
reality. What became central to Bitanga’s art was the 
concept of motion in a two pre-dimensional medium. 
Motion serves as the swaying imperative in her mature 
art. Bitanga accepted the fact that she was indeed 
working in a modified form of futurism - lyrical, graceful 
rhythmic. She retained the augustness of shape and 
agility of line.

In the pursuit of motion as the animating force of her 
paintings, Bitanga’s art took its own propulsion and 
drove her to a chapter of artmaking that can only be 
described as flaring, jubilant, analytic, but in a way 
that was always controlled and disciplined. 
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Rosario "Charito" Bitanga (b.  1934)

Droves
signed and dated 1985 (lower right)
oil on canvas
26" x 36" (66 cm x 91 cm)

P 300,000
LITERATURE
Reyes, Cid. Living for Art R. Bitanga.  Larawan Book Publishing 
and Rosario Bitanga Peralta, Manila. 2006. p.61
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Oscar Zalameda (1930 -  2010)

Fishermen
signed (lower right)
ca. 1980
oil on canvas
36" x 40" (91 cm x 102 cm)

P 500,000
PROVENANCE
Private Collection, Manila

Zalameda’s juxtaposition of bold colors and strokes 
transforms the fishermen into a virtual abstract 
pattern. While a handful of mid-century Filipino 
artists demonstrated a precise understanding of the 
tenets and implications of European rooted cubism 
and American rooted abstraction, other painters 
like Zalameda were more gingerly in their approach, 

borrowing the surface aspects of cubism yet never 
departing from the naturalistic basis of their art. 
Zalameda seems to teach the viewers that abstraction 
need not be hard to read, and need not be willfully 
ambiguous. As always, Zalameda’s abstraction reveals 
a style that has not completely given up imagery. The 
lines and forms that characterize his landscapes are 
still evident in his later works. 

This influence would be traced to a fruitful stay in 
Mexico during the late 1950s. “I’m basically an intense 
person, a lover of life and people,” the artist declared in 
1978. Zalameda is best known for the style that would 
be his signature: the looser cubist forms accompanied 
by the bold and assured colors. Strategic areas of 
warmer colors accent the serenely dynamic visual 
experience. It has been said that Zalameda left a body 
of work that he numbers at around 1,000 pieces, with 
the artist turning out no more than 50 works a year.
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TAPAYA'S MYTHOLOGY
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Rodel Tapaya (b.  1980)

Origin of Echo
signed and dated 2008 (lower left)
acrylic on canvas
76" x 60" (193 cm x 152 cm)

P 1,800,000
LITERATURE
Elliott, David et. al. Rodel Tapaya. DISTANZ Verlag. Berlin. 
2015. p. 137. 

EXHIBITED
The Drawing Room, FOLKgotten, Makati City, 2008. 

Myths, magic, and monsters—these three are 
commonplace in the strikingly original and 
unparalleled masterpieces of visual artist 

Rodel Tapaya. From fairies to gods, and heroes to 
animals, Tapaya draws from the long and rich history 
of our pre-colonial past in order to stunning oeuvres. 
In the work at hand, he illustrates the Greek myth 
of the nymph Echo — who would distract Zeus’ wife 
Hera with long conversations in order to prevent her 
discovery of his infidelities. Hera, here portrayed as 
a rather desperate housewife in a printed pinafore, 
punishes her with the curse of being unable to talk 
except for repeating the last few words she would 
hear. Tapaya paints her amusingly as an echo of 
herself, a loudmouth bursting from a dotted open 
mouth. A wolf and a bird seem to be eavesdropping 
on the drama. 

Yet, Tapaya’s works are more than just a celebration 
and revival of an often forgotten part of culture. 

They are original and unique in their own right, 
effectively creating a novel mythos that connects our 
storied past with our present condition. Through his 
adept manipulation of folk aesthetic and material, 
Tapaya provides his mythical characters with 
allegorical significance that transcend common 
perception, offering fresh insights about their origins 
and relevance. The paintings become a tableau of 
the painter’s articulations and traces of the stories 
that inspired them.

Tapaya remains a favorite among Southeast 
Asian artists, collectors and critics. The far-reaching 
appreciation of his works has been part of the 
wave that gained more attention for Southeast 
Asian contemporary art in recent years He is 
widely exhibited in cities in the Southeast Asian 
region as well as in Beijing, Berlin, New York, 
and Tokyo.

Rodel Tapaya
© Singapore Art Museum
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Federico Aguilar Alcuaz (1932 - 2011)

Nude
signed and dated 1975 (lower left)
oil on canvas
22" x 27" (56 cm x 69 cm)

P 240,000

A stalwart of Filipino modernist art, Alcuaz depicted the 
human figure in a natural and relaxed pose. Alcuaz’s 
nudes have a touch of European sensibility, owing to 
the artist’s sojourn in Spain for a long period in his life. 
As with the artist’s several nude works, Alcuaz provides 
the viewer with a glimpse of his private art studio. He 
juxtaposes the woman’s comfortable sensuality with 
the presence of various paintings, conveying that the 
nude is a compelling form of art. 

The entirety of the composition, with an emphasis on 
the spontaneous position of the nude figure, exhibits 
Alcuaz’s deliberate compositional contrasting of 
neutral colors and lines. The interior of the artist’s 
studio serves as a subdued backdrop for the figure 
to display the aesthetics of dignified eroticism. Even 
in the avant-garde approach of the artist to the 
human figure, combining traditional styles with the 
boldness of Modernism, Alcuaz proves that the 
human figure will never not be captivating as one 
of the highest forms of visual art. 

In its basic form, interpreted by hues, light, motion, 
depth and mood, Raul Isidro was able to produce a 
range of vibrant abstract works as seen on Sunset 
#6 wherein he was able to capture and reflect both 
the solidarity and fluidity in order to imitate the 
changeable conditions of the beauty the sunset has 
- showering the viewers’ eyesight with the shimmery 
potency of memories through the orange, yellow and 
red hues alongside the welcoming of the night sky by 
the setting sun - his earnest belief that “art must be felt 
to be fully enjoyed” is on full show on this masterpiece 
and has strengthened the development and 
encouragement of art appreciation in the grassroots. 
His works are compassionate, introspective, intensely 
engrossed with color and silhouette, being the artist’s 
essential criterion for perceiving the world.
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Raul Isidro (b.  1943)

Sunset #6 
signed and dated 1980 (lower right) 
oil on wood 
24" x 24" (61 cm x 61 cm)

P 80,000
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Ronson Culibrina has been known for his playful 
interpretations of history, the Filipino diaspora, or art 
historical figures that he remixes into contemporary 
pop imagery. Culibrina invested in reimagining the 
waterside communities depicting the ecological 
changes confronting such locales and how they wrestle  
with the challenges brought by the rapid urbanization 
and development. It depicted the equivocation of 
objects forming rainbow-like patterns on the water, 
similar to an oil spill. On appropriating an object from 
the fishing community’s material culture, the artist 
placed nets to fill the voids in the composition and add 
textural qualities to its empty spaces. 
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Ronson Culibrina (b.  1991)

a) Rainbow Spill 1
signed and dated 2019 (lower right)
oil on canvas
36" x 48" (91 cm x 122 cm) 

b) Rainbow Spill 2
signed and dated 2019 (lower right)
oil on canvas
36" x 48" (91 cm x 122 cm)

P 800,000
Each piece is accompanied by a certificate issued by 
Pinto Art Museum confirming the authenticity of this lot

PROVENANCE
Pinto Art Museum

LITERATURE
Beatrice, Luca et al. Living Earth: Contemporary Philippine 
Art. Pintô International and Fondazione Maimeri. Milan. 
2019. pp. 48 - 49.

EXHIBITED
MAC (Musica Arte Cultura), Living Earth: Contemporary 
Philippine Art, Produced by Pintô International and 
Fondazione Maimeri, Milan, Italy, May 6 - 12, 2019.

These backdrops of waving grids may suggest the 
trap that humanity has yielded to in its quest to 
pursue progress and development at the expense of 
nature. A sense of optimism still could be seen where 
it may rest in the colorful sheen through which the 
realism of the figurations is filtered - reminiscent of a 
rainbow, a glimmer of hope casted. Culibrina subjects 
its images and his memories of it to his own process 
of modernization, a process that involves research 
into the many ways contemporary art filters visions 
of the world.
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The role of artist-as-rebel is tailor-made for Eduardo 
Castrillo’s rebellious nature, as noted by Alfredo Roces 
on Breaking Out: An Eduardo Castrillo Sculptural Tour; 
the street boy from Santa Ana who participated in 
juvenile acts of defiance and political protests, was 
quick to see the importance of attention - getting 
symbolic gestures. It was his nature to question 
and experiment, after all. Ed’s inclination to explore 
materials and new techniques, and to carry to craft 
and art to unknown territory dovetailed with the 
times. He was ever the original.

The many places of sculpture - as a play, as protest, 
or as an interior decor - have shown themselves in 
some form or another in Eduardo Castrillo’s hands. 
His sculptures highlight the desire to be heard as it 
is hammered out in each work with the sculptor’s 
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Eduardo Castrillo (1942 - 2016)

Yin and Yang
signed and dated 2009 (bottom)
brass
21" x 12 1/2" x 9 1/2" (53 cm x 32 cm x 24 cm)

P 100,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

persistence proclaimed through the sheer physical 
demands of producing such technically overwhelming 
pieces such as this Mother and Child. Castrillo’s works 
are hardly phantasmal and ineffable like ghosts. 
They’re hard, solid and concrete. And monumental.

The alluring and strikingly original works of artist 
Prudencio Lamarozza are undoubtedly a masterclass 
in color, tone, and balance. His signature use of a 
whimsical yet controlled technicolor palette is a gift 
and a talent that only a few artists can rightfully 
claim they’ve achieved. Each element of his work is 
meticulously directed in order to bring out a surrealist 
landscape that still contains within it a sense of 
familiarity and reality. Lamarozza enrolled in 
University of Santo Tomas’ Fine Arts program where 
he found himself under the tutelage of a number of 
acclaimed artists such as Diosdado Lorenzo, Victorio 
Edades, and Angelito Antonio. His magical landscapes 
are imbued with a timeless sensibility, freeing it from 

the constraints of trends, tradition, and time. As an 
artist, Lamarozza can be viewed as one of the most 
original voices of his generation, with works that will 
undoubtedly stand the test of time and criticism.
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Prudencio Lamarroza (b.  1946) 
Wine Red Sea (Lunar I)
dated 1983
oil and acrylic
20" x 24" (51 cm x 61 cm)

P 80,000
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Jose Joya (1931 -  1995)

Mirage 
signed and dated 1975 (lower right)
oil on panel
14" x 22" (36 cm x 56 cm)

P 1,400,000
Accompanied by a certificate issued by 
Alexander Richard Joya Baldovino 
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Jose T. Joya’s works were highly figurative and conventionally 
representational. His works displayed raw power and energy 
such as this masterpiece entitled Mirage that exhibits his 
mastery with abstract expressionism where he used a more 
melodic application of thick areas of flat color, laid in with 
blocks resembling somehow boulders or masonry featuring 
fiery yet calming colors of red, orange and gray solid blocks 
of different form and shape with hints of blue. Joya’s abstracts 
followed a process of visual and formal reduction based on 
observation of nature wherein landscapes, trees, rivers, rocky 
peaks, and cities were the sources of his vision, rearranged 
and simplified into lines, planes, colors and visual sensations. 
Jose Joya’s works are a visual masterpiece of the senses, 
bringing the rich contrast of colors and textured energy in 
harmony within the same picture plane.
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Marc Aran Reyes (b.  1996)

Serene
dated 2021
oil on canvas
84" x 54" (213 cm x 137 cm)

P 1,000,000

by PAO VERGARA

For as long as painters have painted, the photorealistic 
style and technique has been oft used to achieve 
verisimilitude, that is, accuracy with how the human 
eye perceives the world. It eschews the “distortion” 
of other styles like Impressionism in favor of 
perspective, lighting and shadow, and other 
details which match reality.

Enter Marc Aran Reyes, known for deploying 
photorealism to recreate not the waking world, but 
the dream-world, a realistic surrealist, so to speak. 
This style carries over to 2021’s Serene while also 
adding new elements that contrast with earlier works.

Where earlier works appear dislocated, with 
backgrounds only hinted at by mists or an endless sea, 
here, a mountain range with visible crags and crannies 
keeps sentinel over a lake or sea.

This is notable, as Reyes states that the work’s title, 
which means calmness as a state of mind or of things, 
also draws from an older meaning of the word: “a 
clear sky and calm sea.” The way the mountains and 
woman are reflected on the water, all under a setting 
(or rising?) moon denotes this.

Once again, Reyes uses a monochromatic palette to 
haunting effect, haunting, not in a way that spooks, but 
in a way that makes the unknown familiar, home-like 
even. Reyes adds that a theme he wants to explore 
here is one’s personal space, a safe personal space.

Finally, a most notable departure from previous works 
is the visibility of the subject’s face, not hidden by 
hair or by having her back turned to us. One might 
be tempted to see the woman as possessed, awake 
but not truly conscious, but the confident grace in 
her posture – reminiscent of the black, Asian, and 
Caucasian girls in the art-house music video Butterfly – 
suggests that she willed herself into this dream-world, 
rather than being abducted into it.

It’s as if she’s levitating from a portal leading from this 
world to the one in Reyes’ stark canvas, a portal which 
happens to be a tiny island. Perhaps, the link to “our” 
world is the fishbowl next to the girl. But the serenity, 
the determination, on her face suggests that she 
wants to enjoy her newly uncovered world.

Perhaps freedom isn’t so much the state of the 
seas outside, but of the ocean within; a fish 
leaving its bowl, thus discovering wider waters.



L E O N  G A L L E R Y198

148

Michael Cacnio (b.  1969)

Fishing
signed and dated 2013 
brass and stone
36" x 17" x 12" (91 cm x 43 cm x 30 cm)

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

Michael Cacnio’s portrayal of the fisherman features a three 
- dimensional heft and palpable intimacy. In this particular 
piece, he introduces an alert dynamism to the figure’s pose, 
whose outstretched leg balances on the boulder while the 
other bent leg is planted on the other side. The fisherman 
sculpture featured a richness of color attributed to the brass 
medium used. It conveys the eye with the soaring power of 
a monument as well as gives it a high note while it draws 
attention to the elegant and graceful form of the sculpted 
piece. Cacnio wonderfully unsheathes the humanity of the 
fisherman with his form making this art piece an amazing 
sight to behold. 
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Arturo Luz (b.  1926)

Three Musicians
signed (lower right and verso) 
and dated 2000 (verso)
acrylic on canvas
36" x 48" (91 cm x 122 cm)

P 1,600,000
Accompanied by a certificate issued by Luisa Luz Lansigan 
confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist

This masterpiece entitled Three Musicians, features 
three musicians, like thin, triple colonnades, ceremonially 
performing. Luz pursued this kind of image in many of his 
artworks wherein he even painted his “Musikero” series, 
depicting roving ragtag bands of mendicant street musicians 
carrying cymbals and horn, clarinet and drum, playing a 
cacophony of sounds in which Lifestyle Inquirer comments 
that the contrasting planes and lines between the musicians 
and the instruments they carried played again into Luz’s 
geometric bias. 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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CARABAO CARTS and 
SUNSET MEALS

A N  A M O RS O L O  M E M O RY
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The iconic works of the Grand Old Man of 
Philippine Art Fernando Amorsolo are more 
than just bucolic and picturesque paintings 

of rural life; they are timeless odes to the spirit and 
camaraderie of the Philippines’ past. Among his works, 
it is undoubtedly Amorsolo’s depictions of farmers and 
rural townsfolk that most audiences are familiar with, 
and for a good reason. Rife with pleasing color and 
light, Amorsolo’s charming works depicting everyday 
activities can make even the hardest of hearts 
swoon for the uncomplicated simplicity of the 
artist’s idyllic scenes.

Though his works are undoubtedly idealized, Amorsolo 
would often base his paintings on real locations. The 
artist’s daughter, Sylvia Amorsolo-Lazo, noted that 
“Most of his agricultural subjects, especially planting 
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Fernando Amorsolo (1892 - 1972)

Travelers' Rest at Sunset
signed and dated 1950 (lower right)
oil on canvas
22" x 25" (56 cm x 63 cm)

P 4,600,000
León Gallery wishes to thank Mrs. Sylvia Amorsolo-Lazo 
for confirming the authenticity of this lot

PROVENANCE
Private Collection, San Francisco, USA

rice and related works, were mostly done in Nueva 
Ecija and Bulacan.” Amorsolo-Lazo adds that “He also 
went to Pampanga and Legaspi in Albay… these places 
are where lands are meant for planting rice.” 

With this context in mind, one can see that Amorsolo 
connected with his environment instead of simply 
relying on a purely idealized and utopian instinct. 
Though in reality the agricultural and rural life 
is often characterized by physically taxing tasks, 
Amorsolo’s synthesis of real world scenes and idealized 
compositions ennobles the common man. Through 
this, Amorsolo effectively communicates the idea that 
at the end of the day, it is the fruits of one’s labor and 
the people one surrounds oneself with is where true 
beauty springs forth.

The forgotten carabao cart of old.
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Norma Belleza (b.  1939)

Palaspas
signed and dated 1983 (lower right fourth panel)
oil on wood
15" x 6 1/2" (38 cm x 17 cm) each

P 80,000
PROVENANCE
Gallery Genesis

An alumna of the University of Santo Tomas with a 
Fine Arts degree, Norma Belleza began her creative 
work with dark and somber representations of 
religious subjects, and eventually progressed into 
colorful and detailed paintings on folk genre subjects, 
peasants in various rural activities, women vendors, 
and potters. Seen on this four-paneled oil on wood 
by the master colorist, is a celebration of an iconic 
venture during Palm Sunday in the Philippines. 
Belleza emphasized the physical strength and 
native appearance of this practice that depicted 
the high-spirited liveliness and solemnity of the 
occasion with her simplified figuration, rich folk 
colored palette, and variety of detail that radiated 
an appealing and allayed atmosphere to the viewer.



T H E  M A G N I F I C E N T  S E P T E M B E R  A U C T I O N  2 0 2 1 203

152

Ang Kiukok (1931 -  2005)

Watermelon on Table
signed and dated 1975 (upper left)
oil on canvas
16" x 20" (41 cm x 51 cm)

P 1,000,000
Accompanied by a certificate issued by Finale Art File
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Still lifes are a recurring theme in Philippine modernist art. In 
the pantheon of Filipino modernists, Ang Kiukok exceptionally 
stood out in unraveling the profound potency of a still life 
composition. Kiukok’s early still lifes depict linear forms on 
textured surfaces rendered in restrained colors of grey and 
brown. As his career progressed, Kiukok employed a more 
sophisticated and vividly-colored cubist grouping of tables 
with fruits, bottles, or potted plants placed on its top. Art critic 
Alfredo Roces further described these still lifes as having lines 
and planes that “perform a dance of spatial illusion. 
In Kiukok: Deconstructing Despair, Roces wrote: “In many 
Kiukok still lifes, there breathes some emotional component, 
if only as an aura of spirituality or a hint of anxiety.” According 
to the celebrated art critic, Kiukok’s watermelons seem to 
speak of “repressed sensuality.” The watermelons in this piece 
are depicted as irregularly shaped tetrahedrons arranged in 
a kaleidoscopic formation. The fruits are spread across an 
upside-down table and seemingly floating across the surface 
of the canvas. Color, line, and shape form a masterfully 
executed interplay of images. To an extent, Kiukok remains 
detached throughout the painting process since it is the 
stylization of reality where the focal point of this piece lies. 
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Juvenal Sansó (b.  1929)

Amber Plains 
signed (lower right)
ca. 1970
oil on canvas
19 1/2" x 39" (49 cm x 99 cm)

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

PROVENANCE
Private Collection, Manila

A GOLDEN PLACE
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A rtists convey subliminal messages through 
their art. More profoundly, they recreate 
their experiences on their canvases in 

accordance with their artistic vision and the viewer’s 
power to engross themselves in the art. For Juvenal 
Sansó, anguish is magnificently turned into something 
poignant. In the artist’s subconscious, his psyche has 
never fully recovered from the devastating effects of 
the Second World War. Often, the anatomy of anguish 
is not explicitly depicted by Sansó in his works, but 
it is the obscure part of his identity that seeks to be 
emancipated and make its presence felt as he paints. 
As embodied by this painting, the dominance of orange 
leaves a soft and subdued atmosphere that alludes to 
an evocative time where bliss pervaded the boyhood of 
Sansó and there was hardly any presence of desolation 
and agony. That period in the artist’s life can now only 
be painted in his canvases with wistful longing. 

Sansó said in an interview in Mexico: “The effects of 
the war are lasting and the wounds never heal. It is 
like living atop a volcano or quicksand, never knowing 
whether one will topple or not. For me, art has been 
the only escape from neurosis.” On the element of 

anguish in his works, the artist clearly expressed: “From 
the very beginning, my work has been expressionistic. 
I paint suffering, loneliness, and anguish because I 
have seen and known these intimately.”

In Alfredo Roces’ Sansó, the esteemed art critic 
wrote: “Sansó can be expected to continue his visual 
outpouring in his urgency to find self-fulfillment in art: 
a pilgrim marooned from humanity by choice, reaching 
out through his paintings. He has charted his own 
career. The decision and the process have been painful, 
creating deep anguish; but he feels there is no other 
alternative to fulfill himself.” 

Sansó has always used his art as an avenue for 
escapism. This has become a personal fulfillment 
that has transcended beyond his creative virtuosity. 
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Zean Cabangis (b.  1985)

Untitled
signed 
2016
fiber glass reinforced resin, mixed media
18" x 28 1/2" x 19" (46 cm x 72 cm x 48 cm)

P 80,000

In his early works, Zean Cabangis used to portray 
subjects who have a close connection to him, such as 
his grandmother and uncle, whose life stories impacted 
his young imagination. The recent works of Cabangis 
have transcended beyond this practice. He has 
shifted towards exploring for “open spaces that bear 
the capacity to generate awe.” He places a striking 
geometric form marked by an array of vivid colors 
that fill the “open space.” This serves as interference 
that entirely revamps the topography of the world he 
attempts to recreate. 

The “open spaces” that Cabangis employs in his works 
represent places that have been slowly disintegrating 
within the congested urban spaces of Manila. As an 
artist who grew up in the city, Cabangis saw its rapid 
urbanization led by deluded and greedy capitalists. 
Their thirst for capital and their misguided vision 
of progress have transformed the city’s spaces into 
“dense concrete jungles” – a prison-like bastion of 
edifices that serves no real purpose to the ordinary 
people, especially the urban poor. 

In Wasak! Filipino Art Today, Cabangis’ works are 
described as follows: “His foreboding works serve as 
a kind of antidote to an ailment: the lack of center, 
the abolition of color, and the abandonment of one’s 
imagination. His pieces, daunting as they may appear, 
are in fact, allegories for a quest, much as he himself 
has searched during his wanderings for the perfect 
view. The search for an apparition; the search for 
intervention; and, ultimately, the search for the perfect 
anomaly that one hopes will change the monotonous 
strain of existence.”
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Onib Olmedo (1937 -  1996)

Nude
signed (lower left)
ca. 1980
oil on canvas
36" x 24" (91 cm x 61 cm)

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

PROVENANCE
Private Collection, Manila

Onib Olmedo’s works were characterized by dark, somber, 
and depressing tones. They portrayed emaciated people 
whose features were extremely grotesque and distorted 
such as this masterpiece, it would have taken a while for the 
public to appreciate the painter’s creation for their cathartic 
value but Olmedo’s distortion of figurative expressionism 
became a tool for him to expose the repressed psyches of his 
subjects. With his portraits he immensely probed the point 
where physical appearance with its social conventions gave 
way to the spirit within, which slowly yet inexorably took over 
the natural physical attributes. In which, this piece is a result 
of Olmedo’s pursuit of human essence and contemplation 
on existential unfolding expressed in the form of nude, 
specifically, his interests in human condition and form 
fused in eloquent expression and use of color.
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Mario Parial (1944 -  2013)

Assemblage
signed and dated 1983 (lower right)
mixed media wood
48" x 66" (122 cm x 168 cm)

P 80,000
PROVENANCE
Gallery Genesis

The works of Mario Parial were pioneering in their 
depictions of folk imagery, rural themes, and other 
local scenes. The artist celebrated the nuances of 
local and rural life by exploring the decorative and 
emblematic elements of talismanic anting-anting and 
the religious icons of folk Catholicism and his endless 
depictions of naïve looking women. This particular 

piece features two undoubtedly Filipino elements. 
Parial's use of bamboo explores our own aesthetic 
through the very materials that shape life in the 
Philippines. While the distinctive Baybayin symbols 
and characters engraved into the bamboo wood 
can be seen as an exploration and celebration with 
an identity that is very much our own.

His fascination with traditional forms of life led him 
to develop a uniquely Filipino style that arguably 
diversified our own local and traditional forms of 
expression. A painter, printmaker, and photographer, 
Parial studied under numerous Modernist masters 
such as Manuel Rodriguez, Sr., Vincente Manansala, 
and Carlos V. Francisco. In 1969 he graduated with 
a Bachelor of Fine Arts from the University of Santo 
Tomas. His works deal with folk genre, mother and 
child, and mythical figures, often integrated with 
plants and other organic forms.
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Fernando Amorsolo (1892 - 1972)

Seascape
signed and dated 1935 (lower right)
oil on canvas
8" x 13" (20 cm x 33 cm)

P 1,000,000
Accompanied by a certificate issued by Mrs. Sylvia 
Amorsolo-Lazo confirming the authenticity of this lot

PROVENANCE
Private Collection, Girona, Spain

The poetic appeal of Fernando Amorsolo’s paintings such as 
this masterpiece entitled Seascape resides in the exquisite 
quality of their execution and the atmosphere conveyed 
by their light as if they immediately transported us to the 
particular places that inspired the creation. In this lot, 
Amorsolo demonstrated why he is renowned for the vibrantly 
colored romantic genre genese, as well as his mature handling 
of light and composition - the viewers are directed to the fisher 
folks’ dedication to their duty and their interaction between 
each other, which shows the merriment achieved from both 
their modest lifestyle and maintaining the communal sense 
of living. 

The blissful tranquility of the scene is conveyed as well through 
the stillness and glistening reflection of the water alongside 
the mixture of the red, orange and yellow hues of the skyline, 
a diffusion of the soft, lucid light across the scene, and once 
again, man is seen in balance and unison with nature - a 
signature approach to the realist technique of the first ever 
National Artist of the Philippines.
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Gus Albor (b.  1948)

Untitled
signed and dated 2001 (lower right)
mixed media on canvas
72" x 36" (183 cm x 91 cm)

P 300,000
PROVENANCE

Private Collection, Manila

Augusto Albor’s art, mostly composed of borders on 
the abstracted images of floating, nothingness and 
view, is a gestural brushwork and existential angst of 
an abstract minimalist. His works are a deliberate lack 
of expressive content wherein, as the artist, he focuses 
on the informal elements of art making. 

Redefining the color spectrum to make his works 
inexpressive, conceptual, and non - referential which 
is seen on this oeuvre, Albor allows the audience to 
instinctively give an immediate visual response - to 
experience all the more the pure qualities of color, 
form, space and materials; to explore without the 
distraction of composition, theme, and other elements 
- stripped of all thematic or emotional content, just like 
what the he told PhilStar Global in a 2019 interview, 
“You don’t have to limit yourself … It’s a never - ending 
journey of exploration and experimentation,”- an 
evident outlook on his craftsmanship of turning the 
best out of a negative space, de - mystifying art in 
order to reveal its fundamental character where its 
reality, and what Gus Albor wanted - to portray to 
delineate space.
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Dino Gabito (b.  1989)

Grounded
signed (lower right)
dated 2018
graphite on paper
with frame: 48" x 36" (122 cm x 91 cm)

P 140,000
PROVENANCE

Leon Gallery, The Magnificent September Auction, 
September 14, 2019, Makati City, Lot 64.

The drapery series of Dino Gabito was originally 
intended, he says, as a respite from the emotionally 
taxing, painstakingly created ‘Shroud’ paintings for 
which this artist is famous. But that would not be the 
case — Gabito would become so obsessive with the 
execution of these equally rare pieces that they would 
not present much rest for his curious soul and have 
instead taken on an importance of their own.

In the work Grounded, the loose folds are no longer 
solid shapes but ethereal forms made even more 
delicate through the graphite shadings of lace 
patterns. Along its edges is a woven pattern so 
meticulously detailed to be beyond real: A small 
tear on the cloud-like fabric adds that necessary 
imperfection to bring it back to earth.

Gabito — whose sought-after canvases spill over its 
painted borders — applied the same technique to 
this piece. Here, however, he has collaborated with 
his framer to have the work overflow on to the actual 
matting and he has cut parts of the paper to heighten 
that illusion.

It is a tour de force all of its own, a tribute to 
Gabito’s restless spirit and quiet authenticity. 
(Lisa Guerrero Nakpil)
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THE PHILIPPINES
INTERNATIONAL FAIR of 1953

‘ T H E  F I RS T  WO R L D ’ S  FA I R  I N  T H E  O R I E N T ’

by L ISA GUERRERO NAKPIL

The Philippine International Fair of 1953 was intended
as a tour de force, showcasing the country’s status
as an Asian tiger just seven years after it had been
granted independence after World War II in 1946.

There were two spectacular sights not to be missed.
The first was the kilometric mural by Carlos “Botong”
V. Francisco on the subject of "Five Hundred Years of
Philippine History" in step with the Fair’s own theme.
The second was the arrival of the first-ever Miss
Universe Armi Kuusela who had been invited to
judge and crown Miss Philippines of 1953.

Touted as costing the extravagant amount of $2Million
dollars — in today’s currency, a cool P100 Million —
it featured the exhibition spaces of ten foreign
countries including the United States, Spain, France,
Italy, Belgium and Sweden as well as the Philippines’ 

A dramatic view of the crowd assembled in the Luneta, at the First 
Philippines International Fair in 1953. The famed Rizal monument 
can be made out at the base of the tall flagpole, which is in alignment 
with the Fair’s arch symbol. (From the Far East Broadcasting archive.)
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leading provinces. Both industrial and agricultural
products were featured in booths that covered the fair
grounds. A special exhibit was devoted to José Rizal,
presented by the Order of the Knights of Rizal.

A towering arch welcomed more than a million people
who flocked to visit for the three months it was open,
from 1 February to 30 April 1953.

The Official Gazette (the official journal of the Republic
of the Philippines) reported that “President Elpidio
Quirino officially declared open the Philippines
International Fair at 5:30 p.m. after he had welcomed
the thousands of sightseers, including foreign visitors
and delegations, with the words: “We open our homes,
hearts, and souls, especially to our foreign friends,
so that they may enjoy their stay with us.” In an
extemporaneous inaugural speech delivered before
the Rizal monument at the Luneta, the President
expressed the hope that the holding of the
Philippines International Fair would contribute to
the fostering of international friendship and goodwill
among nations. He said this international exposition
being held in Manila will demonstrate to the world the
efforts of the Philippines to establish here not only a
show window of democracy but a unit of peace and
constructive activities which is needed today in order to
contribute to the promotion of world peace,
contentment, and happiness.” 

The crowds milled around the “Aquacade Show”,
“Holiday on Ice”, as well as the “Xavier Cugat
Show”, all wildly popular imported foreign acts
of the day. There was also a large theater and
a ballroom for dancing.

The Bureau of Posts issued a cacheted, stamped
envelope on February 1 and a set of commemorative
stamps on April 30 to commemorate the Fair.

First-ever Miss Universe Armi Helena Kuusela 
pays a courtesy call on President Elpidio Quirino.

Philippines International Fair 1953 Program from the 
archives of Mr. Danny Dolor, Philippine Star.
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A BOTONG FROM THE 
INTERNATIONAL FAIR of 1953

A N  E L U S I V E  F R A G M E N T  O F  H I S T O RY

by L ISA GUERRERO NAKPIL
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Carlos "Botong" V. Francisco (1912 - 1969)

Constabulary Officer
ca. 1953
oil on plywood (marine)
27" x 34" (69 cm x 86 cm)

P 2,000,000

Accompanied by a certificate issued by the National Museum 
of the Philippines confirming the authenticity of this lot

PROVENANCE
Acquired in 1953
A gift from Mr. Lucio Tan to the family of the present owner

EXHIBITED
Philippine International Fair, Manila, February 1 - April 30, 1953 
(as part of the mural 500 Years of Philippine Progress)

Carlos “Botong” V. Francisco was the country’s 
pre-eminent muralist. And he used this artform 
to put across not only a vision of a mighty 

Philippines but also the power of a new artistic 
movement. Alongside Victorio Edades and Galo 
Ocampo, he formed a triumvirate to present this new 
style of painting and persuade the general public of its 
importance.

The mural was the perfect platform. In 1934, he 
created two : Rising Philippines for Capitol Theater 
in Manila and Unity of Culture at the Golden Gate 
Exposition of San Francisco.

After the war, he received commissions from Manila 
Hotel for Pista sa Nayon and Muslim Dance.

His cinematic style was also perfect for film backdrops 
and he created magnificent backdrops and movie 
posters for director Manuel Conde, such as Siete 
Infantes de Lara and Genghis Khan.

In 1952, he began painting a gargantuan mural titled 
“500 Years of Philippine Progress” — records show 
that it was 88 meters long and 8 meters high — for 
the first-ever world exposition in Southeast Asia, the 
ambitious Philippines International Fair of 1953. 
This ran from February 1 to April 30, 1953 and 
attracted international acclaim. It received a 
double-spread color feature in Newsweek Magazine. 
(In the same year, Botong would also paint the 
enormous pantheon Progress of Medicine for 
the Philippine General Hospital.)

The Fair, according to archivist and popular columnist 
Danny Dolor of the Philippine Star, was organized 
by such luminaries as Jose Marcelo, Alfonso Sycip, 
Eduardo Taylor, Antonio de las Alas, Santiago de la 
Cruz and J.T. Naylor.

In the work at hand, Constabulary Officer, we see the 
country’s post-war police force in its prime. President 
Elpidio Quirino had issued an executive order in March 
1950 merging the constabulary with the Philippine 
armed forces. This transferred power of the Philippine 
Constabulary to the supervision of then-Secretary of 
National Defense, the charismatic Ramon Magsaysay. 
It would become the precursor of the Philippine 
National Police or PNP.

It was Magsaysay’s agenda to control the threat 
of insurgency posed by the fearsome Hukbalahap 
movement and in this work, the stony-faced soldier 
is ready for battle in a background of mountains and 
fields. 

Constabulary Officer is one of the few remaining 
fragments of this missing masterpiece from a shining 
period of Philippine history that remains extant.

Botong and his family
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Mauro "Malang" Santos (1928 - 2017)

Collaboration
Fruit Vendor
signed and dated 1997 (bottom)
oil on canvas
48" x 48" (122 cm x 122 cm)

P 1,000,000
PROVENANCE
Saturday Group Collaboration 
with Mauro "Malang" Santos

The art of Malang celebrates the life of urban folk 
and the fiesta spirit, done through his abstractions 
of Filipino women sans the lugubriousness that other 
artists would rather add in depicting common folk. 
Fruit Vendor is a representative of his countless icons 
of an idee fixe, a woman from among the common 
folk, with an elegantly long neck, dressed in bright 
colors while selling fruits. Another notable feature 
of the piece is that it was done in collaboration with 
the famous Saturday Group. The weekend collective 
consisted of acclaimed painters and sculptors such 

Malang working on the painting

as H.R. Ocampo, Cesar Legaspi, and Federico Alcuaz. 
Malang himself was very open to criticism and 
improvements, citing his various interactions as one 
of the hallmarks of his artistic development. Thus, 
one can see traces of Vicente Manansala’s angular 
forms and Ang Kiukok’s Expressionist disposition 
in the development of Malang’s signature Cubist 
style. Malang’s Pictorialism, in its multi-sectoral and 
bracketed treatment can be seen as an aesthetic 
form of idealism molded for the modern age.
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Though the artistic practice of acclaimed contemporary 
artist Ronald Ventura has branched out to include 
a variety of media and subjects, his fascination with 
the natural allure of the human anatomy still remains 
one of his most successful ventures. Ventura himself 

noted that his interest in painting the human body can 
be traced back to his early days as a neophyte artist 
where he would painstakingly render the human body 
through various execution processes. Produced out 
of artistic expression and attention to visualization of 
forms with a degree of realism, this early nude work 
reveals Ventura’s mastery of the human anatomy and 
its expressive possibilities. This particular piece features 
a woman with her head leaning on her arms which are 
themselves leaning on an elevated surface. Though her 
right calf obscures her abdomen and chest sections, 
one can still feel a sense of intimate vulnerability from 
Ventura’s figure. Rendered with superb attention to 
detail and form, Ventura’s nude captures the very 
essence of the medium; one that unearths our 
shared humanity.

162

Ronald Ventura (b.  1973)

Mechanical Dream
signed and dated 2007 (upper right)
oil on canvas
36" x 24" (91 cm x 61 cm)

P 2,200,000
Accompanied by a certificate signed by the 
artist confirming the authenticity of this lot
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Edwin Wilwayco (b.  1952)

Octo Gravitas XVII
signed and dated 2016 (lower right)
acrylic on canvas
56" x 48" 56" x 48" (142 cm x 122 cm)

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

Rife with rhythm and flow, the alluring abstract works 
of celebrated artist Edwin Wilwayco fully encapsulates 
the possibilities of abstraction while at the same time 
staying true to his artistic practice. Even during his 
days as a student at the University of the Philippines’ 
College of Fine Arts, Wilwayco was recognized for 
his disciplined and creative approach to the arts. His 
mentor’s abstractions, moreover, made an impact 
on the young Wilwayco’s early abstract techniques. 
When Jose Joya was commissioned to do a mural-size 
painting for the Philippine International Convention 
Center lobby in 1976, Wilwayco was among his 
students that the master artist tapped. 

Today, Wilwayco has undoubtedly followed in the 
footsteps of his mentors and teachers; creating 
visionary and engaging works of abstraction that 
seemingly play on the senses.

This particular piece titled Octo Gravitas XVII is part 
of Wilwayco’s series of abstract works of the same 
name. The title of the series, which is derived from 
the latin words “eight” and “heaviness” respectively, 
informs both the execution and interpretation of 
the piece. Amidst Wilwayco’s assemblage of drips, 
brushstrokes, and paint splatters is a noticeably large 
figure of the number eight. Its size and dimensions 
lends Wilwayco’s central figure a pervading sense of 
presence. Though the central figure’s true essence is 
obscured by Wilwayco’s other elements, it remains 
conceivable even at a cursory glance, alluding to the 
idea that what can be cognized despite the context or 
circumstance is eternal. This idea is also supported by 
the fact that the shape of the figure eight is that of a 
closed loop; one that goes on and will go on forever no 
matter what. Wilwayco’s Octo Gravitas XVII presents us 
with an interesting proposition, that of the many and 
numerous ideals, Eternity is closest unto heaven. 
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In addition to his accomplishments brought by his 
celebrated landscapes and genre paintings that 
captured the spirit of an idyllic Philippines, Fernando 
Amorsolo also stood out among the leading portraitists 
of the 20th century. He created portraits of illustrious 
and prominent figures from the Filipino elite class, 
as well as his fellow family members. Amorsolo 
produced portraits where the subjects have compelling 
characteristics. According to Sylvia Amorsolo-Lazo, 
the woman in this portrait is Cornelia, the wife of a 
distant relative from the Amorsolo side. Amorsolo 
excellently captures the likeness of natural light 
as if it is reproduced in a photograph – a manner 
of sophistication and refinement that he executed 
perfectly using his famed chiaroscuro technique.

164  

PROPERTY FROM THE DR. REMEDIOS SUNTAY COLLECTION

Fernando Amorsolo (1892 - 1972)

Cornelia
signed and dated 1950 (lower right)
oil on canvas
15 1/2" x 20" (39 cm x 51 cm)

P 1,400,000
León Gallery wishes to thank Mrs. Sylvia Amorsolo-Lazo 
for confirming the authenticity of this lot

LITERATURE
Amorsolo-Lazo, Sylvia et al. Maestro Fernando C. Amorsolo: 
Recollections of the Amorsolo Family. Asiatype Distribution, Inc. 
Mandaluyong City. 2009. p. 141. 
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Jane Lee (b.  1963)

Heartbeat III
signed and dated 2015 (verso) each
acrylic and heavy gel on fiberglass base
16" x 16" x 2" (41 cm x 41 cm x 6 cm) each

P 1,400,000
LITERATURE
Fernandez, Annabelle. "Top Singapore Artist Jane Lee’s 
Visually Arresting 3D Artworks." Female Magazine. 
January 2016. Singapore. 

EXHIBITED
Art15: London Global Art Fair, Olympia, London, May 21 - 23, 2015.
Singapore Tyler Print Institute - Creative Workshop and Gallery, 
Freely, Freely, Robertson Quay, Singapore, January 17 - 
March 5, 2016.

As one of Singapore’s most prominent contemporary 
artists, Jane Lee is known for her reconfiguration of the 
mediums of paint and painting to create her highly 
sensuous and tactile works where it traverses into the 
world of two - dimensional and three - dimensional. 
With a background in Fine Arts and Fashion, she 
challenged the notion of what constitutes a painting 
that’s why Tony Godfrey likened her works to artists 
whose paintings were anti - painting, he noted on his 
Jane Lee: Recent Paintings how Lee’s works embodied 
contrary elements - “they were playful, and serene, 

deconstructed and calm, inner directed but outwardly 
sensuous.” Hence, these characteristics are seen on 
her Heartbeat III.

In an interview for an exhibition, Jane Lee explains 
Heartbeat: “With Heartbeat, the idea of removal came 
in the form of literally scoping out paint from a work 
of paint. After 100 Faces show, I started to realise that 
my work in the past was too meticulous and labour 
- intensive, and I was frequently layering my work. I 
started to question this working method. Could I do the 
reverse? Instead of layering, what if I did the opposite? 
At its basic, a painting is a surface. I asked myself 
what more I could remove from there. So I started to 
explore this idea of removal. The whole gallery became 
my canvas. All this emptiness of space - what do I do 
with it? Yet this emptiness is powerful. We spent much 
of our lives accumulating or adding, just as artists 
sometimes find ways to add and layer their work. But 
Emptiness speaks. It can actually enhance and bring 
out what you want to say.”

With her constant challenging and redefining the 
possibilities of painting in unconventional ways, Jane 
Lee’s works has been exhibited widely in Hong Kong, 
Singapore, and New York, in return, she, received 
prestigious awards as well, such as the Celeste Prize 
2011 in New York, and in 2007 was the first recipient 
of the Singaporean International Residency Art Prize.

FROM A SINGAPORE
SUPERSTAR
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Arturo Luz (b.  1926)

Night in Rajasthan
signed (lower left and verso) and 
dated 2006 (verso)
acrylic collage on paper
33 1/2" x 23" (85 cm x 58 cm)

P 700,000

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 with 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, yet understanding the aesthetics of 
Luz is being conscious of his minimalist approach 
that is free of any intricate 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. 

Accompanied by a certificate issued by The Crucible Gallery 
confirming the authenticity of this lot

PROVENANCE
The Crucible Gallery
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Vicente Manansala (1910 -  1981)

Planting Rice 
signed and dated 1967 (upper right) 
watercolor on paper 
42 1/2" x 31" (108 cm x 78 cm)

P 1,200,000
PROVENANCE
Private collection, USA.
Leon Gallery, The Kingly Treasures Auction, 
December 3, 2016, Makati City, Lot 112.

Black and white compositions manifest the absolute 
prowess of an artist. The capacity of color to convey 
emotion using its spectacle of vividness is a double-
edged sword, for it can conceal the potency of a 
work. In the absence of vibrant and striking hues, a 
painting rendered in black and white gives prominence 
to an artist’s mastery of lines and overall finesse in 
accentuating the subject. For Vicente Manansala, 
color had its manner of “charming” or “seducing” the 
viewer. However, he often described Pablo Picasso’s 
Guernica as the exemplary model of a painting’s 
innate elegance. Manansala’s black and white 
composition was an optimal course of action 
to preserve the genuineness of his art. 

Manansala renders the subject in this piece in an 
inkblot style reminiscent of the Rorschach Test while 
still preserving the Filipino sensibility of his distinctive 
cubism. The black and white watercolor accentuates 
the figure, showcasing Manansala’s mastery of 
executing linear and tonal elements. Manansala 
excelled in handling the watercolor, an instrument 
that many artists consider complicated due to the 
immediacy and spontaneity required to produce 
an excellent outcome. As he had used the medium 
since childhood, Manansala successfully practiced 
restraint – an indispensable practice in employing this 
method. It was among the artist’s preferred medium, 
expressing that it was “for relaxation; and the beauty 
of watercolor… it demands that you control it.”
In Discovering Manansala, Isabel Nazareno describes 
Manansala’s black and white endeavor: “The weight 

that Manansala placed upon feeling or mood did 
not mean that the artist let loose his brush, without 
any heed to where it landed. Perhaps, because of his 
early academic training, balance and restraint were 
ingredients that were always visible in Manansala’s 
pieces.” In addition, Alice Guillermo further expounds: 
“Manansala went through a black and white phase 
of crucifixions and Madonna and Child paintings… 
In composition, his works often feature lines of 
perspective with receding space, although shallow, but 
the recession in depth is simultaneously defined by 
lines and planes which create spatial ambiguities.” 

In its entirety, Manansala reinterpreted and 
indigenized cubism as he took inspiration from 
his Filipino environment. 
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Antonio Leaño (b.  1963)

Descendants of Eden I
signed and dated 2017 (lower center)
acrylic and pigment ink on canvas
60” x 36” (152 cm x 91 cm)

P 200,000
EXHIBITED
Ayala Museum ArtistSpace, Descendants of Eden, 
Makati City, March 23 - April 5, 2017.

The Descendants of Eden series, to which 
this piece belongs, exhibits Antonio Leaño’s 
creative venture into what he described as 
“digital collage.” He showcases appropriated 
photographs, maps, and scientific illustrations, 
as well as painterly strokes to create fervent 
portrayals of the various facets of our 
individuality. Leaño expounds on critical 
inquiries on the origin of mankind, plunging 
into the depths of the historical, biological, 
and artistic abyss to unravel the profoundness 
of disintegration and unity.

Art critic Carlomar Arcangel Daoana stated, 
“For Leaño, as descendants of Eden, we are 
inherently migratory, spreading across the 
four corners of the world, carrying our cargo 
of inheritance. This cargo is something we 
bear on the cellular level: the notion of 
good and evil, the impulse to create as 
well as destroy.”

Leaño was a university scholar, an alumni 
scholar, and a Jose Joya scholar during 
his college days at the University of the 
Philippines College of Fine Arts. He 
received the first prize in the first Metrobank 
Foundation National Painting Competition 
in 1988. A 1994 recipient of the prestigious 
Cultural Center of the Philippines Thirteen 
Artists Award, Leaño has had several solo 
and group exhibitions. At present, Leaño 
is the museum director, museum designer, 
curator, and contributing artist of the 
Pinto Art Museum in Antipolo, Rizal.
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A HOMAGE TO ARTURO LUZ
F RO M  T H E  YO U N G  L A O  L I A N B E N
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169

Lao Lianben (b.  1948)

Tryst
signed (lower right and verso) and dated 1970 (verso)
oil and mixed media on canvas
36" x 50" (91 cm x 127 cm)

P 1,000,000
PROVENANCE
Private Collection, USA

The work of art as a paradoxical monument 
which does not commemorate a past, but 
rather, preserves itself in the absence of man 

was presented on Lao Lianben’s Tryst, a representation 
of multiplicities. It is an overview of the artist’s creativity 
wherein the key to understanding this paradox lies 
in the further determination of the monument as a 
“being of sensations” -  a ‘compound’ of ‘precepts’ and 
‘affects’, meaning, a composition of invisible forces that 
populate the world, affects us and make us become, 
hence art would provoke an encounter with inhuman 
conditions of life which in daily, pragmatic life are often 
not given a chance - an idea, that Lao perhaps agreed 
to, knowing his works are often associated with the 
spirit and the aesthetics of Zen.

In this masterpiece, Lao, in his event of making a 
homage to Arturo Luz, took up the notion of process 
and artmaking as an event to be understood neither 
as a singular moment of forces coming together, 
nor as the “end” of a productive process that is then 
superseded by another event. Rather, he underwent 
a process that can be implied as the process of 
process that includes not only emerging and 
quantifiable forms, but also the intellectual, emotional, 
and tangible experience of process which is not 
necessarily sequential - an event of movement through 
relationships between all things and people as they 
come into contact; grounded in the concept 
of “becoming.”



LOT 147

Marc Aran Reyes (b. 1996)
Serene
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Artist Name (0000 - 0000)
Title

LOT 66

Oscar Zalameda (1930 - 2010)
Market Scene in Mexico
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