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

DEAR FRIENDS and CLIENTS,

Milestones are always a cause for celebration — and 
none more so than the 125th year of our nation’s 
birth as we mark a momentous Glorious 12th of June 

this 2023.

In this year’s Spectacular Mid-Year Auction, we have thus 
sought to gather the very best of Filipino art to mark this 
watershed moment: From one of the largest and certainly 
one of the most evocative of Manansala’s “Pounding Rice” to 
the feminine power of Anita Magsaysay-Ho’s delicate Women 
with Flowers; to the enchanting Jose Joya titled Talim Island 
from his golden years of the Venice Biennale to extraordinary 
compositions from Aguilar Alcuaz’ much sought-after 
Barcelona period.

June is also always made memorable thanks to the birth 
anniversary of our national hero Jose Rizal. Two works by 
Emmanuel “Manny” Garibay capture his heroism; as well as a 
rare copy of Rizal’s Sucesos de las Islas Filipinas by Antonio de 
Morga, one of his three books that spurred and defined our 
country’s identity. Maximo Viola, the man famous for rescuing 
Rizal’s Noli Me Tangere from oblivion by lending him the 
money to publish it, is represented through his collection of 
extraordinary ivory tableaux. An extraordinary book tracing 
the development of the first days of the Katipunan is also a 
treasure from those times.

Princes of the art world across eras are also in the spotlight, 
each with their painstakingly curated collections : general 
and patriot, the ultimate diplomat Carlos P. Romulo, legal 
luminary J. Antonio Araneta (who with his brother Luis were 
discerning collectors of the highest order); the affable low-key 
couple Dr. and Mrs. Roberto Macasaet; Dr. Victor Reyes, an 
intimate of H.R. Ocampo, Manansala, and other modernists. 
Also noteworthy is an early Guillermo Tolentino canvas once 
in the collection of revolutionary hero Gen. Benito Natividad.

We are also privileged to feature the collections from Manila’s 
society doyennes: Zita Fernandez Feliciano — famous for her 
beauty and her elan in Manila's gilded circles as well as the 
pious and cultivated Delly Tambunting Ongsiako.  Along with 
her art-loving coterie, she was among the first founders of the 
‘Friends of Manansala.’

Foreword

The international darling, Ronald Ventura is represented with 
several stunning works gathered from regional collections; 
while making his presence keenly felt on the heels of a very 
successful exhibition at the Prado is Fernando Zóbel, with two 
distinct works from the 1960s and 70s. The fame of the king of 
Philippine sculpture’ Ramon Orlina has also crossed the seas 
and several outstanding pieces are among our highlight.

A stunning Letras y Figuras for a trusted lieutenant of the 
Russel Sturgis trading house is also a beguiling piece, revealing 
the vistas of a Manila Bay long gone. Rounding out the sense 
of offshore wonders, we also have an impressive work by the 
Indonesian master Affandi.

Three of Amorsolo’s earliest known works are also highlights 
in this auction : one of them being a very rare night scene, a 
harana (serenade) beneath a moonlit sky; as well as a portrait 
of one his muses. Not to be outshone is the Romulo Woman 
with a Banga, indeed one of the first depictions of this most 
charming muse.

We are also honored to be partners with the MovEd Group in 
raising funds for their various charitable initiatives.

We invite you once again to revel in the imagination of the 
Philippines’ greatest artists, tirelessly gathered by some of 
the country’s most seasoned collectors. We assure you of a 
wonderful journey through our country's art and on behalf of 
Team León Gallery, I wish you all the best on this 125th year of 
the formation of our identity as a people.

Yours sincerely,

Jaime L. Ponce de Leon
Director
LEÓN GALLERY
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Lao Lianben (b.  1948)

Untitled 
signed and dated 1985 (lower right)
acrylic and graphite on board
9 1/2" x 12" (24 cm x 30 cm)

P 160,000
PROVENANCE
Acquired directly from the artist

2

Jose Joya (1931 - 1995)

Untitled 
signed and dated 
March 9, 1974 (lower right)
oil on paper
11 1/2" x 15 1/2" (29 cm x 39 cm)

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

The works of Lao Lianben draw 
inspiration from the aesthetics of 
Zen. In Zen, an ensō is a circle that 
symbolizes enlightenment and 
elegance, the universe and the void. 
The circle is hand-drawn in one or 
two unrestrained brushstrokes to 
express “a moment when the mind 
is free to let the body create.” If 
the ensō is open, it is incomplete 
and thus allows for movement and 
development. If the ensō is closed, it 
represents perfection, akin to Plato’s 
ideal form, which is why the circle 

The evolution of Jose Joya as an 
artist is evident in his works that 
exhibit a style that led him to explore 
indigenous forms and expressions. 
His oeuvre during this period 
revealed a multilayered space that 
utilized vibrant hues and occasional 
use of neutral tones. As observed 
in this untitled piece, his abstract 
paintings and harmonious colors are 
often inspired by tropical landscapes.

In the ‘70s, around the time the lot 
at hand was created, the fine artist 
found himself in his experimental 

phase. He worked in a variety of media 
and forms, from ceramic designs 
and figure sketches to oil and acrylic 
paintings, which comprised the bulk 
of his major works. His renowned oil 
painting titled “Warm Afternoon” 
was made in 1974, the same year 
this untitled piece is dated. The 

decade was fruitful in his celebrated 
career as he also was a dean of his 
alma mater, the University of the 
Philippines College of Fine Arts, from 
1970 to 1978. In 1971, he received 
the Patnubay ng Kalinangan award 
during the 4th Centennial of the City 
of Manila. (P.I.R.)

was used for centuries in the creation 
of cosmological models. The ensō is 
also thought to help with meditation 
practice, and a person who is mentally 
and spiritually complete, as Zen 

Buddhist calligraphists believed, can 
draw a true ensō. Although the artist 
himself does not practice Buddhism, 
Lao admitted in an interview that he is 
intrigued by it. (P.I.R.)
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Within the context of Philippine art and its artworld, 
the mainstream populace is more likely to attribute the 
medium of painting, sketches, and even prints to the term 
fine art. Despite having existed since the pre-colonial 
period through primarily ritualistic, religious, and even 
utilitarian purposes, sculptures often do not occupy the 
same level of mainstream popularity as other media. 
Regardless, sculpture has enjoyed much conceptual rigor 
and experimentation as much as other forms of art, and 
here in the Philippines, no one has contributed to the 
novel exploration of the medium within recent memory 
as much as Gabriel Barredo

Barredo's artistic style defies easy categorization, as his 
installations defy conventional notions of medium and 
form. He seamlessly combines found objects, organic 
materials, mechanical components, and even taxidermy, 
constructing intricate and immersive environments. His 
works often take on labyrinthine structures, where viewers 
navigate through a maze of objects, each laden with 
symbolism and meaning. Barredo's meticulous attention 
to detail creates a palpable sense of awe and intrigue. 
His installations frequently incorporate discarded objects 
and remnants of the past, resurrecting them as potent 
symbols of collective memory. Through his manipulation 
of these objects, Barredo challenges our preconceptions, 
prompting contemplation about the transient nature of 
life and the legacy we leave behind. (J.D.)

3  PROPERTY FROM THE MARITESS MENDOZA PINEDA COLLECTION

Gabriel Barredo (1957 -  2020)

Suite of Salon Furniture
aluminum, steel, resin and iron
round table: H: 29" (74 cm) D: 45" (114 cm)
chairs: 50" x 19" x 19" (127 cm x 48 cm x 48 cm) each
wall mirror: 45" x 35 1/2" (114 cm x 90 cm)

P 300,000



L E Ó N  G A L L E R Y3

4  PROPERTY FROM THE GRACE KALAW KATIGBAK COLLECTION

Augusto Albor (b.  1948)

Etherfield
signed and dated 1996 (upper right and verso)
acrylic on canvas
72" x 72" (183 cm x 183 cm)

P 500,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist

LITERATURE
Reyes, Cid. Immaterial: The Art of Augusto Albor. 
Mandaluyong City: Artinformal, 2010. Full-color 
photograph and painting description on page 69.

The abstract oeuvres of Augusto Albor show 
universal themes or “liberating forces” — time and 
place, emotion and memory, and transition and 

permanence.

His Ether Series is created out of his explorations on the 
expressive qualities of muted colors, space, and texture. 
In this 1996 work titled Etherfield, the subtleties of the 
aforementioned expressive qualities are treated with his 
distinct focus on the pursuance of an imagined image as 
he visualizes elements that fill ethereal regions of space. 
The canvas is blanketed with a predominance of gray that 
evokes luminance and invites the viewer to look inward, 
into a state of sustained meditation.

Albor, along with the younger generation of abstract 
artists, continues to adhere to the minimalist aesthetics 
that were championed by the country’s foremost 
abstractionists, such as Fernando Zóbel, Arturo Luz, 
and Leandro Locsin. Also, situating Albor’s works with 
those of Rothkho, Cid Reyes wrote that he is among the 
foremost abstract artists who believed that painting is an 
instrument for conveying emotions and an exposition of 
one’s existence. He “regards his paintings as emanations 
of his conviction and concepts,” the art critic noted. (P.I.R.)

Grace Kalaw Katigbak. Image courtesy of Philippine Star.
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Romeo Tabuena (1921- 2015)

Mother and child
signed and dated 1960 (lower left)
oil on canvas
27" x 16" (69 cm x 41 cm)

P 200,000
PROVENANCE
Private Collection, USA

The years immediately after the 
Second World War were marked by 
the rise of the Neo-Realists, who took 
off the modernist movement started 
by Victorio Edades to unprecedented 
heights. The most prominent among 
them was Romeo Tabuena. Spurred 
by the artistic developments in the 
local art scene and, more so, in the 
larger international arena, Tabuena 
left the Philippines in 1952, living 
first in California before moving 
to New York. After a brief reunion 
with PAG founder Lyd Arguilla and 
a European tour in 1954, Tabuena 
would eventually settle in San 
Miguel de Allende, Mexico, in 1955, 
taking up residence and accepting a 
scholarship to pursue further studies. 
Tabuena would permanently call 
Mexico his home while retaining his 
Philippine citizenship.

In Mexico, Tabuena developed 
a colorful and prismatic style of 
painting featuring the common folk, 
such as candle vendors and street 
sweepers. Tabuena also unleashed 
his Expressionist powers with his 
darkly toned compositions, lending 
an overall heavy atmosphere 
that implies the socio-economic 
disposition of the ordinary people. 
Such is the case with this work titled 
Mother and Child. The slender, 
elongated figures represent the 
influence of Chinese scroll painting 
in Tabuena’s style, which had been 

evident since the earlier phase of 
his painting career. In Tabuena’s 
interpretation of the popular subject, 
the figures’ facial expressions 
denote anguish and suffering; 
their frail physical structures imply 
deprivation. Tabuena’s expressionist 

distortion of the mother and child, 
juxtaposed with a monochromatic 
yet striking background powerfully 
highlights the somber subjects in 
their penurious reality, leaving an 
unequivocal depiction of the distress 
of the masses. (A.M.)
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Arturo Luz's Cities of the Past series reflect the foremost 
modernist's penchant for breathing new life into 
forms and images, reinventing them, reconstructing 
memory, and emphasizing the power of one's creative 
imagination. Luz says of this series: "These architectural 
paintings—which I call Cities of the Past—are imaginary 
landscapes, recollections of my Asian pilgrimages. They 
have one common element: they are not literal but rather 
composite images from memory. They are imagined, 
transformed, invented." 

It all started in 1988 when Luz embarked on an excursion 
throughout the Asian continent. At that time, Luz had just 
resigned from his post as Director of Art at the Museum 
of Philippine Art (MOPA). Now having the luxury of time, 

Luz visited several Asian historical sites, including the 
Angkor Wat in Cambodia, the Borobudur in Indonesia, 
the Sukhothai in Thailand, and the Hindu, Buddhist, and 
Muslim temples of worship in South Asia. Equipped with 
his photograph, Luz's pictures of those monumental 
edifices engendered an artistic metamorphosis and 
reinvention within his creative psyche. 

Luz started his Cities of the Past in the late 1990s 
after embarking on his Carnival Forms and Forms of 
Amusement. As this piece, Burmese Landscape, Yellow 
Sky, encapsulates, Luz evokes the grandiosity of ancient 
architectural structures rendered in his minimalist 
geometric language. Luz depicts a temple complex 
reminiscent of Shwedagon Pagoda, a UNESCO tentative 
world heritage site and the most sacred Buddhist pagoda 
in Myanmar, as it possesses the relics of four Buddhas of 
our present era (kalpa), including Siddhartha Gautama, 
the founder of Buddhism. Set against Luz's trademark 
backdrop of a yellow ochre sky, the structures possess 
an upward orientation, delineated by well-calculated 
horizontal and vertical lines that give off a stately and 
imposing appearance. Although one may initially dismiss 
it as a cold form of abstraction, Luz's masterful weaving 
of his calculated lines, mathematical sensibilities, and 
instincts breathe dynamism through the skyward 
orientation of his lines and figures. It is, indeed, the artist's 
grandest in his oeuvre. (A.M.)

6

Arturo Luz (1926 - 2021)

Burmese Landscape, Yellow Sky
signed (lower left) and dated 2014
acrylic on canvas
24" x 36" (61 cm x 91 cm)

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

PROVENANCE
Private Collection, Manila
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Oscar Zalameda (1930 -  2010)

Pink Mosque 
signed (lower right)
ca. 1960
oil on canvas
35" x 39" (89 cm x 99 cm)

P 800,000
PROVENANCE
Private Collection, Makati City

A well-traveled artist, Oscar Zalameda boasted 
oeuvres that eloquently reflect his international 
worldview — one born of experience and taste. 

He attended several art schools abroad, exhibited in 
popular cities, and earned prestigious awards as well. 
His aesthetic that evokes opulence and elegance was 
acquired during that formative time in his life, and it 
might be worth mentioning that he was said to be a 
hedonist who lived well and had high-society connections. 
The lot at hand can be perceived as an allusion to his 
cosmopolitan lifestyle, but it is also a piece where one can 
observe the artist’s predilection for abstraction.

Pink Mosque, an oil painting made in ca. 1960, portrays 
the Nasir al-Mulk Mosque in Shiraz, Iran. As written in the 
title, it is also called the “Pink Mosque” or the “Mosque 
of Colors.” The traditional mosque was built during the 
Qajar dynasty, under the order of Mirza Hassan Ali Nasir-
ol-Mulk, one of the lords and aristocrats of Shiraz. The 
construction began in 1876 and was completed in 1888. A 
space where art and worship intertwine, the Persian vista 
comes to life when colorful sunlight reflections dance on 
its surfaces.

Among the architectural monuments in Iran, Pink 
Mosque is one of the most important mosques in Shiraz. 
The structure is at the same time not too old and not 

too new, but it is regarded as a celebration of both 
classic and modern times embedded in Islamic heritage. 
Furthermore, it has roots in the architecture and other 
arts that flourished in the Golden Age of Islam.

The artist captured the Pink Mosque on his canvas with 
the use of his mastery of color and atmosphere. Around 
the time he created this piece, in the mid-’50s up to the 
beginning of the ‘60s, his Cubism had become more 
conspicuous. His abstract approach included subdued 
colors and lines, the softened brushstrokes render a visual 
correspondence between figuration and abstraction, 
unraveling a unique abstraction that has not entirely 
abandoned the concept of figurative imagery. His 
subjects still resemble representational figures, but the 
visual likeness is not the primary concern of his art.

Zalameda aims to impart that abstraction need not be 
hard to read and need not be willfully ambiguous. For 
that, he is best known for the style that would be his 
signature: the looser cubist forms accompanied by bold 
and assured colors. Aside from works such as this one, 
he also captured the hearts of many with his brilliant 
renditions of rustic Filipino motifs. Well, a few years later 
after this piece was created, the First Lady Imelda Marcos 
invited him to hold a one-man show at the Malacañang 
Palace in 1966. (P.I.R.)

Oscar Zalameda (1930 - 2010).
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The Pink Mosque of Shiraz 
 Zalameda Paints a Persian Vista
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Apart from his iconic cubist oeuvres, Cesar Legaspi also 
painted dreamlike landscapes. He decided to depict the 
lots at hand desolated and absent of human presence, 
evoking in his art that nature is alive and survives.

The nature paintings are pleasing to the eye, in spite of the 
fact that the artist was color blind, interchanging red for 
green oftentimes. Fortunately, in these pieces, there is no 
need to resort to the imagination because the landscapes 
are indeed in the rich colors of a verdant forest. The scenic 
views on the watercolor canvases are beautiful locations 
in Baguio and Bicol. In Kennon Road, he portrayed a well-
known route of the same name where one can marvel at 
a panoramic sight of mountains and lush forests. And, in 
Landscape inscribed with “Layug, Barcelona, Sorsogon,” 
Legaspi portrayed the province that houses the century-
old Barcelona Church.

He holds the record of five retrospective exhibitions at 
different venues, one of which was held at the Museum of 
Philippine Art in 1978. A few years later, he was awarded 
the most-coveted title of National Artist for Visual Arts in 
1990. (P.I.R.)

8

Cesar Legaspi (1917 -  1994)

a. Kennon Road
signed, inscribed Kennon Road, 
and dated 1978 (lower right)
watercolor on paper
14" x 10" (36 cm x 25 cm)

b. Landscape
signed, inscribed Layug, Barcelona, Sorsogon, 
and dated May 18, 1978 (lower left)
watercolor on paper
11 1/2" x 9 3/4" (29 cm x 25 cm)

c. Landscape
signed and dated 1977 (lower left)
watercolor on paper
15" x 21 3/4" (38 cm x 55 cm) 

P 200,000
PROVENANCE
Private Collection, Manila
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9

Michael Cacnio (b.  1969)

Man in a Banca 
(Nature's Bounty Fishing Series)
signed and dated 2006
brass
26 1/2" x 21 1/2" x 12 1/2" 
(67 cm x 54 cm x 31 cm)

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

Michael Cacnio grew up in the 1970s 
in Malabon, a town with a strategic 
location that lay in proximity to 
Manila Bay and crisscrossed by the 
Navotas, Dampalit, Muzon, Tanza, 
Tullahan, and Polo Rivers. At a 
time when these rivers were still 
clean and navigable, fishing was 
the major source of livelihood for 
the town’s inhabitants. Fishponds 
also proliferated in Malabon, with 
the cultivation of bangus (milkfish) 
as a primary industry. Malabon 
owed the conduciveness of bangus 
farming to its fertile pond soils that 
naturally sustain food for the fish. 
This tranquil scene captivated the 
brush of no other than the master of 
the Philippine countryside, Fernando 
Amorsolo, immortalizing in his 1950 
work titled Sunset Over Malabon 
Fishponds (now in the Adamson 
University Collection) an idyllic image 
of the fishing town. 

It is no wonder that Cacnio had also 
naturally gravitated to this former 
glorious image of his homeland, 
paying homage to its vibrant past in 

his “Nature’s Bounty Fishing Series.” 
In a 2014 Inquirer article titled “The 
Cacnio Legacy,” Cacnio shares that 
he had always drawn inspiration 
from his childhood. “As the youngest 
of the family, I was very carefree 
and playful. I was always out on the 
streets of Malabon playing the latest 
popular games,” Cacnio reveals.

In Man in a Banca, from the artist’s 
“Nature’s Bounty Fishing Series,” 
one can easily imagine the boatman 
plying the rivers of Malabon or sitting 
in his firmly secured boat in the vast 
fishponds. He wears a beaming smile 
over his bountiful catch, much to his 
satisfaction of providing for another 
day’s sustenance and livelihood. 

Cacnio deliberately left the man’s 
face blank in a genuine homage to 
the generations of Malabonians who 
once sustained their everyday lives 
through fishing. Moreover, Man in 
a Banca is a poignant and nostalgic 
image not only of Cacnio’s childhood 
but of a fast-vanishing culture of 
sustainable livelihood. (A.M.)
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Jose Joya (1931 -  1995)

Pahiyas
signed and dated 1993 
(lower right; signed, titled, 
and dated May 15, 1993 (verso)
acrylic collage
23" x 15" (58 cm x 38 cm)

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

PROVENANCE
Acquired directly from the artist by the present owner 

LITERATURE
Arcellana, Francisco. Joya. Manila: Dick Baldovino Enterprises, 1996. 
Full-color photograph. Listed as "Pahiyas, April 19, 1993" in Joya's 
Catalogue of Works compiled by Ruben D.F. Defeo.

Jose Joya’s lyrical Pahiyas is a visual spectacle that 
authentically captures the radiant reds and the 
jubilant atmosphere of the famed Pahiyas Festival 

in the farming town of Lucban, Quezon Province’s “Art 
Capital” and “Rice Capital.” Celebrated annually every 
May 15 in honor of San Isidro Labrador, the patron 
saint of farmers, the Pahiyas is a thanksgiving fête 
for a bountiful harvest. Houses become a pageant of 
agricultural produce, decorated with fruits, vegetables, 
handicrafts, and the iconic Lucban motif, kiping, a leaf-
shaped wafer made from glutinous rice. The book 
Pagdiriwang 2: Stories of Filipino Rites and Rituals writes 
that the kiping is made only for the day of the festivity, 
“for it is a very special treat; decoration that is good to 
eat. Only a few people know how to make kiping. First, 
new rice is ground, made into thin dough, spread on leaf-
shaped molds, colored and dried crisps.”

The bright reds of the work at hand signify the gaiety 
of the Lucbanins in their fervid thanksgiving to their 
beloved patron, San Isidro. Pahiyas also encapsulates 
Joya’s further exploration of Philippine themes until the 
twilight of his earthly life. The piece forms a quintessential 
and avant-garde part of Joya’s oeuvre called “acrylic 
collages,” which he started incorporating in the early 
1970s. They are characterized by Joya’s usage of finely 
grained, diaphanous rice papers reminiscent of the kiping 
and translated into the artist’s abstract expressionist 
language of visually articulating the world around him. 

Interestingly, Joya likely personally encountered the 
Pahiyas Festival in one of his extensive travels within the 
country during the 1970s, conducting workshops and 
establishing art associations in the far-flung provinces. 
“With the imposition of martial law…came the travel 
ban, virtually confining my travels exclusively to the 
Philippines,” Joya once said. “Paradoxically, it served to 
open my eyes to the beauty and potential of my own 
country. More than at any other stage of my artistic 
development, I came face to face—and celebrated—my 
identity as Filipino.”

And while this particular piece mirrors a Lucban home 
decked with eye-catching kiping, Joya’s enduring love 
affair with the Pahiyas that began at the peak of his 
career reaches its climax in this work that perfectly 
encapsulates the artist’s high regard for folk art and his 
indebtedness to the festivity that engendered a novel 
approach in his style. 

The book Pagdiriwang further notes that “when ready, 
kiping is so fine, light passes through it; so bright it catches 
the sun.” A circular figure can be seen at the top right 
corner of the piece, symbolizing the sun, its warmth, and 
its capacity to nourish and sustain the gift of life. Similarly, 
the vividness and clarity of Joya’s art compellingly allude 
to how Filipino culture, expressiveness, and ingenuity 
illuminated and enlivened his creative spirit. 

Joya finished painting Pahiyas on April 19, 1993, a month 
before the official commencement of the annual festivities. 
Just like how the colorful kiping has become a symbol 
for the Lucbanins to brighten their homes, exhibit their 
ingenuity, and manifest their gratitude to the Almighty 
and his servant, San Isidro, Joya’s Pahiyas is his fervid 
thanksgiving and indebtedness to the collective creative 
soul of the Filipino, from which his great art sprang and 
eventually became grounded.

Like his name, Pahiyas is truly a jewel in Joya’s oeuvre. (A.M.)

José Joya, circa 1980.

THE FIERY COLORS 
OF SUMMER
Joya Captures the Pahiyas Fiesta
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Mark Justiniani’s Balik Tanaw is 
an early work made by the artist 
a year after his conferment of 
the prestigious Cultural Center 
of the Philippines Thirteen Artists 
Award in 1994. It shows the artist’s 
penchant for producing surrealist 
works revolving around allegories 
concerning our history, identity, 
and relevant societal issues, to 
name only a few, even at the early 
phase of his career. 

In this work, Justiniani depicts a 
man clad in the katipunero outfit: 
a camisa de chino, complemented 
by red kundiman pants and a scarf 
worn around the neck (although 
historians have since debunked this 
“traditional” ensemble based on 
surviving photographs). His body is 
bent over, with his head upside down 
and positioned between his legs. His 
bearing evokes the age-old manner 
to detect an aswang: looking at the 
suspected person from between 
one’s legs. He is about to fall from 
a seemingly fathomless cliff while 
unwarily walking. 

The piece reminds its viewers of 
the pitfalls of historical ignorance 
and, to a greater extent, historical 
distortion, erasure, and denialism. 
A dark, brooding atmosphere 
pervades the background, signifying 
the precariousness of a people 
who would capitulate to historical 
negationism and the oppressors’ 
deception to advance their 
mercenary interests. The image of a 
man about to fall evokes the Spanish-
American philosopher George 

Santayana’s famous aphorism, 
“Those who cannot remember the 
past are condemned to repeat it.” 

But hope still lingers. The familiar 
image of a katipunero reminds us 
of our collective struggles against 
our oppressors in history. That no 
matter how tragic our past is, it is 
still imperative to remember it and 
the legacy of our valiant ancestors 
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Mark Justiniani (b.  1966)

Balik Tanaw
signed and dated 1995 (lower center)
oil on wood
25" x 22" (64 cm x 56 cm)

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

PROVENANCE
León Gallery, The Asian Cultural Council Auction 
2018, Makati City, 3 March 2018, Lot 69

and continue their struggles for us 
to attain national democracy and 
genuine emancipation.

Be wary of the modern-day aswangs, 
those who charmingly masquerade 
themselves only for us to find out 
their deceitfulness and repressive 
apparatuses to maintain their 
oppressive status quo. We must 
never forget. (A.M.)
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Marcel Antonio (b.  1965)

Lupus in Fabula
signed (lower right)
acrylic on canvas
36" x 48" (91 cm x 122 cm)

P 400,000
PROVENANCE 
León Gallery, The Spectacular Mid-Year Auction 2021, 
Makati City, 5 June 2021, Lot 37

In contrast to the subject matter of his parents, 
Angelito Antonio and Norma Belleza, Marcel Antonio’s 
body of work is influenced by modernism and 1980s 
postmodernism and contains themes of narrative and 
pseudo-narrative figurative art that can be likened to 
magical realism. The works of Antonio are characterized 
by having comprehensible expressionism with themes 
imbued in mystery. He employs images that juxtapose 
fictitious elements against a backdrop of realism. Lupus 
in Fabula, literally “the wolf in the story,” is a proverb used 

when a certain person speaks of someone or something 
and they or it suddenly appears, almost as if that person 
was summoning them. Antonio perfectly captures the 
proverb in this particular work, creatively encapsulating 
a visual representation of it and rendering it through his 
distinctive style. Amid her trance and subliminal depths 
of her mind, the woman seems to demand the presence 
of a certain man who immediately brings his existence 
unbeknownst to the one who summoned him. This 
represents a melancholic yearning for the cravings of the 
flesh resulting from social alienation. Employing his “blue 
funk erotica,” a subtle sort of fetishism that borders on 
the drama of despondency and pensive sadness is evoked 
by Antonio, instead of relying on sensual eroticism as a 
source of carnal passion. (A.M.)
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LOTS 13 & 14

THE DR. VICTOR REYES MANANSALA
Friend to Manila’s Modernists

Widely honored as the "Father of Philippine 
Neurosurgery," Dr. Victor A. Reyes, M.D. was a 
man of many firsts. In 1951, he became the first 

Filipino and first Asian to be certified by the American Board 
of Neurological Surgery, the gold standard for certifying 
neurological surgeons in the United States. Dr. Reyes founded 
in 1952 the neurosurgery service of the Philippine General 
Hospital upon returning to the Philippines from his studies 
abroad. In 1971, Dr. Reyes conducted the country's first 
successful transsphenoidal surgery for pituitary tumor.

Reyes honed the minds of future Filipino neurosurgeons, 
including Dr. Faustino Domingo, Jr., who, in 1959, became the 
country's first locally trained neurosurgeon.

The University of the Philippines bestowed Dr. Reyes with its 
highest honor, the "Builder of Medicine" award, in 2005, a year 
before his passing. 

Dr. Reyes was a humanitarian, joining the polymath Dr. Albert 
Schweitzer in his mission of serving Africa's poor. 

Aside from his medical pursuits, Dr. Reyes delved into 
sculpting and painting. His magnum opus is the monumental 
plaster sculpture, The Source. Dr. Reyes and his wife, Edna, 
were also celebrated collectors. The jewel in their collection was 
the magnificent 1971 H.R. Ocampo triptych—I Am, I Love, and 
I Was, collectively titled Passage, which depicts man's journey. 
A work exemplifying Ocampo's most beloved and coveted 
"Visual Melody Period," it was commissioned by Dr. Reyes 
himself. Passage would eventually be among the highlights in 
the seminal Two Navels: Leon Curated Auction, mounted by Leon 
Gallery in 2016.

Also among the memorabilia exhibited was a letter from Dr. 
Reyes to H.R. Ocampo, discussing in compelling detail the 
painting commission. Through Ocampo, Dr. Reyes would also 
meet fellow artist Vicente Manansala. 

As such, the pieces in this auction from Reyes' collection 
encapsulate the discerning taste of a refined and sophisticated 
man. (A.M.)

ABOVE: Dr Victor Reyes and his wife, Edna. LEFT: Passage (I Am, I Love, I Was) by 
H.R. Ocampo. RIGHT: The letter from Dr. Victor A. Reyes commisioning a work 
from H.R. Ocampo. 
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Vicente Manansala was the first Filipino artist who took a keen 
interest in the image of the slums. Manansala had personally 
experienced the hardships of war. He succumbed to producing 
portrait after portrait from commissions in exchange for money 
to buy rice grains, even mixing hardened paint with coconut oil 
whenever his supplies ran out. After the war, Manansala lived in 
the slums of Reina Regente in Binondo while working as a staff 
artist for The Evening News. The September 28, 1958 issue of 
This Week Magazine notes: "It was here that he got the idea for 
the barong-barong paintings, which started a trend in Philippine 
painting...It was also here that his nationalistic feeling was 
aroused...."

As such, Manansala facilitated himself with utmost empathy 
and compassion in depicting pieces of post-war realities. In an 
interview with Christina Lopa in 1979, the artist says: “...I have 
compassion for the poor…I understand what it is like to have 
nothing. I experienced that.” In another interview, this time with 
Cid Reyes in 1973 and published in his landmark Conversations 
on Philippine Art, Manansala remarks: “I am not an intellectual. 
I am a peasant. I do not paint from the mind. I paint from the 
heart!”

The barong-barong in the work at hand is unmistakable, 
compellingly showing its harsh realities. Manansala captures 
the congestion in the slums and the shambolic consolidation of 
salvaged materials using a one-point perspective. The solitary 
atmosphere of the work conveys the grievances of its inhabitants, 
who had once hoped for betterment but were abandoned and 
became victims to the deceptive promises of post-war regimes, 
which remained chained to the interests of their former colonial 
masters.

Manansala's refusal to kowtow to Western Cubism and its 
disintegration of forms manifests his resolute humanization of 
the poverty-stricken, especially in the post-war milieu's anxious 
and frail socio-economic conditions. In doing so, he maintains 
that the right of the impoverished to live in dignity is inviolable.

This gripping depiction of unadulterated reality struck Dr. Victor 
Reyes, a humanitarian who joined in serving the poorest of Africa.  

One can also easily imagine this work as the setting of his seminal 
1950 work, Madonna of the Slums. 

Manansala's earlier iterations of his barong-barong gave him 
several nods, including First Prize for "Barung-barong No. 1" and 
Honorable Mention for "Barung-barong No. 2" at the Manila 
Grand Opera House Exhibition for the Art Association of the 
Philippines in 1950. The work at hand goes on a similar trajectory; 
it encapsulates Manansala at the peak of his creative powers. By 
this time, he had been bestowed the Republic Cultural Heritage 
Award (1963), the forerunner to the National Artist Award. (A.M.)

13  PROPERTY FROM THE DR. AND MRS. VICTOR REYES COLLECTION

Vicente Manansala (1910 -  1988)

Barong-Barong
signed and dated 1966 (lower left)
oil on masonite board
15 1/2" x 28" (39 cm x 71 cm)

P 1,200,000
PROVENANCE
Acquired directly from the artist
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14  PROPERTY FROM THE DR. AND MRS. VICTOR REYES COLLECTION

Ibarra dela Rosa (1943 -  1998)

Barong-Barong
signed and dated 1970 (lower right)
oil on canvas
40" x 37" (102 cm x 94 cm)

P 140,000
PROVENANCE
Acquired directly from the artist

Art as a potent medium to preserve the past rings true 
for Ibarra dela Rosa. In an attempt to eternalize the glory 
of local historical landmarks, at least on his canvases, 
he created the Intramuros Series in 1973 and the Fort 
Santiago Series in 1974. However, prior to his two famous 
series, there were his simple oil paintings, such as the lot 
at hand titled Barong-Barong, dated 1970.

His take on street architecture as a subject was rendered 
with precise draftsmanship and a colorful palette 

selection that truly does stand out, transforming scenes 
into dream-like settings. His oeuvres may seem ever-
changing from period to period, but the allure culled from 
the vibrance and brilliance pervading the piece is always 
present. For that, he was regarded as the pioneer of 
meticulous Impressionism in the Philippine art landscape.

There is much acclaim in the artistic career of dela Rosa, 
he had many followers and buyers during his lifetime. 
He was also among the pioneering batch of Dimasalang 
Artists, an influential group that possessed an assortment 
of styles and influences. In 1970, when this piece was 
made, he held his first solo show at the Solidaridad Gallery, 
and two years after in 1972, he became a recipient of the 
highly coveted Thirteen Artists Award from the Cultural 
Center of the Philippines. (P.I.R.)
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Vicente Manansala’s nude works, whether in any medium he 
employed, demonstrate the master’s profound understanding of 
human anatomy. On his heydays, a model would come to his 
house on Wednesdays to pose in the nude. His sessions would 
last from morning to afternoon, with no less than two nude 
works produced daily. Manansala created numerous nudes in 
charcoal.

As exemplified by this nude piece, Manansala exhibits his 
dexterity and familiarity with the human body, rendering with 
utmost likeness the beauties and flaws of the flesh. Light and 
shadow engage harmoniously as Manansala ingeniously plays 
with their dynamics. 

Joy Mallari’s figurative expressionist style is often linked with 
the artistic sensibilities among Salimpusa and Sanggawa artist 
groups, but it is her narrative approach, in which she explores 
the connections between literature and art, that makes her 
works distinct. This particular piece goes beyond the artist’s 
usual practice given that the work accommodates history. In 
Tagatala, we see the figure of a person amidst a hazy field made 
out of different bits and pieces of a map. Most notably on the 
top right corner, we see a motif that bears resemblance to the 
Murillo Velarde map of 1734. The map is often considered one 
of the most important artifacts in Philippine cartography. The 
“Mother of all Philippine Maps” has gained popularity over the 
years given that it was a seminal piece of information in the 
country’s  fight over its territorial dispute over the West Philippine 
Sea. Mallari’s work is one that explores the often abstract nature 
of borders and even of history in our attempt to record a world 
whose natural disposition is to be ephemeral. (J.D.)
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Vicente Manansala (1910 - 1988)

Nude
signed and dated 1972 (upper left)
charcoal on paper
24" x 17 1/2" (61 cm x 44 cm)

P 180,000
PROVENANCE
Private Collection, Manila
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Joy Mallari (b.  1966)

Tagatala
signed and dated 2020 (lower left)
oil and mixed media
24" x 18" (61 cm x 46 cm)

P 200,000
Accompanied by a certificate issued by Pintô Art Museum
confirming the authenticity of this lot

Isabel Nazareno writes in the book Discovering Manansala: 
“[Manansala] reminisced that during his student days at the 
UP…they used to copy a skeleton together with the layers of flesh 
and body parts, while their professor pointed out and explained 
the different bones and muscles in the body.” (A.M.)
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Nena Saguil (1924 - 1994)

Untitled (Assemblage)
signed and dated 1986 (lower right)
mixed media on canvas
unframed: 38 1/2" x 24" (98 cm x 61 cm)
framed: 50" x 39" (127 cm x 99 cm)

P 1,000,000
PROVENANCE
Private Collection, Manila

Though Filipino art in the 20th century was not only 
diverse but considered groundbreaking given the 
development of different styles and techniques, 

it was still plagued by the same problem as its Western 
counterparts; it was very much dominated by men. 
Although women and female artists were not unheard of, 
relatively speaking they were few and far between. While 
those who managed to join the ranks of the country’s 
artistic canon occupy a unique position of setting the 
standard for future generations.

The artistic practice of Nena Saguil is among those who 
not only defined the landscape of Philippine visual art , 
but arguably of abstraction as well. A sizable portion of 
Saguil’s career was spent in Paris where she supported 
her art through odd jobs. When asked why she wouldn't 
return to the country to live out a much more comfortable 
existence, Saguil noted that the local art world was too 
patriarchal, thus choosing the more liberating albeit 
more laborious existence abroad. One can argue that 
this emancipatory act eventually affected her art. Once 
perceived as mathematical or strictly methodological, 
Saguil’s unique brand of abstraction is undoubtedly both 
spontaneous and organic. Its various shapes alluding 
to all sorts of naturally occuring patterns, shapes, and 
ephemera. This insistence on the organic, on the natural 
can be seen as a liberating act by an artist no longer 
constrained by expectations; an artist that is truly 
herself. (J.D.)

Nena Saguil at her Paris apartment with the artwork 
in the background  © Best of the Philippines
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Andres Barrioquinto (b.  1975) 

Bell Ring
signed and dated 2007 (upper right and verso)
mixed media on canvas
36" x 36" (91 cm x 91 cm)

P 400,000
PROVENANCE
Private Collection, Manila

Often referred to as the Dark Man of Philippine Art due 
to the often surreal, novel and mysterious disposition 
of his works, visual artist Andres Barrioquinto has 
undoubtedly made a name for himself in both the local 
and international contemporary art scene. Though 
Barrioquinto was born in Manila, he spent his formative 
years in Hong Kong where he studied at the Royden House 
School. He eventually returned to the Philippines where 
he received his degree in Fine Arts from the University of 
Santo Tomas. Barrioquinto has since developed a number 
of distinct styles and practices.

 His earlier works often distorted and jagged visual elements 
rendered in a dark and almost surreal treatment. These 
works were considered to be highly emotionally charged 
and rooted in the angst that Barrioquinto felt and wanted 
to communicate. He eventually progressed beyond his 
eerie imagery and developed a style that focused on 
hyperrealism imbued with a sense of surrealism. During 
this period, Barrioquinto would often create portraits that 
emphasized a certain balance between subdued colors 
and more whimsical elements. Despite this shift in tone, 
Barrioquinto’s darker disposition would often creep into 
these newer works in the form of muted colors, decaying 
elements, or even through a sense of aloofness in his 
subject’s expression. These works were often rendered in 
a mix of acrylic and oil, a mixture that gives his works a 
unique character that seemingly blends together the real 
and imaginary. (J.D.)
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Ramon Orlina (b.  1944)

Mergence 
signed and dated 2010 (lower right)
carved green glass
15 1/4" x 10 1/2" x 9 1/2" (38 cm x 26 cm x 24 cm)

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

Unparalleled. Incomparable. Inimitable. These words 
perfectly encapsulate the ever-impressive genius of 
Ramon Orlina. The artist, who is now entering his 48th 
year since his debut solo exhibition at the Hyatt Hotel’s 
Hyatt Gallery in Manila, emerges stronger with every 
glass sculpture he ingeniously yields. 

The revered art critic Alice Guillermo once praised 
Orlina’s sculptures, saying, “In his glass art, Ramon 
Orlina revels in his chosen role of artist as eternal 
player of games, purveyor of magic and illusion 
and creator of visions of utopian beauty.”

“Mergence” is defined as the act of integrating, 
merging, incorporating, or absorbing various 
elements. In this particular piece, Orlina 
evokes the term’s definition in the sinuous 
curves and undulating corners that merge into 
a single majestic opus and producing an image of 
fineness and transparent vision of elegance.

The work’s title holds true to Orlina’s creative praxis: 
merging the physicality and transparency of 
glass with the transcendental nature of 
his themes, thus producing works that 
appeal to both the senses and an 
almost mystical existence found in 
the depths of our inner beings. (A.M.)
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Guillermo Tolentino (1890 - 1976)

A Country Scene
signed (lower right)
ca. 1915
oil on canvas
19 1/2" x 25 1/4" (49 cm x 64 cm)

P 200,000
PROVENANCE
A wedding gift from the artist to 
Benito and Amalia Natividad

A courageous military leader, 
eventually judge and then 
governor, Gen. Benito Alejandrino 

Natividad was born on January 12,1875 
in Jaen, Nueva Ecija. Together with his 
brothers, he would take up arms and fight 
in the Philippine Revolution to avenge his 
father's death, a prominent lawyer and 
the first martyr of Nueva Ecija. 

He also fought in the Philippine-
American War and served as aide to Gen 
Antonio Luna who led the Central Luzon 
campaign. Natividad was almost killed 
fighting alongside Gen. Luna, suffering 
a serious gunshot wound in the leg. (The 
young Lieutenant Manuel Quezon was 
promoted to captain for getting him 
to safety by hiding Col. Natividad in a 
haystack.)

For this valiancy under fire and just at the 
age of 24, Natividad was thus promoted 
to brigadier-general, becoming one of 
the youngest in the War. If he had been 

more physically fit, he would have been 
with Gen. Luna during that tragic trip to 
Cabanatuan. He would become a cripple 
due to his wounds, but this would not 
deter him.

When Gen Manuel Tinio was recalled by 
Aguinaldo to help in the reorganization 
of the forces of Nueva Ecija in 1899, 
Natividad remained behind with just a 
few riflemen and a number of armed 
insurgents who oversaw the whole Ilocos 
region at the time which included the 
guarding of 4,000 Spanish prisoners 
and 25 captured Americans, scattered in 
various towns. 

Despite their overwhelming numbers, the 
prisoners did not even think of rising against 
the General because they were treated 
very well and they deemed "El Cojo” (“The 
Cripple”) not a man to trifle with.

His other biographer, Antonio Figueroa, 
writes, “Gen. Natividad was a sort 
of legend, unfazed by the injuries he 
sustained. Juan Villamor, a colleague, 
described his courage as tenacious, 
despite ‘his helplessness [because] of his 
wounds, one of which compelled him to 
drag his right leg, making it exceedingly 
difficult for him to climb the mountains, 
preferring instead to take his luck with the 
Tinio Brigade in its guerrilla operations, 
rather than surrender himself to the 
enemy as others had done.’ 

Figueroa continues, “Gen. Natividad 
surrendered to the Americans on July 
20, 1906 in Rizal, Cavite, along with 
revolutionary president Macario Sacay, 
war secretary and second vice-president 
Francisco Carreon; and third-lieutenant 
generals Julian Montalon, L.D. Villafuerte, 
and Lucio de Vega.

When the war ended, he continued his 
law studies at San Juan de Letran and 
became a full-fledged lawyer. He would 
rise to become a judge. He was elected 
governor in Nueva Ecija in 1910-1913 and 
successively served as provincial fiscal in 
Zambales, Tarlac, Cavite, Rizal, Samar, 
Albay and Leyte. He was promoted as 
judge of the Court of First Instance in 
Leyte, Cebu and Davao.

Gen. Natividad married late at the age of 
40 to Amalia Inocencio, ten years his junior 
and a granddaughter of Maximo Inocencio, 

one of the first martyrs of Cavite, of Trece 
Martires fame. 

The work at hand, by Guillermo Tolentino, 
was a wedding gift to the happy couple. It 
is a work that we can assume is circa 1915, 
the year that Gen. Natividad would marry. 
That would also be the year that Tolentino 
would graduate from the University of the 
Philippines School of Fine Arts.

It’s a vista of an ideal Philippines, the 
country that the General and wife fought so 
hard to re-imagine. A woman dressed in a 
red tapis dips her toe delicately into a clear 
stream. A humble thatch hut, banana tree, 
bamboo groves in the distance, all complete 
the picture of idyllic simplicity from a 
bygone era.

 Family lore has it that the couple first met 
during those days of revolution. Amalia 
would reminisce that she wold sometimes 
accompany her father to the secret meetings. 
(Figueroa has asserted that Gen. Natividad 
also served as member of the Supreme 
Council of the revolutionary government.) 
Amalia would say that during their 
courtship, she would never know if Benito 
would return alive.

They would have two daughters, Aurea and 
Amparo, who would marry William Palou. 
The painting was handed down to Amparo 
who took care of her father till he passed 
away on December 1, 1964 and has remained 
with the family till today. 
(Lisa Guerrero Nakpil)

Tolentino and 
Hen. Natividad
by MYE ATIENZA

Photograph of a portrait of General Benito 
Natividad approximately October, 1915.

Generals Manuel Tinio (second row, center), and 
Benito Natividad (to Tinio's left) and some of their 
subordinate officers. Image courtesy of Philippine-
American War website written and compiled by 
Arnaldo Dumindin).
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 The Hero’s Eden
 A Gift to Gen. Benito Natividad
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Isabel Diaz (b.  1943) 

Untitled
signed (lower right)
oil on canvas
68" x 107" (173 cm x 272 cm)

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

The most coveted works of Filipino-born and 
New York-based artist, Isabel Diaz, are her 
majestic and larger-than-life floral still life 

paintings. Her ability to capture the highly expressive 
facet of the sublime beauty of flowers evokes the 
inherent beauty of life's brevity. Her brief artist's 
profile on her website writes: "Her distinct ability to 
observe life's complexity with unobstructed clarity is 
reflected in the simultaneous depth and simplicity of 
her work." True enough, Diaz conveys a manifold of 
expressions and ideas, emphasizing the melodic and 
harmonious string that connects brevity, poignancy, 
delicacy, and beauty, qualities all associated with 
living, being, and existing. 

In an interview with Philippine Tatler, Diaz says: 
"When I paint a flower, it's just a flower. It's not 
like what people say about O'Keeffe. When she 
painted them, they say it symbolized something 
else." Notwithstanding Diaz's statement, her flowers' 
exquisite and almost diaphanous character induces 
emotions and thoughts that transcend her medium. 

In this monumental work, Diaz presents an array of 
flowers, the most prominent of which are hibiscuses 
(gumamela) and carnations. Diaz's employment 
of vivid colors suggests the vibrancy and energy of 
life, and the way she employs delicate realism in her 
subjects signify vulnerability and transience. How 
Diaz injects gracefulness into vividness bridges the 
gap between melancholia and the seemingly endless 
search for life's purpose and limit, reminding us that 
life, being blissfully ephemeral, is ever-changing 
and headed towards an eventual denouement. 
Ephemerality is an inescapable labyrinth—incessant 
and often contradictory. It reminds us to spend 
time with everyone and everything we value and 
cherish, making us realize our fullest potential and 
establishing progress before our ultimate inevitable 
quietus. (A.M.)
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Romeo Tabuena (1921 - 2015)

Boy with Watermelon
signed and dated 1980 (upper right)
acrylic on canvas
30” x 26 3/4” (76 cm x 68 cm)

P 300,000
EXHIBITED
Charlie's Art Gallery, Romeo Tabuena: The Collection, 
Bacolod City, September 21 - October 21, 2022

The art of Romeo Tabuena is admired for its combination 
of Filipino and Mexican cultural themes. Aside from 
countryside sceneries, his paintings are also inhabited 
by native plants, traditional houses, and folk figures. 
For the lot at hand, Boy with Watermelon, this acrylic 
piece exhibits his creative and unique experimentation 
with cubist elements. His prismatic deconstruction and 
rendition of elements were able to fluently translate the 
reality of his subjects into the brilliant planar figures that 
have astounded his audiences time and again.

In 1955, Tabuena moved to San Miguel de Allende in 
Mexico, where he would paint for decades to come. Yet, 
despite residing far from his homeland, his art remained in 
touch with his Filipino roots. His fondness for the cultural 
idylls of the Philippines and Mexico has allowed him to 
devise a distinctive quality to his oeuvres. The cubist 
maestro’s use of such close-to-home themes has evolved 
over the years, and despite the many advancements in his 
style, he has retained that unmistakable Tabuena flair. He 
lived a humble and simple life in the foreign land, and in 
there he met his wife, Nina, who also studied art and learned 
about her future husband through a magazine. (P.I.R.)
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Antipas Delotavo (b.  1954)

Hugis ng Pangarap
signed and dated 2012 (lower right)
oil on canvas
40" x 30" (102 cm x 76 cm)

P 150,000
PROVENANCE
Private Collection, Manila

EXHIBITED
Artinformal Greenhills, Mallcontents, 
Mandaluyong City, April 4 - 22, 2013

Antipas Delotavo's Hugis ng Pangarap 
tackles issues regarding consumerism, 
the capitalist notions surrounding 
beauty standards, and the machinery 
from which it operates: neoliberalism. 
Delotavo says of this work: "This painting 
shows a woman with a not-so-ideal figure 
compared to the ideal images commonly 
seen in the malls of perfectly figured 
models with fashionable clothes, showing 
the disparity between reality and fantasy." 
The painting was part of Delotavo's 2013 
exhibition, titled Mallcontents, in which he 
tackled the ubiquitous image of the mall 
as the ultimate symbol of consumerism 
in the country.  

Delotavo's compelling capabilities 
in portraiture unleashes the candid 
expressions in the face of his subjects. 
The women wander aimlessly, distressed 
and bothered by the images they see of 
glamorized beauty standards set by macho-
dominated capitalism and propagated 
by corporations, consumer products and 
services, the media, and the like. 

The foreign monopoly capitalists, in 
connivance with the big comprador-
landlord class, keep the backwardness 
of our economy. They hinder national 
progress, maintaining an import-
dependent and export-oriented economy, 
thus retaining our semi-colonial and 
semi-feudal state. The commodification 
of beauty by projecting unrealistic 
standards and perpetuating the influx of 
"beauty-enhancing" goods and services 
are part and parcel of a neoliberal 
framework, i.e., liberalizing the economy 
for these surplus products and capital 
from capitalist nations to enter the 
country freely. Therefore, propagating 
idealistic beauty standards that engender 
insecurity (and then capitalizing on it) 

and commercializing women's images in 
marketing products dehumanizes them, 
merely commodifying them for corporate 
profit. 

Neoliberalism distorts reality for us 
to give in to capitalist mercenary 
demands and interests. In the work at 
hand, Delotavo further emphasizes the 
seemingly inescapable labyrinth women 

must go through under this oppressive 
structure. The only way for women to 
emancipate themselves from slavery 
under the status quo is to join in solidarity 
with the broad masses in the struggle 
against systemic exploitation, fight for a 
nationalist, scientific, and mass-oriented 
culture, and expose the tragic reality of 
women underneath the ostentation of 
commercialization. (A.M.)
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Ang Kiukok (1931 - 2005)

Seated Figure 
signed and dated 1978 (upper left)
oil on canvas 
24" x 16" (61 cm x 41 cm)

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

PROVENANCE
Private Collection, Hong Kong

Ang Kiukok, a renowned Filipino artist, is known 
for his profound contributions to Philippine 
contemporary art. Throughout his career, Kiukok's 

artworks demonstrated a unique blend of expressionism 
and cubism, incorporating bold colors, angular forms, 
and a distinctive visual language. Amidst his repertoire 
of subject-matters, it is arguably the Seated Figure that 
combines his distinct style with the artist's unique sense 
of Existential awareness.

"Seated Figure", created by Kiukok in 1978, portrays an 
individual in a seated position, rendered with the artist's 
characteristic use of sharp, angular lines and vivid colors. 
The figure's elongated body, distorted features, and 
contorted limbs evoke a sense of tension and unease, 
drawing the viewer into a realm of emotional intensity. 
The composition's strong vertical and horizontal lines 
create a dynamic balance, capturing the viewer's 
attention and accentuating the power and presence of 
the seated figure. Through the cubist influence apparent 
in "Seated Figure," Kiukok explores the fragmentation and 
reconstruction of form. The figure's body is deconstructed 
into geometric shapes and planes, presenting multiple 

perspectives simultaneously. This technique allows the 
viewer to experience the subject from various angles, 
encouraging a deeper engagement with the painting. 

The emotional depth conveyed in "Seated Figure" is a 
recurring theme in Kiukok's body of work. His paintings 
often delve into the darker aspects of the human 
experience, tackling themes of alienation, struggle, and 
social injustice. In "Seated Figure," the distorted features 
and body language of the subject evoke a sense of 
anguish and introspection, inviting viewers to contemplate 
the complexities of human emotions and the burdens we 
carry within.

Moreover, "Seated Figure" can be interpreted as a 
reflection of the social and political climate during the 
time of its creation. The 60s and 70s in the Philippines was 
marked by social unrest and political turmoil. Kiukok, like 
many artists of his generation, used his work as a medium 
for social commentary. The unsettling nature of the seated 
figure in the painting can be seen as a representation of 
the collective unease and struggles faced by the Filipino 
people during that period. (J.D.)

Ang Kiukok. © León Gallery Archives
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Ramon Orlina (b.  1944)

Lavish Strokes in Cobalt Blue 
signed and dated 2014 (bottom)
carved cobalt blue crystal
15 1/2" x 13" x 8" (39 cm x 33 cm x 20 cm)

P 3,000,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

The glass oeuvres of Ramon Orlina have evolved through 
the decades. He started with prismatic angles and then 
developed organic forms, experimented with textures and 
added some with holes, and until now, the innovative artist 
still finds himself incorporating various materials into his 
craft. The sculpture at hand, Lavish Strokes in Cobalt 
Blue, is among the carved crystal pieces that manifest 
his artistic evolution. In plain sight, it is evident that it was 
rendered with visual movement. His abstract works are 
notably designed with sharp bends and sleek edges, but, 
as the title suggests, this particular piece was contoured 
with broad curvatures. Furthermore, his studies 
with light that extend to exploring new 
colors are also observed in this glass 
piece in cobalt blue, a shade that 
is darker and deeper than his 
iconic liquid green.

2014 was a successful year 
for Orlina. He held two 
solo shows titled “Art of 
Wine” at Shangri-La Edsa 
in Manila and “Summa 
Orlina” at MANILART 2014 
in Joaquin Gallery. He was 
also included in several 
group exhibitions, including 
the Art Fair Philippines 2014. 
Furthermore, Orlina received 
two notable awards: People 
of the Year Award 2014 from 
Stargate PeopleAsia and The 
Rotary Golden Wheel Award in 
Arts and Culture from the Rotary 
Club, along with the Quezon City 
Government. (P.I.R.)
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Mark O. Justiniani was born in 1966, 
in Bacolod City, Negros Occidental. 
He took up Arts Education at the 
College of Fine Arts, University of the 
Philippines in Diliman, Quezon City.

California-based at one time, the 
artist is one of the country’s most 
talented surrealist painters. A multi-
awarded artist in almost all national 
art competitions, he was included 
in the Thirteen Artists Awards of the 
Cultural Center of the Philippines in 
1994. Justiniani has represented the 
Philippines in various international 
conferences, workshops, and 
exhibitions. Justiniani is known for 
attention to his craft and informed, 
prolific imagination.

Justiniani belonged to various artists’ 
collectives, first with ABAY (1987 – 
1990), Grupong Salingpusa (1986 
– 1992), and the Sanggawa art 
collective (1995 – 1998). These groups 
were known for large-scale murals, 
particularly the “Karnabal” mural 
project, commissioned with a grant 
to Salingpusa by the Cultural Center 
of the Philippines for the Philippine 
Centennial mural project that the 
Office of the President commissioned 
in 1998 for the Malacañang Heroes’ 
Hall (measuring 6.5 ft. x 8.4 ft.).

Through the years, aside from group 
and solo shows in various galleries 
in Manila and other Philippine 
cities, his work has been exhibited 
in San Francisco and Los Angeles, 
California: Brisbane, Adelaide, and 
Sydney in Australia; Tokyo and 
Yokohama in Japan; Denmark, Kuala 
Lumpur, and Singapore.

Justiniani’s talent has been amply 
recognized with the Grand Prize, 
7th Metrobank National Painting 
Competition (1990); 13 Artists 
Awards, Cultural Center of the 
Philippines (1994), the Jurors Choice 
Award, Philip Morris Group of 
Companies, Philippine Art Awards 
(1999) and Finalist (2000); and 
Award for Continuing Excellence 
in the Arts, Metrobank Foundation, 
Manila (2004).

Recently, Justiniani has been 
experimenting, quite successfully, 
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Mark Justiniani (b.  1966)

Orasan 
dated 1994
oil on canvas
30" x 24" (76 cm x 61 cm)

P 1,300,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

LITERATURE
Villegas, Ramon N. and Lisa Guerrero Nakpil. 
Houses: A Collection of Paintings of Philippine 
Houses. Makati City: Januario Jesus B. 
Atencio and 8990 Holdings, Inc., 2017. Full-
color photograph on page 96 and painting 
description and essay on page 97. 

by RAMON N.  VILLEGAS

with multiple reflective images in 
enclosed and lighted mirrors that 
create the illusion of infinite vistas 
and points of view.
In this earlier, surreal work, 
Justiniani’s central image is a 
birdhouse-shaped clock poised over 
a male figure’s head. He is confused: 
one eye is pointing upward, the other 
downcast. He does not know where 
to look, where to go.
The hands of the device are pointing 
quite close to 12 o’clock, the symbolic 
hora de peligro, or turning point. 
Where the nagging timekeeper 
would emerge is a Madonna figure, 
clutching an infant: the time to make 
a decision is at hand. 

(Essay taken from the book ‘Houses: 
A Collection of Paintings of Philippine 
Houses’ by Ramon N. Villegas and 
Lisa Guerrero Nakpil. Published by 
Januario Jesus B. Atencio and 8990 
Holdings, Inc., 2017)
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Benedicto Cabrera (b.  1942) 

Study of Yoko IV
signed and dated 1987 (lower right)
oil on canvas paper
20" x 30" (51 cm x 76 cm)

P 1,600,000
PROVENANCE
The Luz Gallery 

LITERATURE
“Study of Yoko.” Daily Globe, November 5, 1987. 
Black-and-white photograph on page 16.

EXHIBITED
The Luz Gallery, BenCab: New Paintings and Drawings, 
Makati, October 22 – November 10, 1987

Benedicto Cabrera’s affinity for Japanese themes 
and styles, particularly the ukiyo-e and Japanese 
women, started in the early 1970s upon his 

settlement in London. Bencab became acquainted with 
London’s antique shops, where he and his wife, Caroline 
Kennedy, ran an Orientalia stall in Chelsea. Bencab’s 
exposure to the world of the old resulted in two of his 
most iconic series: the Larawan series and the Japanese 
Women Series.
 
In this work, Bencab depicts Yoko Ono, a Japanese artist, 
author, and musician who pioneered conceptual and 
performance art in the 1960s. Among his most famous 
works are Cut Piece (1964), a seminal work of performance 
and participatory art, and Wish Tree (1996 – present), a 
participatory art installed in various locations, such as 
London, Japan, Venice, and the Museum of Modern Art 
(MoMA) in New York. 

Ono was the wife and artistic partner of legendary English 
singer-songwriter John Lennon. As a couple, they founded 
the Plastic Ono Band in 1969, famous for producing 
rock, experimental, and avant-garde music in the 1970s. 
Ono conceptualized and wrote most of the lyrics of 
Lennon’s biggest hit, Imagine (1975). Their critically and 
commercially successful album Double Fantasy would win 
the coveted “Album of the Year” nod at the 1982 Grammy 
Awards; Ono wrote half of the songs on the album. 

Ono is an influential author, having published several 
books, including Grapefruit (1964), an artist’s book 
highly regarded as an early example of conceptual art. 
A respected filmmaker, Ono delved into experimental 

cinema from the mid-1960s to the early 1970s, producing 
16 films, including the 1966 Fluxus film “No. 4.”

Bencab’s depiction of Ono in this piece was likely inspired 
by the latter’s performance in Cut Piece, in which Ono 
invited the audience to cut her clothes until she was 
naked as she silently sat, motionless. Some critics 
regarded it as a critique of violence against women and 
their systemic oppression in a macho society. The female 
figure’s passive gesture in this work mirrors Ono’s seated 
posture in Cut Piece, exploring the prejudiced notions 
surrounding the racial fetishization of the geisha, and 
Asian women in general, as “sexual objects”; how they 
have been degraded into passive and submissive beings 
capable only of satisfying the carnal pleasures of men, 
particularly in their depiction in Western media. 
 

Yoko Ono and Bencab would eventually meet on 
November 10, 2015, at the residence of the then-
Philippine ambassador to Japan, Manolo Lopez, in 
Chiyoda Ward, Tokyo, during the book launch of History 
and Heritage of the Kudan: The Official Residence of the 
Philippine Ambassador to Japan, written by historian 
Ambeth Ocampo. In an interview with Inquirer Lifestyle 
published on November 15, 2015, Bencab gladly remarks 
on his felicitous meeting with Ono: “I was thrilled to meet 
the legendary Yoko Ono and was privileged to have a 
few minutes with her.” Bencab was a guest at the book 
launch while Ono gave a speech. Ono also admired 
Bencab’s work titled Flight, which hung at the embassy 
residence of Manolo, who has been a Bencab collector 
since the 1970s. (A.M.)

The work as featured in the November 5, 1987 
issue of The Philippine Daily Globe.
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A BenCab Geisha
The Pillow World of the Japanese Sabel
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Juvenal Sansó (b.  1929)

Montmartre
signed (lower right and verso); dedicated 'To Domingo 
and Alice Dee with fond memories of Paris!' (verso)
dated 1953
oil on canvas
17 1/2" x 14" (44 cm x 36 cm)

P 600,000
Accompanied by a certificate issued by Fundacion Sansó
confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist 

LITERATURE
Paras-Perez, Rodolfo. Sansó: Art Quest Between Two Worlds. 
Manila: Eugenio Lopez Foundation, Inc., 1988. Full color 
photograph and painting description on page 12. 

Juvenal Sanso's early works not only reflected his artistic 
prowess but also hinted at his personal experiences and 
influences. Having experienced the ravages of war and 
exile during World War II, Sanso's artworks often carried a 
sense of longing, displacement, and a desire for freedom. 
These themes were subtly interwoven into his abstract 
compositions, inviting viewers to explore the emotional 
depths within his paintings.

Sanso's early works also showcased his command of 
various mediums and techniques. He experimented with 
different materials, including oil paint, mixed media, and 
collage, pushing the boundaries of traditional artistic 
practices. His bold and innovative approach to materials 
allowed him to create textured surfaces, layering 
techniques, and intricate compositions that added depth 
and complexity to his artworks. (J.D.)
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Ronson Culibrina (b.  1991)

Sea of Change
signed and dated 2018 (lower left)
oil on canvas
60" x 60" (152 cm x 152 cm)

P 400,000
PROVENANCE
Acquired directly from the artist 

EXHIBITED
Yavuz Gallery, Above Sea Level, Singapore, 
August 26 - September 16, 2018

Ronson Culibrina's Sea of Change 
further explores the artist's 
escalating concerns about the 
future of the natural environment 
and man's fate under a detrimental 
development masquerading behind 
technological progress. The piece 
was among the works showcased 
in Culibrina's first solo exhibition 
with Yavuz Gallery, Singapore, titled 
Above Sea Level, which presents 
playful yet poignant images of a 
coastal town's painful and blistering 
destruction. Inspired by the artist's 
formative years in his hometown 
of Talim Island in Rizal Province, 
Culibrina presents harrowing 
depictions of environmental decline 
with references to pop culture. 

Culibrina's native Talim Island, a 
thriving community situated in 
the middle of Laguna de Bay, has 
been suffering from the dangerous 
accumulation of toxic pollutants, 
such as plastic wastes, resulting from 
negligent industries and the overall 
lack of proper sewage facilities to 
treat wastewater before it flows to 
the lake. In a 2020 Philippine Star 
article, Culibrina says that he saw his 
hometown transform "from a quiet, 
fishing town into a busy urban area," 
fueling his "fascination with the clash 
between tradition and modernity." 

In Culibrina's Sea of Change, the 
artist portrays a scene from Talim 
Island: a disturbing image of a 
fisherman standing at the edge of a 
wooden pier. His boat is in an almost 
upturned orientation. Familiar 

images from the iconographies of 
international artists appear. The 
man wears a virtual reality (VR) 
box headset, with his neck wrapped 
around in Jeff Koons' balloon figures, 
a bunch of which can be seen tied 
up to a post. Yayoi Kusama's polka-
dotted tentacles rise from the water, 
with one of its limbs replacing the 
man's left hand. By juxtaposing 
traditional and familiar scenes with 
images associated with capitalism 
and consumerism, Culibrina cleverly 

paints a picture of environmental 
degradation by forces of destructive 
contemporary technologies, leading 
to unsustainable progress. The man 
wearing a VR headset symbolizes 
a poignant reminder of days gone 
by, signifying that the vibrant past 
and hopes of sustainable progress 
are now only visible through the 
lens of virtual reality, or is it? Are we 
collectively willing to turn a mere 
virtual reality into an actual reality? 
(A.M.)
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Jose Joya (1931 -  1995)

Island Playground
signed and dated 1992 (lower right);
signed, titled, and dated January 15, 1992 (verso) 
acrylic collage
26 1/2" x 40" (67 cm x 102 cm)

P 2,400,000
Accompanied by a certificate signed by the artist 
himself confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist by the present owner 

LITERATURE
Arcellana, Francisco. Joya. Manila: Dick Baldovino Enterprises, 1996. 
Full-color photograph. Listed as "Island Playground, January 15, 1992" 
in Joya's Catalogue of Works compiled by Ruben D.F. Defeo.

Jose Joya © León Gallery Archives

Jose Joya depicted abstract landscapes of the Philippine 
Islands with his brilliant tropical colors, making his 
homeland’s aerial view on the canvas look like an island 

playground. A notable name in abstract expressionism, 
it has been said that it was he who “spearheaded the 
birth, growth, and flowering of abstract expressionism” 
in the Philippines. However, he was more than a pioneer 
modernist and abstract artist, as he was also active as 
a printmaker, mixed media artist, and ceramicist. He is 
also deemed as the creator of compositions that were 
described as “vigorous compositions of heavy impastos, 
bold brushstrokes, controlled dips, and diagonal swipes.”

The lot at hand, Island Playground, is an acrylic collage 
piece dated January 15, 1992. Also in that year, he 
unveiled one of his renowned paintings titled “Spirit of 
Season.”

“In creating an artwork, the artist is concretizing his 
need for communication,” Joya once said. “He has an 
irresistible urge to reach out and attain a level of spiritual 
satisfaction and to project what he is and what he thinks 
through his work.”

The artist, born in 1931, was the son of a couple named 
Jose Joya Sr. and Asuncion Tanig. His skill in sketching 
was first noted at the age of eleven. Later, he became 

interested in studying architecture, but found that he did 
not have the aptitude for the math and science that the 
course would require. He attended the University of the 
Philippines College of Fine Arts, where he was initially 
schooled in traditional art, but gradually was influenced 
by American abstraction and by the emerging trends 
in Philippine modernism. He graduated in 1953 with a 
Bachelor’s Degree in Fine Art, earning the distinction of 
being the university’s first Magna cum Laude. In 1954, the 
Instituto de Cultura Hispanica of the Spanish government 
awarded him a one-year grant to study painting in Madrid. 
After returning from Spain, Joya finished his Master’s 
Degree in Painting in 1956 at the Cranbrook School of 
Art in Michigan, with the assistance of a Fulbright Smith-
Mundt grant. Years later, he became a dean of his 
alma mater, where he modernized the curriculum and 
established scholarships. Throughout his artistic career, 
Joya received numerous awards and held notable exhibits 
both here and abroad. At the age of 63, the artist died in 
1995.

For his efforts in developing Filipino abstract art, he was 
awarded the title of National Artist in 2003, eight years 
after his death.

A retrospective of his work was held in 2011 at the 
National Museum. (P.I.R.)
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Norma Belleza (b.  1939)

Mother and Child
signed and dated 1985 (upper left)
oil on canvas
32" x 32" (81 cm x 81 cm)

P 200,000
León Gallery wishes to thank Mr. Marcel Antonio 
for confirming the authenticity of this lot

The world in Norma Belleza’s paintings is flamboyantly 
exuberant and highly maximalist. Growing up near a 
marketplace made Belleza naturally accustomed to the 
sights, sounds, and experiences of the people struggling 
for daily survival. Such is the case with this work, which 
features a mother serenely watching over her sleeping 
son. Fresh produce, such as vegetables, fruits, and fish, 
surround them, clearly expressing a marketplace setting. 
It can be seen that the mother juggles between providing 
for their daily sustenance while maintaining an intimate 

connection with her son, i.e., making sure that he is well 
taken care of. Belleza’s maximalist approach to painting 
the common folk and their everyday activities in their 
locales implies the artist’s profound understanding of 
their struggles for survival and sustenance. 

In particular, her depiction of people, especially women, 
as able-bodied, with their facial expressions connoting the 
strains of labor under an unsympathetic and inhumane 
system, manifest the seemingly endless contradiction 
between struggling, surviving, and ultimately achieving 
genuine societal change. By masterfully combining the 
vividness of the colors of her composition, the tightly 
knit connection of her subjects, and their corporal 
vigorousness, Belleza reinforces the idea that the people 
are their own messiah. (A.M.)
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Ramon Orlina (b.  1944)

Ningning
signed and dated 2023
carved black obsidian
10 1/2"x 8 1/2" x 8" (26 cm x 21 cm x 20 cm)

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

PROVENANCE
Acquired directly from the artist

Ramon Orlina’s Ningning series 
encapsulates a profound celebration 
of the joys, struggles, and triumphs 
of motherhood and maternal 
bond and nourishment. Inspired 
by the birth of Orlina’s second 
daughter, Ningning, in 1989 and her 
subsequent breastfeeding for two 
years, the female breast becomes a 
creative avenue from which Orlina 
affectionately fosters his familial 
values.
 
Orlina’s utilization of black obsidian 
is of particular interest. This exquisite 
glass sculpture is the first ever 
piece of obsidian that Orlina made. 
Black obsidian is also traditionally 
associated with potent protective 
and healing powers. Therefore, 
Orlina metamorphoses and elevates 
the power of black obsidian into one 
that represents the mutual symbiotic 
relationship between a mother and 
her child, in which maternal care and 
intimacy form the solid foundation of 
their enduring relationship. 

Orlina elevates the art form of the 
nude into something empowering 
and intimately sublime. (A.M.)



DOÑA DELLY TAMBUNTING-ONGSIAKO 
The Consummate Philanthropist 

OPPOSITE PAGE (LEFT TO RIGHT): Manansala playing with 
Gaita Ongsiako-Tan Climaco; Mang Enteng with 
Judy Roxas, Dely Ongsiako, and other friends in a 
weekend getaway.; Aling Hilda, Mang Enteng and 
Dely; Delly and Margarita, oil on canvas, signed and 
dated Manansala 1973 (lower left), Edmundo and 
Delly Ongsiako Collection.; Mang Enteng painting 
Tereret Tambunting Liboro.

The charming Hideliza ‘Delly’ Paraiso Tambunting was born a few days before 
Christmas to Don Antonio L. Tambunting from Tondo and Doña Aurora 
“Nena” Paraiso from Lumban, Laguna.

It was Doña Nena Tambunting who was the original empress who reigned over a 
bustling business empire. Her husband Don Antonio had inherited the Casa Agencia 
de Tambunting, founded in 1906 from his father Don Ildefonso and had made it a 
roaring concern. Doña Nena was also well-known for her various charitable causes, 
including the building of churches. At one time, she donated in one fell swoop 16 
hectares of land in Muntinlupa for which she received the personal thanks of President 
Gloria Macapagal Arroyo.

Delly was the fourth child of the Tambunbting’s seven children. She studied at the 
Assumption Convent for both high school and college. Here, she would become very 
good friends with Judy Araneta-Roxas, Bessie Bautista-Legarda and Aurora Silayan-
Go. That bond that began in convent school would last a lifetime.

The four friends shared a love of culture and the arts. They met at least once a week 
throughout their lives. 

During the 70s, the four ladies met Vicente “Mang Enteng” Manansala. They started to 
collect Mang Enteng’s paintings. Once a month, they would visit Mang Enteng in his 
house-cum-studio on the outskirts of Angono, Rizal. The quartet would also dine out 
with Mang Enteng and his wife Hilda; and also throw dinner parties in their houses 
for Mang Enteng and invite their other friends. Mang Enteng would also advise them 
to collect other art works by other artists such as Ang Kiukok, Anita Magsaysay-Ho, 
H.R. Ocampo, and Cesar Legazpi. 

Aside from collecting art, Delly would follow in the footsteps of her mother, making 
donations and supporting the Leaven of the Immaculate Heart of Mary, Oblate 
Apostles of the Two Hearts, Alliance of the Holy Family International and Martha’s 
Vineyard. 

She would meet and marry Edmundo “Baby” de la Paz Ongsiako Sr in 1955. He was 
the fifth child of Dr. Ramon Ongsiako Sr. of Anao, Tarlac and Cuyapo, Nueva Ecija 
and Carmen de la Paz of Marikina. They had three children: the very good-looking 
Antonio, Edmundo Jr., and Margarita. 

Baby was an manager and an entrepreneur. He founded a rural bank in San Juan, 
engaged in deep water fishing, managed the Hacienda Ongsiako in Anao and Cuyapo 
and founded Print Diffusion Pacific, Inc. (PDPI), the then premier magazine and book 
distributor. Late in his life, he bought an IT Company called PowerNet Systems Corp. 
that is still thriving up to the present. 

Baby supported Delly in collecting antiques, art works and other treasures.

Many of these art works are now renowned book pieces. She left all her antiques and 
paintings to her three children. 
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Vicente Manansala (1910 -  1988) 

Pounding Rice
signed and dated 1973 (upper left)
oil on canvas
51" x 40" (130 cm x 102 cm)

P 22,000,000
PROVENANCE
Acquired directly from the artist

*Part of the proceeds of this painting will 
go to the following charitable institutions:  
1. Leaven of the Immaculate Heart of Mary; 
2. Oblate Apostle of the Two Hearts; 
3. Alliance of the Holy Family International

In Vicente Manansala's "Pounding 
Rice" (1973) the modern master 
reprises an iconic theme that 

appeared in the prize-winning entry that 
first brought him critical attention.

Painted in 1941, his earliest “Pounding 
Rice” would win him top prize, in the 
Filipiniana category, of the First National 
Art Competition & Exhibition, organized by 
the venerable University of Santo Tomas 
(the oldest university in Asia),  in the taut 
summer months before the bombing of 
Pearl Harbor and the outbreak of World 
War II.

The board of judges included cultural 
leaders such as the famous architect 
Juan Arellano (designer of many 
Manila art-deco landmarks such as The 
Metropolitan Theater), Andres Luna de 
San Pedro (the only son of Juan Luna and 
also an architect), Victorio C. Edades, then 
Director of the College of Architecture and 
Fine Arts at the University of Sto. Tomas, 
and interestingly, Fernando Amorsolo, 
then Dean of Fine Arts of rival institution, 
the University of the Philippines, 
considered the bastion of conservative 
realism. (Professor Galo Ocampo chaired 
the competition exhibition, which 
featured 93 pieces.)

In the thirty years between the paintings’ 
creation, Manansala had deftly 
challenged the existing establishment 

defined by Amorsolo's sunlight-dappled, 
romantic country scenes. He applied 
cubist constructs, sparked by a sojourn in 
Paris where he met and was mentored by 
Fernand Leger as a scholar of the French 
government. Leger may have shared his 
new taste for "monumental figures" and 
a passion for the common man. And 
we see both expressed in the powerful 
narrative of the present ‘Pounding Rice’.

Manansala's triumphs as an artist rest 
partly on his ability to bridge the old 
figurism with modern abstractions. He 
preferred to show off his mastery of 
drawing, keeping his human figures 
recognizable and therefore accessible, 
insisting in one interview, that 
draftsmanship was the most important 
element in painting. (The next most 
important, he once said humbly, was 
nothing more than "hard work”.)

In 1973, this National Artist was at the 
height of his powers, venerated and 
sought after, He had become famous as 
the conjurer of the ‘transparent cubism.’

Captured in the work at hand is an 
ancient harvest ritual familiar throughout 
Asia, symbolizing good fortune as well as 
prosperity through the sweat from one’s 
brow.

Pounding rice, after all, is both a difficult 
and delicate task, requiring strength to 
lift and lower a solid wooden pestle, with 
enough force to loosen the husks from the 
rice. Some say that it is also a metaphor 
for the hierarchical relationship of man 
and wife, defining his role as head of the 
family and hers, as helpmate.  

This particular work is, however, a paean 
to the family and its unity — with a 
father and mother leading their circle in 
a hard, communal task. Three women, Vicente Manansala. © León Gallery Archives

Filipino Values of Family 
and Hard Work in 
Pounding Rice

by L ISA GUERRERO NAKPIL

daughters really, share in various tasks. 
One, dressed in a floral pink. steadies 
the tall mortar; a second arrives on the 
scene balancing a clay jar on her head; a 
child appears, ready to dash off to play. 
Grandmother, her hair tied in a bun, is 
bent over straw baskets, teasing out 
the precious grain. Husband and wife 
raise and lower their pestles in rhythmic 
counterpoint. They are both dressed 
in the tricolor of the Philippine flag, 
metaphors for Manansala’s passionate 
belief in a resurgent love of country, no 
matter the difficulties.

Manansala would always keep the most 
pristine and inspiring Filipino values 
closest to his heart — and paintbrush. 
In the foreground are chickens pecking 
at errant rice-grains that fall to the 
ground. ‘Isang kahig, isang tuka’ is a 
Filipino metaphor for a hand-to-mouth 
existence yet. It also exemplifies the 
motto of ‘Waste Not, Want Not’. As this 
extraordinary work once belonged to one 
of Manila’s greatest merchant families, it 
has an even greater resonance.
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Federico Aguilar Alcuaz (1932 - 2011) 

Untitled 
signed and dated 1974 (center)
oil on canvas
15" x 18 1/2" (38 cm x 47 cm)

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

35

Federico Aguilar Alcuaz (1932 - 2011) 

Untitled 
signed and dated 1977 (lower right)
oil on canvas
8 1/2" x 11 1/2" (22 cm x 29 cm)

P 100,000
León Gallery wishes to thank Christian M. Aguilar
for confirming the authenticity of this lot

PROVENANCE
Galleria Duemila, Inc.

Federico Aguilar Alcuaz drew inspiration from a plethora of 
sources, from his early years in the Philippines to his sojourns 
in Europe, resulting in oeuvres that are universal in nature. At 
the core of his art are Modernism’s freedom and a freshness of 
spirit that immediately draws one into his vision of the world. 
Throughout his career, he shifted between abstraction and 
figuration, and his figurative works often contained abstract 
components.

The abstractions of Alcuaz are alive with vibrant colors and 
vigorous strokes. He painted subjects that seemed realistic, but 
his palette, powerful brushwork, and use of perspective and 
proportions were artfully orchestrated so that what is presented 
is not a slice of the reality he saw but how he saw it. As observed 

Federico Aguilar Alcuaz believed that the brilliance of an artwork 
had nothing to do with its being either abstract or figurative. Art, 
as a language, is able to indicate vague or concrete images in 
the same manner that musical compositions could as well do 
— noting that the artist’s musical afición was vital in his craft. 
Alcuaz has a thorough grounding on the fundamental principles 
of art, and his virtuosity as a painter is present in his ability to 
swiftly shift from figurative painting to abstract.

In the book Parallel Texts: Federico Aguilar Alcuaz written by 
Rod Paras-Perez, the works of Alcuaz are “characterized by brisk 
vivacity, as though the artist were anxious to animate the work 
before whatever pact he had made with the supernatural expired, 
before the essence of his being succumbed to the inevitable.” In 
an Alcuaz piece, the observer may assume that while the artist 

in the 1977 oil on canvas piece, his works are always playful but 
never cluttered. Although his art was influenced by Picasso and 
Matisse, Alcuaz strove to infuse his worldview and personality 
into his style.

He was an artist who saw art as both a gift and a calling, 
something worth the hardships as well as the pleasure of 
creation. A few years before his death, Alcuaz was awarded the 
title of National Artist in 2009. (P.I.R.)

executed his strokes and applied his solid colors, there was a 
sense of serendipity that reveals a sort of “dancing” poetry 
propelled by pure energy, a stirring of imagination radiating 
from his works that conveys a pleasing experience.

In the ‘70s, Alcuaz held numerous exhibits both here and 
abroad, from Austria to Barcelona, Germany and the 
Netherlands too. (P.I.R.)
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Daniel dela Cruz (b.  1966)

Charade
signed and dated 2015
mixed metals with music box
59" x 15" x 15" (151 cm x 37 cm x 37 cm)

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

PROVENANCE
Art Verité Gallery, Taguig

EXHIBITED
Art Verité Gallery, Esoterica, Taguig City, 
August 22 - September 6, 2015

As a child, Daniel de la Cruz enjoyed creating random clay 
figures and building wooden toys. He learned from his 
father the tricks, and soon enough he was able to make 
stick puppets, bamboo acrobats, and “turumpos” or tops. 
But as he grew older, this childhood passion was set aside 
as de la Cruz’s parents were determined to educate their 
children as professionals such as lawyers or doctors.

This ambition, however, was eventually defeated by de la 
Cruz’s inherent love for the arts. After graduating with a 
degree in Philosophy from the University of the Philippines 
Diliman, he forged his path into the creative industry. At 
the age of 40, de la Cruz had a breakthrough in visual arts 
with his debut exhibition in 2007.

As a contemporary artist driven by purpose and meaning 
in all his creations, this 2015 metal piece titled Charade 
showcases his profound and intuitive artistic talents. 
The natural skills and understanding of varied materials 
enable de la Cruz to let his creative energies take over 
when making works of art. (P.I.R.)
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Mark Justiniani (b.  1966)

Old Ruler's Riddle 
signed and dated 2002 (lower right)
oil on canvas
60" x 48" (152 cm x 122 cm)

P 1,400,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

PROVENANCE
Private Collection, Makati City

“All is riddle, and the key to a riddle is another riddle.” 

– RALPH WALDO EMERSON (1803  –  1882 )

In Old Ruler’s Riddle, Mark Justiniani compellingly 
weaves elements of Surrealism into a single body 
of work that taps into the subliminal depths of our 

subconsciousness. It is a piece imbued with and immersed 
in an enigma, an opus where Justiniani engages in an 
unbridled exercise of poetic freedom. 

In a special correspondence with Leon Gallery, Justiniani 
succinctly describes and expounds on the enigmatic 
images in this work. “The letters “OR” and a seemingly 
whispered final “O” appear to be skewered together, as 
evidenced by the golden hilt of a sword. By the letters 

is an ornate knight’s pauldron decorated by a white 
nobleman’s ruff. Next to it, a pair of keys that evoke Papal 
symbolism.”

Justiniani continues: “Tattered red curtain drapes behind 
the pauldron, seemingly bleeding out of a green curtain. 
A man on a city street with apparent feathered wings 
turns his head up towards a staircase. He ascends, where 
a suited figure sits, waiting above two bare feet and a 
floating, possibly falling, wine glass.”

“This is a painting of interwoven images that dissolve 
into each other; solid subjects intermingle with apparent 
ghost-like visions. They are laid out like clues or perhaps 
pieces of evidence to be investigated, analyzed, and 
reflected upon,” concludes the artist. 

Old Ruler’s Riddle brings to mind Winston Churchill’s 
phrase, “A riddle wrapped in a mystery inside an 
enigma” (void of its political connotations). The piece is a 
seemingly endless conundrum of deep-seated allegories 
and labyrinthine mazes, in which images coalesce into 
each other in every closer look, producing more questions 
than likely answers—the “imponderable ponderable.” It 
is like Oedipus trying to unravel the riddle of the Sphinx; 
King Solomon accepting the challenge of the Queen of 
Sheba questioning his wisdom; or even the priestesses of 
the Oracle at Delphi attempting to interpret and deliver 
the mysterious messages of the sun god Apollo to those 
who seek for his divine advice. But this time, in the case of 
Justiniani, the abundance and complexity of clues lead to 
rather an endless quest for explanation and resolutions.
 
In working in this manner, one remembers the enduring 
stories of the legendary quest of King Arthur for the 
Holy Grail or the storied expeditions of the Spanish 
conquistadors of the Age of Exploration in their tireless 
search for the Fountain of Youth. Therefore, Justiniani 
imbues the work with that delightful curiosity we 
experienced when we were still innocent and naïve 
children reading our favorite storybooks. Justiniani evokes 
the famous words of French writer and poet and principal 
theorist of the Surrealist cultural movement André 
Robert Breton immortalized in his influential publication 
“Surrealist Manifesto” (1924): “The mind which plunges 
into Surrealism, relives with burning excitement the best 
part of childhood.”

In doing so, Justiniani gives the viewer freedom and liberty 
of visual exegesis, making the painting actively engaging.

In a more melancholic tone, what if there really is no 
answer to Justiniani’s riddle? (A.M.)

Mark Justiniani. 
Image from @philartvenice on Instagram
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Angelito Antonio (b.  1939)

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

P 200,000
León Gallery wishes to thank Mr. Marcel Antonio 
for confirming the authenticity of this lot

Hailing from a farmer’s family in Bulacan, the art of 
Angelito Antonio is mostly drawn from day-to-day life and 
the rich culture of the province. “Mang Lito” is a name 
he is often called. Angelito and his family share the same 
love for art: his wife, Norma Belleza, is a notable artist, 
and his children are also painters. He is a genre artist 
acclaimed for his bold diagonal lines, unique approach 
to figurative distortion, and use of black combined with 
strong primary or muted tertiary colors. In the early days 
of his artistic career, his Neorealism stood out from the 
rest as he delineated his shapes with linear clarity, then 

blurring the adjacent areas into washed-out tones. In his 
recent canvases, afterwhile, colors are more intense and 
opaque.

Angelito’s works are often noted as inspired by the likes 
of Pablo Picasso. However, his folk themes and figures 
show the influence of Vicente Manansala, his teacher at 
the University of Santo Tomas. His subjects have been 
primarily folk genres such as cockfighters, balloon sellers, 
and vendors. For the lot at hand, Angelito portrays in this 
oil painting a man who is singing and playing the guitar. 
Indeed, his oeuvres are his way of celebrating the different 
cultural aspects of the Philippines. (P.I.R.)
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Marcel Antonio (b.  1963)

The Falling Star
signed and dated 2014 (lower right)
acrylic on canvas
42" x 54" (107 cm x 137 cm)

P 400,000
PROVENANCE
Private Collection, Makati City

A Marcel Antonio oeuvre can pique the interest of its 
beholder with the stories it unfolds on the canvas. The 
artist is well-noted and admired for his mysterious themes 
and magic realism, even utilizing fabular images that 
combine myth with reality. His art often draws inspiration 
from contemporary mythologies, articulately stressing 
that his concept goes beyond the common Greek and 
Roman notion. Marcel’s paintings simply tell that the 
artist was inspired by the stories he read, heard, and seen 
– as observed in The Falling Star.

There is a historical film said to have surrealist elements 
that bear the same name as this painting, Lluis Minarro’s 
“Falling Star.” For the most part, it is about the brief 
reign of Amadeo of Savoy as king of Spain. However, the 
Cineuropa synopsis adds, “confined to the safety of life 
within the palace walls, the lonely and frustrated King and 
his servants succumb to playful adventures which focus 
on love and pleasure.”

This acrylic piece is dated 2014. In that year, Marcel 
unveiled a collection of paintings imbued with symbolic 
meanings at his exhibit titled “The Mustard Seed.” (P.I.R.)
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Anita Magsaysay-Ho (1914 -  2012)

The Good Life
signed (lower right)
ca. 1945
oil on wood
10” x 14” (25 cm x 36 cm)

P 3,000,000
PROVENANCE
Private Collection, USA
León Gallery, The Spectacular Mid-Year Auction 2016, 
Makati City, 11 June 2016, Lot 84

LITERATURE
Villegas, Ramon N. and Lisa Guerrero Nakpil. Houses: A Collection 
of Paintings of Philippine Houses. Makati City: Januario Jesus B. 
Atencio and 8990 Holdings, Inc., 2017. Full-color spread on pages 
48 to 49 and painting description and essay on pages 47 to 48. 

Anita Magsaysay-Ho (May 
25, 1914 - May 5, 2012) was 
— and is — a pre-eminent 

figure in the world of Filipino modern 
art. She was also the only female 
member of the Thirteen Moderns, a 
group of Filipino avant-garde artists. 

She was born in 1914 in Manila. 
Her father Ambrosio Magsaysay, an 
engineer, was Philippine President 
Ramon Magsaysay’s uncle. 

Anita was painting from the age 
of nine. She studied at the School 
of Fine Arts of the University of the 
Philippines, under the tutelage of 
Filipino master painters Fabian de 
la Rosa, and his nephews Fernando 
and Pablo Amorsolo, as well as 
Ireneo Miranda and Vicente Rivera y 
Mir. She studied at Manila’s School 
of Design, under Victorio Edades and 
Enrique Ruiz. 

She then left in the 1930s to go the 
United States, where she studied 
at the New York Students’ League 
under Kenneth Hayes Miller, Will 
Barnet and Robert Ward Johnson. 

She also studied at Cranbrook 
Academy of Art in Michigan, under 
Zoltan Sepeshy. She moved to New 
York City, where she gave painting 
and drawing lessons. There, she met 
Robert Ho from Hong Kong. They 
married and moved to China, where 
Ho’s shipping company, Magsaysay 

Inc., began. The couple eventually 
had five children and they moved 
frequently because of Ho’s work. They 
lived in Brazil, Canada, Hong Kong 
and Japan. Wherever she lived, Anita 
had a studio where she could paint. 

Although she was eventually 
identified as one of the Thirteen 
Moderns, in the early 1940s, the 
influence of her teacher Fernando 
Amorsolo was still clearly visible, both 
in terms of subject and technique. 
Later, her work evolved toward 
modernism. 

In the work at hand, here is the 
commodious bahay kubo, the silid 
and batalan extending well behind, 
quite doubling the size of the 
structure. The nipa is thickly bundled, 
ensuring dry interiors when it rained. 
It is not the height of the dry season, 
for the foliage around the house is 
lush. The trellis to the right is heavy 
with leaf, vine and yield. Father 
and son seem to be resting: one is 
leaning nonchalantly, and the boy is 
seated on his haunches. It is around 
midday, with the sun high up in the 
sky, with luminous clouds. One could 
almost hear the chickens clucking as 
they scratch the ground. 

It is an Amorsolo subject, but treated 
so differently. The brushstrokes are 
strong, the colors are deftly applied. 
The technique is brute, but the charm 
of the rural scene comes across. 

The artist's Studio. Cranbrook Academy o f Art, Bloomfield Hills, Michigan

Critic E. Aguilar Cruz included her 
among the Neo-Realists, which 
later evolved into the Philippine Art 
Gallery group, which also numbered 
other women artists, Lyd Arguilla 
and Nena Saguil. 

Through the 1950s, she consistently 
won top awards from the Art 
Association of the Philippines. Her 
compositions emphasized movement 
and bustling interaction by means 
of bold, vigorous brushstrokes, and 
strong tonal contrasts of light and 
dark, particularly when she was using 
egg tempera. Magsaysay-Ho’s most 
famous works are those identified 
with the everyday lives of Filipino 
women, who characteristically wore 
scarves, had slanted eyes, in angular 
poses. 

In her old age, she could not work 
with oils anymore, the fumes 
overcame her. She continued to 
paint until her 2009 stroke. She died 
three years later, just three weeks 
before her 98th birthday. 

Her paintings continue to command 
the highest prices for works by 
a Filipino artist. This painting is 
important because its shows Anita 
Magsaysay’s style in transition. 

— from the essay on the work by 
Ramon N. Villegas
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A Rare Appearance in a Magsaysay-Ho
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Leo Valledor (1936 - 1989)

Nuvu
signed and dated 1989 (verso)
acrylic on wood
12" x 24" (30 cm x 61 cm) 

P 200,000

LOTS 41 - 43

Leo Valledor:
High Priest of 
New York Cool
by L ISA GUERRERO NAKPIL

L eo Corpuz Valledor was a key 
figure in the New York art scene of 
the 1960s.

Valledor could easily have been a 
character straight out of the mystery-
thriller about California life, L.A. 
Confidential. His mother ran card games 
out of her house and would eventually 
be shot (and subsequently die) for her 
trouble. His father, on the other hand, 
“followed the crops up and down the 
coast” but whose primary occupation 
was being “a playboy.” That father 
would disappear for long spells, finally 
abandoning his family for good when Leo 

was just a child. Valledor would thus be 
orphaned at age 12 and would essentially 
raise himself.

The San Francisco where Leo grew up was 
in the Fillmore district which was seething 
with jive and jazz clubs. In a series of 
interviews for the Archives of American 
Art of the Smithsonian Institution, his 
cousin and fellow artist Carlos Villa, 
would describe their neighborhood as 
“a ghetto within another ghetto within a 
metropolis.”

The Filipinos of the area belonged to 
an association called the Native Sons of 
Lapog. Lapog was a small town in Ilocos 
Sur, the Philippine province from where 
many of the first wave of migrants came. 

By all accounts, Valledor had a fractured 
background, an Asian heritage that had 
an uncanny command of the English 
language and a grasp of stateside 
culture, thanks to his parents’ American 
colonial teachers. Additionally, he would 
have a coming of age in an atmosphere 
of African-American zootsuits and the 
lifestyle of the Mexican rasquache (or 
low-rider culture.)

“He was pretty much by himself,” 
exclaimed Villa. “And yet, at about 16 
and 17 years old, he was doing these 
paintings in his house that were ten-by-
ten-foot abstract paintings.” Valledor 
would get by thanks to the idea of the 
Filipino extended family, possibly renting 
out rooms in the house he inherited to the 
fleet of uncles and manongs (the Ilocano 

term for an older male) who would arrive 
“fresh off the boat.”

Valledor would receive a scholarship for 
the California School of Fine Arts—which 
opened an entirely new world for him and 
would eventually lead him to New York 
City. He would declare that he had fallen in 
love with abstract art.

In the authoritative Reimagining Space 
: The Park Place Gallery Group in 1960s 
New York, Linda Dalrymple Henderson 
would write, “To understand the history of 
a gallery as unprecedented as Park Place, 
one must look first at California, where 
the majority of its members attended art 
school and met each other.

Leo Valledor with his diptych, Echo (for John Coltrane).
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Leo Valledor (1936 - 1989)

Wholagin
signed and dated 1989 (verso)
acrylic on wood
13 1/4" x 8" (34 cm x 20 cm)

P 150,000

42

Leo Valledor (1936 - 1989)

Zevenful
signed and dated 3/82 (verso)
acrylic on wood
14 3/4" x 11" (37 cm x 28 cm)

P 150,000

Valledor was a key piece in the puzzle. As a founding member 
of the Park Place group, he brought with him his formative 
experiences in the melting-pot “ghettoes” of San Francisco’s 
Fillmore, where he would be imprinted with an atmosphere of 
art, painting, poetry, and music. This was further reinforced by 
the communal nature not just of the Six Gallery but also of his 
Filipino background.

Park Place would become an address from which alliances and 
creativity would flow. Villa would remember, “Park Place was a 
loft building down in Tribeca, and it was on one of the streets 
that one of the Twin Towers was built. And at Park Place, they 
had a $35 a month rent , So I had a loft as soon as I got there to 
New York. I was connected.”

Valledor was thoroughly well-connected in an age brimming 
with possibilities in the civil rights movement and the space race. 
Martin Luther King would give his “I Have A Dream” speech in 
the 1963 March on Washington; a man would be on the moon 
by 1969.

The Park Place shows attracted attention almost as soon 
as the space opened. Its exhibitions featured paintings and 
sculpture together, revolutionizing the way that new, avant-
garde artists could present their art in marked contrast to the 
more conservative Madison Avenue galleries. Its cavernous 
spaces invited the creation of large works and interactions with 
sculpture, music, and the spoken word.

Park Place became a significant part of the New York art scene 
until the late 1960s, putting a face on the city’s art scene for 
young artists and leading the move to Soho as a center for 
happenings that would in turn become the lightning rod for a 
whole new scene. It made art blisteringly cool. Paula Cooper, 
who would go on to establish her own gallery, was its second 
director. 

Valledor would eventually return to his native California where 
he would continue to produce his avant-garde art.

Five of Leo Valledor’s works are in the permanent collection of 
the San Francisco Museum of Modern Art (SFMOMA). In 2019, 
The Whitney Museum of American Art, New York acquired two 
paintings by Leo Valledor for its permanent collection: Odelight 
and Serena, both from the year 1964, both acrylic on canvas and 
each measuring 35 15/16 × 109 ½ inches. They were a generous 
gift from Valledor’s fellow Park Place founder, the sculptor Mark 
di Suvero.

Leo Valledor is regarded as a pioneer of the MInimalism 
movement that would dominate the American artistic landscape 
throughout the 1970s.
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Lao Lianben (b.  1948)

Harmony 
signed (lower left and verso) and dated 2009 (verso)
acrylic and pencil on canvas
48" x 72" (122 cm x 183 cm)

P 4,800,000
PROVENANCE
Acquired directly from the artist by the present owner

“But people of the deepest understanding look within, distracted 
by nothing. Since a clear mind is the Buddha, they attain the 
understanding of a Buddha without using the mind.” 

       —BODHIDHARMA, 5 TH/6 TH CENTURY, 
LEGENDARY FOUNDER OF ZEN BUDDHISM

“To be in harmony with the wholeness of things 
is not to have anxiety over imperfections.”

— DŌGEN, 13 TH CENTURY 
JAPANESE ZEN MASTER

L ao Lianben’s enigmatic masterpieces act as a 
metaphysical medium to convey his inner sense of 
spirituality and profound understanding of the world 

around him. In this piece titled Harmony, Lao invites us to 
stare at the center, in which a portal-like structure strikingly 
stands. Surrounding the figure are Lao’s signature white 
palette and textured strokes that seemingly pulsate upon 
closer look. 

The masterfully textured strokes reinforce the importance 
of the central figure. By now, we are soothingly thrust 
towards the entrancing gateway—a portal to the 
stillness of inner being. With Lao’s every throbbing yet 
calming brushstroke comes the cleansing of the depths 
of our psyche. 

For Lao, contradictions are inherent in this world; they have 
been here from the moment we were conceived, and they 
are bound to stay even after we die. Amid this inevitable 
circumstance comes the choice of whether to let ourselves 
succumb to the abyss of inaction and stagnation; or 
to unabatingly steer towards that enlightening path of 
accepting the universality of contradictions through 
an unfaltering determination to struggle against and 
continuously overcome these elements. 

Lao evokes the Japanese enduring philosophical concept 
of wabi-sabi, constantly searching for beauty amid the 
madness, imperfection, irregularities, and of course, 
contradictions. Lao’s signature white composition in 

this work becomes more powerful than ever: it is now a 
powerful symbol of willpower, wisdom, and freedom from 
the bondage of apprehensions brought by conflict. 

It is only through accepting the absoluteness of 
contradictions that one engenders a sense of clarity 
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and transcendence—a liberating deliverance from the 
trepidation and tensions of the corporeal to sublimely 
entering the fulfillment of enlightenment and inner peace. 

Begging bowls are ubiquitous to Buddhist monks, 
symbolizing their willingness to receive the dharma, 

Buddha’s teachings. But in the case of Lao and his art, it 
is the act of receiving and letting in the inner spirit that 
emanates from within, one that engenders harmony in 
one’s being and brings out the mysticism and inherent 
serenity of his art. (A.M.)



L E Ó N  G A L L E R Y5 7

45

Araceli Limcaco-Dans (b.  1929)

Simoy ng Pula
signed and dated 2005 (lower left)
watercolor on paper
29 1/2" x 21 1/2" (75 cm x 55 cm)

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

PROVENANCE
From the personal collection of Araceli L. Dans

Though Araceli painted numerous scenes and subjects 
throughout her artistic career, she was most lauded for her 
nuanced and intricate depictions of the Calado weaving 
style. The Calado is an open-work style that is commonly 
utilized in a myriad of Tagalog and Luzon textiles. It is 
most often utilized as motifs in the making and designing 
of the traditional barong tagalog and baro’t saya. In 
the piece, one can see the delicately rendered Calado 
cloth positioned next to a trio of beautiful and timeless 
red roses. The slightly flaxen tinge of the Calado cloth 
perfectly complements the petals’ passionate hue of red. 
The end result is a cohesive still-life piece that manages to 
evoke a timeless aesthetic and feeling. (J.D.)
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Edwin Wilwayco (b.  1952)

Fractals 26
signed and dated 2014 (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
Private Collection, Manila

The eloquent and rhythmic approach of abstract 
expressionist Edwin WIlwayco puts his name among the 
acclaimed artists of his genre. His dynamic brushwork 
allowed him to create chromatic and textured canvases 
fueled by emotions — as observed in the lot at hand. 
The 26th in his series titled Fractals, this painting means 
to deal with shapes and patterns, as suggested by the 
definition of its word: a curve or geometric form with the 
same statistical character as the whole.

“Edwin Wilwayco has taken a most dramatic shift in his 
abstract expressionism with his new “Fractals” series 
of paintings,” a Lifestyle Inquirer article noted. “The 
result is an intriguing series of works that problematizes 
representation and gives art aficionados who champion 
his work an inkling on his creative process and the current 
state of his artistic mind.”

In 2014, the year this piece was created, Wilwayco held 
a show titled “Recalibration” at the Momentous Arts in 
Singapore. Then, in 2015, he exhibited “Fractals” at the 
Altro Mondo in Makati, Philippines. (P.I.R.)
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Ronald Ventura (b.  1973)

Home Screen
dated 2010
fiber glass/resin, polyurethane paint
30 1/4" x 51 3/4" x 18 1/4" 
(76 cm x 131 cm x 46 cm)

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

PROVENANCE
Private Collection, Italy

LITERATURE
Ventura, Ronald, Primo Giovanni Marella, Adjani Arumpac, 
Alice G. Guillermo, Daniela Palazzoli, and Igan D'Bayan. 
Realities: Ronald Ventura. Bologna: Damiani editore, 2011. 
Full-color photograph and painting description on page 158.

EXHIBITED
Primo Marella Gallery, Ronald Ventura: Fragmented 
Channels, Milan, June 24 - September 10, 2010

With his new ways of seeing, Ventura exerts his 
influence in overturning notions on presenting 
the human body, or formal problems once 

dominated late modern painting, or conceptions of the 
ideal as against the products of academic classicism of 
a still earlier age. His artistic canon is thus diverse and 
multifaceted, effectively showing the level of mastery 
he has over his craft. This particular piece was among 
the works exhibited at Ventura’s seminal show titled 
Fragmented Channels. The exhibit featured a number of 
dioramas which are relatively similar to those one would 
find in historical museums. But instead of recreating 
historical and pivotal events, Ventura shows us scenes of 
everyday life.

Home Screen was among the works that seemingly 
captured a very specific, yet at the same time universal 
theme in Though one may ask: how does a work exhibit 
both particularity and universality at the same time? 
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The answer to that would be the use of narrative and 
storytelling. Through the use of stories and narrative 
structures, one is able to effectively live vicariously through 
the stories depicted. Though these events may be unique, 
distinct, or even outlandish, our shared humanity allows 
us to sympathize and empathize with scenes we would’ve 
otherwise never have imagined. Fragmented Channels 
features a number of these scenes that teeter on the edge 
of the real, surreal, and absurd. Home Screen seemingly 
depicts the calm before the storm. At the center is a family, 
sleeping and seemingly unaware of the various scenes of 
impending chaos. Above them is a painting of a ship that is 
about to capsize. To the right are three dogs; the smallest 
of which is merely watching the other two copulating. 
While on the right is a man seemingly more interested in 
the wall than his fellow human beings. Three vague yet 
palpable omens surrounding 3/4ths of the family’s space. 
The fourth being us, the viewer; painfully aware of all the 
signs yet unable to anything. Ultimately, the entity that 

knows it all is in the worst position to do anything about it. 
Home Theatre showcases how oftentimes knowing hurts 
more than ignorance. For it is in the bliss of not knowing 
how things end can we avoid the pain of starting things in 
the first place. (J.D.)
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Fernando Amorsolo (1892 - 1972)

Portrait of a Lady (Bertha Isabel Schalk)
signed, inscribed 'Manila' and dated 1958 (lower right)
oil on canvas
42" x 31" (107 cm x 79 cm)

P 500,000
PROVENANCE 
Private Collection, USA 
León Gallery, The Magnificent September Auction 2017, 
Makati City, 29 September 2017, Lot 36

Some of the best painters in history have dedicated 
themselves to capturing the look of a well-dressed man 
or woman, and this work is Fernando Amorsolo’s attempt 
to catch the personality of the model as much as keeping 
within the 19th century tradition of retratistas in Philippine 
art. In true retratista spirit, Amorsolo embellishes the 
dress with what looks like embroidery. The face and 
neck are subtly lit on one side, producing a soft contrast 
between light and shadow, and a sense of rounded form 

that cannot be captured if frontally lit. Fine brushstrokes 
give the face a character as well as a tinge of vitality. 
Ochre highlights suggest roundness and solidity of 
features of the face and shoulders, while the eyes, nose 
and mouth are rendered with soft precision. Amorsolo 
does not relax over the tiniest of detail. Instead of the 
usual transparent bodice common to family matriarchs, 
she wears a dress of thicker material but with exquisite 
open calado embroidery, summing up the opulence of 
high-society during the fifties. The earthy green in the 
background provides a sense of depth to emphasize the 
radiant face and the textured qualities of the fabric. Aside 
from the sitter’s beauty, the portrait conveys wealth with 
its access to material refinement.
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Eduardo Castrillo (1942 - 2016)

Stately Stature
signed and dated 2015
brass
36" x 37" x 28" (91 cm x 94 cm x 71 cm)

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

PROVENANCE
Acquired directly from the artist by the present owner

EXHIBITED
The Link, Ayala Center, a dialogue. albor • castrillo 
(Art Fair Philippines 2015), Makati City, February 5 - 8, 2015

In Stately Stature, Eduardo Castrillo 
evokes both personal and collective 
principles. Castrillo’s creation of 
a sturdy, free-standing structure 
adds soundness and credence 
to the message the artist wants 
to convey to his viewer: that of 
dignity, augustness, and of standing 
one’s ground, even in the face of 
adversities. In line with his nationalist 
sentiments as an artist, Castrillo 
also alludes to Filipino values in 
this work: our strong sense of 
social cohesion and our collective 
identity as stalwarts and lovers of 
freedom. 

Stately Stature is relatively of 
considerable size for a small-scale 
Castrillo sculpture, standing at 3 
feet tall. The work is also among 
the featured highlights of a joint 
exhibition by Castrillo and Augusto 
Albor in 2015 aptly titled “a 
dialogue. albor • castrillo.” It is that 
rare occurrence in Philippine art 
when two artists from two different 
yet complementing spectrums—
painting and sculpture—come 
together in one compelling showcase 
of virtuosity. 

Stately Stature would be among the 
eminent Castrillo’s last sculptures; 
he would pass away on May 18, 
2016, at the age of 73. 

Castrillo was a recipient of various 
prestigious honors, including the 
inaugural edition of the Cultural 

Center of the Philippines Thirteen 
Artists Award in 1970, and the 
Republic Cultural Heritage Award 
(precursor to the National Artist 
Award) in 1970. He served as 

President of the Art Association of 
the Philippines from 1984 to 1990 
and Vice President of the Society of 
Philippine Sculptors from 1990 to 
1992. (A.M.)
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Fernando Zóbel (1924 - 1984)

Marina 
signed and dated 1974 (lower right and verso);
inscribed '74-66 / Marina / Sevilla, 23 / 
Dec. 1974' (verso)
oil on canvas
51 1/2" x 51 1/2" (131 cm x 131 cm)

P 12,000,000
PROVENANCE
Galeria Juana Mordó, Madrid
Galeria Multitud, Madrid
Private Collection, Spain
Acquired from the above by the present owner

LITERATURE
Alfonso de la Torre, Rafael Pérez-Madero, Fernando Zóbel. 
Catalogue Raisonné of Paintings 1946-1984, Azcona 
Foundation, Madrid, 2022, nº 74-66, p. 516

EXHIBITED
Galeria Mayoral, Zóbel. An Artist from Three Continents, 
Paris, May 19 - July 16, 2022

M arina epitomizes Zóbel on the cusp of his sublime 
transition from his La Vista series of 1972-74 to the 
zenith of his artistic career—the highly acclaimed 

and lyrically spiritual Serie Blanca, which the artist would start 
working on in 1975. In the exhibition catalog Fernando Zóbel: The 
1970s, leading Spanish art critic and curator Juan Manuel Bonet 
describes the progression from La Vista to Serie Blanca: "[In La 
Vista,] color is reduced to a scale of greys, and the compositive 
structure almost disappears. These paintings become the 
starting point for the Serie Blanca, where Zóbel dispenses with 
the use of color entirely, relying instead on a delicate contrast of 
values, the effect of light and space."

Zóbel’s biographer, Angeles Villalba Salvador, writes that in La 
Vista, “color is reduced to greys while the geometric network 
practically disappears altogether.” By 1975, she notes, “after 
twelve years spent studying color, in the final pictures of La 
Vista, Zóbel’s painting becomes predominantly white. He thus 
commences the series, Serie Blanca, which he will continue until 
1978. These paintings are characterized by infinitely degraded 
whites which distribute spaces and volumes and seem to lose 
themselves on the edges of the canvas.”

The predominantly white space, the subtle dance between light 
and space, the lines and strokes virtually disappearing into 
and integrating themselves with the space, the unbridled and 
enigmatic injection of recollections and imagery into painting, 
and the palpable sense of harmony and intrinsic calm—qualities 
found in Marina—heralds the arrival of the Serie Blanca. 

Marina belongs to what Zóbel once described as "abstract 
landscapes." The inscription at the back of the painting, in Zóbel's 
handwriting, indicates that the artist finished painting the work 
on December 23, 1974, in Seville, Spain. At that time, Zóbel was 
in the midst of the exhibition of his La Vista Series at the Galeria 
Juana de Aizpuru, also in Seville. 

Owing to its strategic location at the crossroads of the 
Guadalquivir River and the Seville-Bonanza Canal, Seville is host 

to several marinas (dockyards where yacht owners, boating 
enthusiasts, and sailors park dock their vessels) and the Port of 
Seville, the only commercial river port in Spain. 

Zóbel, while reveling in his well-received exhibition at the Galeria 
Juana de Aizpuru, likely saw the marinas dotting the waterways 
of Seville, resulting in the work at hand. We can imagine in the 
linear arrangements the boats and yachts systematically docked 
in the marinas and the washes emblematic of the calm waters. 

The work can still be seen as treading across the lines of La Vista 
since the imagery that inspired it did not particularly interest the 
artist (Zóbel once revealed to Perez-Madero in 1978 that La Vista 
consists of "all sorts of things that don't really interest me very 
much: houses, roads, colors, birds, etc.").

Interestingly, Seville was one of Zóbel's much beloved Spanish 
cities, second only to Cuenca. His biographer, Angeles Villalba 
Salvador, notes that after Zóbel's exhibition at Seville's Galeria 
La Pasarela in 1967, the city started "to form part of his life." "In 
Seville," Villalba continues, "he becomes a very close friend of 
painter Carmen Laffón, with whom and José Soto, he shares a 
studio. Also, around this time, he strikes up a friendship with the 
Bonet Correa family and painters Joaquín Sáenz and Gerardo 
Delgado. Zóbel would also set up his new studio in the city in 
1971, "in the famous Plaza de Pilatos, one of the city's most 
beautiful and emblematic spots." (A.M.)

ABOVE: Fernando Zóbel. Image courtesy of Nap Jamir. BELOW: Marina at the 2022 
exhibition Zóbel. An Artist from Three Continents at Galeria Mayoral, 
Paris © Galeria Mayoral
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Federico Aguilar Alcuaz (1932 - 2011) 

Untitled
signed (lower right); signed and dated 1975 (verso)
oil on canvas
19 1/2" x 15 1/2" (50 cm x 39 cm)

P 160,000
León Gallery wishes to thank Christian M. Aguilar
for confirming the authenticity of this lot

Federico Aguilar Alcuaz, as an artist, brilliantly depicted 
the world from a unique viewpoint. His distinct approach 
to abstraction possesses a certain dynamic air, bringing 
to life his otherwise still subjects. His palette selection 
and delineation techniques evoke a familiar appeal, 
creating a style that is all his own. His ability to perceive 
the world through a complex prism of cultures resulted in 
oeuvres that speak to a spectrum of artistic and aesthetic 
sensibilities. The secret of Alcuaz's work is perhaps his 
hedonistic approach in life, nature, and the universe. This 
is evident in his work—how his refined and sophisticated 
style of seeing, feeling, and transforming onto canvas 
drives his art with minimal interruption from common 
factors. He also loved his materials and understood how 
to bring out their best qualities, as well as explore the 
mysteries of color and tone. (P.I.R.)

51  PROPERTY FROM THE DON VICENTE "TIKING" H. LOPEZ COLLECTION

Angelito Antonio (b.  1939)

Face
signed (upper left)
gouache on paper
28" x 22" (71 cm x 56 cm)

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

Filipino artist Angelito Antonio is among the renowned 
Filipino artists whose practice involves traditional genre 
scenes with a modernist flair. His iconic style features 
a Cubist- inflected common folk such as cockfighters, 
street vendors, mother and child, and the family. 
Heavily influenced by his mentor, National Artist Vicente 
Manansala, Antonio’s works are chromatic masterpieces 
with angular and calculated renditions of subjects and 
scenes. The tension between figuration and abstraction 
in his pieces leads viewers into taking a closer look into 
his distinct aesthetic disposition. (J.D.)
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Benedicto Cabrera (b.  1942) 

Yellow Parasol
signed and dated 1987 (lower right)
oil on canvas paper
14 1/2" x 9 3/4" (37 cm x 24 cm)

P 800,000
PROVENANCE
The Luz Gallery

Benedicto Cabrera’s Lady with 
Yellow Parasol is a work that 
precedes, or anticipates, the national 
artist’s Larawan III series entitled 
The Filipina, Ca. 1898. Veering away 
from the socio-political nature of his 
Larawan I series, Bencab’s Larawan 
III simply explores nostalgia and 
remembrance for the glory of a 
bygone era in which simplicity and 
innocence abound. Here, Bencab 
tackles the everyday life of the Filipina 
toward the turn of the century, their 
customs, lifestyles, and even fashion. 
Bencab would eventually produce 
20 paintings for his Larawan III 
series, which were exhibited at The 
Luz Gallery in June 1998, coinciding 
with the centennial of Philippine 
independence. 

The work at hand depicts a woman, 
most likely a mestiza based on her 
ensemble, donned in the baro’t 
saya, with its design typical of the 
1890s style of the said clothing; 
the sleeves are more ballooned in 
appearance, influenced by the leg 
of mutton sleeve popular in the 
West during that decade. Bencab’s 
blurring of the woman’s face is a 
deliberate act, making the subject’s 
ensemble and style the focal point of 
the composition, as the artist would 
eventually intend for his Larawan III. 
(A.M.)
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Ramon Orlina (b.  1944)

Evergreen II - 1996 
signed and dated 1996 (lower right)
carved green glass
12 3/4" x 10 1/4" x 10 1/4" (32 cm x 25 cm x 25 cm)

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

In Evergreen II - 1996, a carved green glass piece, Ramon 
Orlina once again exhibited the trademark qualities 
that made his art one of a kind. The curves, angles, 

and contours that captivate its beholder are observed 
in the lot at hand, along with the visual movement that 
owes to the artist’s masterful manipulation with natural 
light. His sculptures give an overall experience that invites 
dialogue and discourse. A viewer can appreciate an 
Orlina piece from any angle and interpret it beyond the 
artist’s original intent.

“Above all, he gave the idiom a new sense of fluidity,” 
said Rod Paras-Perez about the achievements of Ramon 
Orlina.

The ‘90s was a prosperous decade for the artist. In 1996, 
the year this sculpture was made, Orlina had a solo show 
at the Bryan Ohno Gallery in Seattle, USA. He also received 
notable awards, such as the: ASEAN Awards for Visual 
Arts in 1993, the Third ASEAN Achievements Awards for 
Visual Arts in 1994, and the “Mr. F” prize at the Toyamura 
International Sculpture Biennale in 1999. Then, in 2000, 
he won first place in the Sculpture Category of the II 
Biennale International del Baloncesto en las Bellas Artes 
in Madrid, Spain. (P.I.R.)

Ramon Orlina © León Gallery Archives

Glory in Glass 
by Philippines' 
Leading Sculptor
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Max Balatbat (b.  1978)

Kastilyo
signed (lower right) 
dated 2023
acrylic skin and metal 
on shaped canvas
72” x 48” (183 cm x 122 cm)

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

PROVENANCE
Artist's Collection

Max Balatbat highly regards Kastilyo 
as his magnum opus, his best and most 
personal work to date. According to 
the artist, the work encapsulates the 
consummate fusion of all his works. “This 
piece is very special to me because I was 
able to integrate all my works, from the 
past up to the present. I was able to 
integrate to this piece the acrylic skins I 
have been doing—hardened paint that 
looks like fabric,” Balatbat says in a 
special interview with Leon Gallery. 

For Balatbat, no one gets closer to 
becoming an inspiration than the 
neighborhood that honed his craft and 
cultivated in him a sense of empathy for 
the less privileged. “Why would I search 
for other things for creative inspiration if I 
am more familiar with where I grew up,” 
Balatbat remarks. The artist grew up in 
a Caloocan neighborhood surrounding 
a 5,000-square-meter, three-story old 
cabaret that had transformed into a 
brothel. In the lexicon he has grown 
accustomed to, Balatbat calls this place 
putahan, a haven for those seeking to 
satiate the carnal demands and desires 
of the flesh but a workplace for those 
forced by unequal opportunities born out 
of systemic injustice. 

Balatbat has considered the brothel and 
its neighborhood his personal definition 
of a kastilyo (castle). “We grew up in 
small houses surrounding the cabaret,” 
he shares. “The old cabaret is like a 
massive structure. That is my kastilyo. 
The place has always been my inspiration 
in my works. For me, it is a castle with 
many “employees,” but with a king and 
a queen—king of bugaws (pimps) and 
queen of the putas (prostitutes). It was also 

like a playground for me.” Interestingly, 
some of Balatbat’s childhood friends 
were the children of prostitutes. 

For Balatbat, he is not in the position to 
judge these people; by only responding 
to the coerced calls of the flesh, they are 
able to counter the crushing cries of a 
gnawing stomach. 

The work at hand, Balatbat says, can be 
the start of something new, be it a series 
or a change in style or medium. “I am 
certain that I can keep going with my art. 
I can feel it because the creative puzzle 
that I have been piecing together for two 

decades is now gradually coming to full 
realization. It’s a great feeling. It’s like you 
have earned your master’s degree.”
Balatbat continues: “I’ve done similar 
works before, around 2014 and 2015. But 
now, it’s just different. I feel like I’m getting 
better. This particular piece has become 
the answer to all my experimentations in 
the past.”

Indeed, home is where the heart is. 
As cliché as it sounds, this perfectly 
encapsulates Balatbat’s art, from which a 
personal essence, a poignant ambiance, 
and an empathic feeling emanate. (A.M.)



T H E  S P E C T A C U L A R  M I D - Y E A R  A U C T I O N  2 0 2 3 7 0

56

Romeo Tabuena (1921 - 2015)

Women of the Market
signed and dated 1961 (lower right)
oil on wood
23" x 35" (58 cm x 89 cm)

P 200,000
PROVENANCE
The Vincent Price Collection

Tabuena's early years were shaped by a rich cultural 
environment infused with traditional Filipino customs 
and folklore. His exposure to the vibrant local festivals, 
the natural beauty of the Philippines, and the everyday 
lives of its people formed the foundation of his artistic 
sensibilities. His upbringing in Iloilo, known for its 
sugarcane plantations and rural landscapes, instilled 
in him a deep connection to nature and the realities of 
rural life, which would later become prominent themes 
in his art. But Tabuena’s art would eventually bloom 
even further when, in 1955, the artist would further his 

studies in art at the Institute Allende and would decide to 
permanently settle in San Miguel de Allende. 

During this period, Tabuena’s art would occupy a unique 
place of being informed not only by two cultures, but by 
two cultures that despite the distance share a history of 
being both former colonies of Spain. Thus, things such 
as religion, societal practices, and even language are 
considered to be commonalities between the two nations. 
Which is why it is no surprise that Tabuena’s depiction 
of Mexican life and culture seems so at home with the 
distinctly Filipino roots of his technique. (J.D.)
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In the 1990s, I spent my formative professional years working 
in Hong Kong in the 90’s, At the time, I recall receiving 
instructions from Mom to please pick something up — 

something important for her, she said — to bring back to 
Manila as I made it a habit to go back home monthly, to see my 
parents, to visit Giraffe (the club we partly owned with Tony 
Boy Cojuangco) or just to head out and scuba-dive in Anilao. 

I found myself heading up to the Mid-Levels on Connaught 
Road. There was no way to escape the imposing structures of the 
two towers of Estoril Court, my final destination.

It was here, on one weekend, that I visited Mrs. Anita Magsaysay-
Ho’s apartment. (I guess it was part atelier.) My mission was to 
retrieve what apparently was a “birthday gift” to herself that 
Mom had asked from her good friend. 

I recall part of this story involved Mom chasing Anita around 
the house, insisting that she pay, even some token amount for the 
painting, and that Anita ran away from Mom, going from room 

REMEMBERING ANITA — AND MOM
Adventures in Painting

by ITO FELICIANO

LEFT TO RIGHT: Eloisa F. Revilla (who later married Gen. Yan when she was widowed); 
Nitang F. Lim (Mrs. Vicente ’Ting’ Lim, son of the general who graces the P1000 bill), 
and Zita F. Feliciano. 2) LEFT TO RIGHT: ‘Asia’s Fashion Czar Pitoy Moreno, Nene Quimson, 
Meldy Cojuangco, their favorite chaplain, Offie Recto, Marietta Santos, and Zita 
Feliciano. 3) LEFT TO RIGHT: Zita Feliciano, Marietta Santos, Offie Recto, Meldy Cojuangco, 
Nene Quimson, Pitoy Moreno. 2ND AND 3RD ROW: Zita Feliciano through the years and 
on various travels.

to room so she could escape having to accept Mom’s payment. 

I had finally come to pick up the painting. Anita warmly invited 
me into her beautiful apartment, and handed me the painting 
rolled in a protective tube. I left not knowing the importance 
nor the value of what I was carrying that day and when I hand-
carried it to Manila (nonchalantly so through customs) until I 
handed it to Mom at our home is Dasma. 

I’m still so glad to have done my little bit to get this classic 
painting to Mom as this became Mom’s piece de resistance in 
our living room which had an Amorsolo, a Sansó, Manansala, 
and Ocampo, all surrounding visitors to the heart of our home. 
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Anita Magsaysay-Ho (1914 -  2012)

Women with Flowers
signed and dated 1993 (lower right)
oil on canvas
34" x 37 1/2" (86 cm x 95 cm)

P 20,000,000
PROVENANCE
Acquired directly from the artist

LITERATURE
Roces, Alfredo. Anita Magsaysay-Ho: In Praise of Women (With 
Annotations on Paintings by Anita Magsaysay-Ho. Pasig City: 
The Crucible Workshop, 2005. Full-color photograph and 
painting description on page 184. 
Ong, Charlson, ed. A Sense of Serenity: Anita Magsaysay-Ho with 
Twelve Filipino Poets. Pasig City: The Crucible Workshop, 1996. full-
color photograph and painting description on page 65.

A nita Magsaysay-Ho is famous for depicting 
women at work but she also became renowned 
for capturing their feminine, softer side — 

praying, dancing, wielding graceful fans, and most of all, 
wreathed by flowers. 

She would write of girlhood memories of the Flores de 
Mayo (the feast of the Flowers of May), carrying bouquets 
to the Blessed Virgin Mary. “Our parents would prepare 
special clothes for us; sometimes we would even have 
flowers in our hair,” she would reminisce. “My sister 
and I offered flowers together with the daughters of my 
mother’s friends.” 

It was a special sense of sisterhood that she would thus 
associate with flowers; and it was for these friends in 
Manila’s genteel society that she would create these 
works. Anita, after all, was from one of the best upper-
crust families, descended from one of the men who ruled 
the waters of Manila Bay with his ships. She was the niece 
of a beloved Philippine president, was raised by devout 
parents and attended the the best schools in both the 
Philippines and America. 

The work at hand has that same gentle delicacy that 
inhabited Anita’s private world. Three women are in 
engrossed in the most lady-like pursuit of flower-arranging. 
There are fine baskets, a pale celadon jar as well as a 
bounty of blossoms both from the Philippines (golden 
butterfly orchids, coral-colored anthuriums, lilies called 
‘star gazers’) as well as foreign gardens (baby’s breath, 
daisies, rose-hued carnations). All the accoutrements of 

the art of fine living are here to be found. It is engaging 
and soothing and the best of these, familiar, all at the 
same time.

Her biographer Alfredo Roces would, in fact, devote an 
entire chapter, entitled “Posy of Bloomers”, to Magsaysay-
Ho’s interior portraits, It was a satisfying theme that 
animated her work through the decades.

Magsaysay-Ho would move to HongKong in the mid-
1970s and stay 17 years. She would say, I consider this 
time my most productive years.” 

This is the era when Women with Flowers was created 
and one can easily imagine how it was painted for the 
elegant Mrs. Zita Feliciano, as lithe and svelte as any of 
the women that Anita Magsaysay-Ho would make iconic. 
Zita, who was both beloved and well-known in Manila 
society was one of its legendary swans who would glide 
through the stratosphere, at home in New York or Paris 
or London. The work, a gift from one of her closest friends, 
would properly grace her home and endow it with a very 
special aura.

The Secret Language 
of Women
by L ISA GUERRERO NAKPIL

Anita Magsaysay Ho, late 1950s.
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The Feliciano 
Anita Magsaysay-Ho

“. . in HongKong where I lived for 17 years. . 
I consider this time my most productive years.”

— ANITA MAGSAYSAY-HO
In Praise of Women, by Alfredo Roces
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Juvenal Sansó (b.  1929)

Untethered Form 
signed (lower right)
1980s
oil on canvas
18" x 37" (46 cm x 94 cm)

P 1,400,000
Accompanied by a certificate issued by Fundacion Sansó
confirming the authenticity of this lot

Juvenal Sansó’s plant aesthetic is sound and delicate, 
realistic and romantic. His rich imagination is brimming 
with the wealth of flora that are not found on waysides 
or seasides but only in the lush imagination of a poet. 
He is renowned for his experimentation and explorations 
on various themes, still, he often finds himself painting 
his peculiar plants. Though he is more noted for his 
depictions of flowers, the fine artist also colored on his 
canvases some coral reefs that seem like bouquets.

His oeuvres, such as the lot at hand, reveals his distinct 
approach to poetic surrealism, considering that he is no 
stranger to painting surreal subjects. For that, his coral 
reefs and flowers, as with his other favorite subjects, are 
believed to be culled from his enchanted memory. As a 
child who spent his boyhood in Paco, Sansó had many 
wonderful memories of pleasant days swimming in the 
Pasig River and family outings to Montalban in Rizal. 
From his early days in the Philippines to his frequent visits 
at the Brittany coast in France, he indeed was an artist 
close to nature.

“Sansó is a contemplative poet,” the French daily morning 
newspaper Le Figaro wrote. “His flowers, masses of rocks, 
the fishing traps… his tropical plants are all remembered 
so clearly that he can recreate them in his works.” (P.I.R.)
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Tam Austria (b.  1943)

Maria Makiling
signed and dated 1989 (upper right)
oil on canvas
36" x 48" (91 cm x 122 cm)

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

Like his mentor and foremost luminary, the eminent 
Carlos "Botong" Francisco, Tam Austria primarily draws 
inspiration from the diversity of Philippine culture—the 
native customs and traditions and, interestingly, the 
enduring myths and legends.
 
Maria Makiling, the legendary protector/guardian spirit 
of Mount Makiling, has become one of the most revered 
legendary figures in Philippine mythology. Her storied 
presence as the enchantress of Mount Makiling has been 

immortalized in numerous accounts. During the pre-
colonial era, the ancient Tagalogs venerated her as an 
anito sent by Bathala to aid humanity in their living. Jose 
Rizal retold the story of Maria Makiling in his work titled 
Mariang Makiling, published on November 23, 1890, in 
La Solidaridad. Rizal describes the deity as "a young girl, 
tall, well-shaped, with large black eyes, and long and 
abundant hair; her color was clear and light brown, the 
"kayumangging-kaligatan," as the Tagalogs say; her 
hands and feet, small and exquisite; and the expression 
of her face, always grave and serious." Rizal adds, 
"Mariang Makiling is always preserved a virgin, slender, 
and mysterious as the spirit of the mountain."

In this 1989 work by Austria, the alluring Maria Makiling 
can be seen sitting on the ground, caressing a wild deer 
on her lap. Her divinely sublime face and bodily gesture 
invoke graceful femininity, further highlighted by her long, 
wavy hair that sways exquisitely with the gentle breeze. 
An abundance of lush flora surrounds her, with the purity 
of nature complementing her immaculate persona as the 
custodian of the mountain and everything that lives in it 
and gains from its blessings. (A.M.) 
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Vicente Manansala (1910 - 1988)

Birds in Flight
signed and dated 1969 (upper right)
oil on board
52 1/2" x 26 1/2" (133 cm x 67 cm)

P 9,000,000

V icente Manansala's Birds in 
Flight, from his elusive Whirr 
Series, epitomizes the artist's 

consummate mastery of Transparent 
Cubism. By this time, Manansala's 
"Filipinization" of Cubism had fully 
matured; he had finally escaped a 
laborious two-decade exploration for a 
distinct artistic idiom and entered his 
“Golden Age.” Just six years prior, in 
1963, Manansala had been bestowed 
the very prestigious Republic Cultural 
Heritage Award, precursor to the National 
Artist Award, of which he would also be 
eventually conferred in 1981.

In her monograph Discovering 
Manansala, Isabel Nazareno notes 
that Manansala's "constant search 
for a unique expression" would come 
fortuitously "in a piece dubbed Whirr 
(1962)," now in the trove of legendary 
art collectors Paulino and Hetty Que 
(although there is an earlier 1961 
incarnation in the collection of another 
legendary collector and influential 
industrialist Roberto T. Villanueva). 
'Whirr' is Manansala's onomatopoeic title 
that evokes "the action of birds in flight [in 
which they] produce a whirring sound." 
The work at hand, thematically similar to 
the Que couple’s piece, is Manansala at 
his artistic coming of age.

Manansala first dabbled in Cubism during 
his six-month UNESCO Art Fellowship 
to Canada from June to December 
1949. But it was during his nine-month 
Parisian sojourn from 1950-51 that 
Manansala would lay the foundations for 
his distinct Cubist language. Manansala 
studied in the Montmartre studio of 
the French cubist Fernand Leger, a 
close contemporary of Cubist pioneers 
Picasso and Braque, two of Manansala's 
foremost luminaries. Agnes Duval, in 
her article "Manansala" in the April 
1968 issue of Solidarity: Current Affairs, 
Ideas, and the Arts magazine writes: 
"Window shopping one day [in Paris], 
he [Manansala] noted the interplay of 
reflected images on the plate-glass and 
the objects inside the window displays." 
This vision would captivate Manansala's 
mind, creating an image that would be 
more than a decade in the making: the 
superimposition of tones, shapes, and 
patterns while retaining his realist and 
figurative sensibilities. Thus, the birth of 
his Transparent Cubism. Manansala even 
remarks that his Parisian stay was the 
"most alive segment" of his life. 

Not only did the idea of Transparent 
Cubism come to Manansala's mind 
during his Parisian sojourn but also the 
magnificence of his future Whirr Series. 
In Paris, where green and open spaces 
abound, birdwatching is common for 
anyone seeking respite or casually sparing 
time. Manansala enjoyed watching flocks 
of birds gently flap their majestic wings as 
they traversed the vast skies. 

These gentle creatures enkindled in 
Manansala a nostalgic longing for his 
childhood. In Rod. Paras-Perez's book 
on the artist Manansala recalls: "Birds 
in Paris reminded me of my boyhood 
in Intramuros. I used to pass by San 
Francisco Church. The birds would be 
flying in flocks, whirling." 

Thus, the Whirr Series, epitomized by the 
work at hand, evokes in Manansala the 
sweetness of his youth. It is a creative 
catharsis in all its splendor, encapsulating 
Manansala's lived experiences and his 
long, arduous journey toward a style he 
can call his own. 

Manansala's Filipino sensibility is also 
encapsulated in this work, and of course, 
in his Transparent Cubist brand. The 

Vicente Manansala. © León Gallery Archives

post-war and post-colonial periods also 
engendered a critical juncture towards 
reclaiming our culture and identity, which 
Manansala expressed in his works with 
utmost sensibility. The artist fiddles with 
maximalism, which art professor Felipe 
M. de Leon Jr. writes is "a manifestation 
of the Filipinos' highly sensitive and 
expressive nature that is rooted in 
communal existence." Manansala veering 
away from Western Cubism's tendency to 
fragment forms and his use of gesture 
and the expanse of space capture our 
concept of social cohesion that translates 
to our aesthetic notions, i.e., beauty and 
expressiveness in abundance.

The year of the work is also socially 
significant; it was 1969, a time of growing 
dissent and dissatisfaction with the 
looming dictatorship. With the ecstatic 
aerial dance executed by the birds' 
graceful flying, their behavior of flying 
in flocks to overwhelm threats from 
predators allegorizes safeguarding our 
freedom through conscious solidarity. Like 
a flock of birds' concerted action, we are 
bound by our commitment to collective 
action as an expression of defying 
subjugation. It reflects our enlightened 
thinking; that collective action is the path 
toward progress and liberty. Recognizing 
and navigating through our shared 
struggles bolsters our sense of social 
cohesion, allowing us to be unbound in 
conveying our joys and grievances toward 
a liberating humanity. Therefore, beyond 
this work's entrancing visual poetry is the 
mutual concordance between solidarity 
and liberty, an acknowledgment of our 
unbroken aspiration as a people.

Despite the birds' various movements, 
which both allude to Manansala's search 
for his visual language and our diversity 
as a people, they form a harmonious 
conjuncture, flying unbridled toward the 
same horizon. The idea embodies not only 
Manansala's creative freedom brought 
about by the successful concoction of 
his own virtuosity but also a sublime 
picture of Filipino consciousness and our 
shared identity as stalwarts of freedom 
and aspiration towards people-centered 
advancement.

Birds in Flight engenders both a personal 
sense for the artist and a sense of 
identity, being, and belonging in the 
larger context. (A.M.)
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Hernando R. Ocampo (1911 -  1978) 

Second Week of November
signed and dated 1975 (lower right and verso)
acrylic on board
20" x 15" (51 cm x 38 cm)

P 500,000

An icon in abstract expressionism, Hernando R. Ocampo’s 
artistic approach was purely subjective, inspirational, and 
emotional at times. He also often underwent a process 
of cerebral contemplation in the act of creation. An idea, 
often occurring out of the blue, was drawn more in detail 
as it developed and those that have grown out of the idea 
were erased. Then, on blank sheets of paper, the artist 
played the motifs against each other, tracing the best 
arrangement on a new paper sheet later. Afterwards, 
he would transfer the arrangement onto canvas and 
map every area of color on it. Although his paintings are 

chromatic rather than tonal, as soon as he painted an 
area, the original colors and additional colors come in a 
tonal connection with each other.

Ocampo, who created oeuvres that were original and truly 
Filipino, was indeed special, for he was a self-taught local 
artist who had never studied abroad and whose exposure 
to art was only through reading materials.

In the words of H.R. Ocampo: The Artist as Filipino author, 
Angel de Jesus, “The life of H. R. Ocampo has been as 
colorful as his paintings. It has been a full life, richly lived… 
The only original talent that the Philippines has produced, 
he epitomizes in every sense the artist as Filipino.” (P.I.R.)
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Mauro Malang Santos (1928 -  2017)

Rooftop
signed and dated 1968 (upper right)
tempera
18 1/2" x 25" (47 cm x 64 cm)

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

A pillar of Filipino Modernism, Mauro Malang Santos helped 
cultivate and develop the thriving visual arts landscape of 
the Philippines through his singular and unique artistic 
practice. Malang was already inclined to the arts at a 
relatively young age. At the age of 10, Malang’s parents 
arranged for him to study under Teodoro Buenaventura, 
an established Filipino artist trained in the classical style. 
Buenaventura’s influence stayed with Malang throughout 
his formative years, eventually influencing him to take up 
Fine Arts at the University of the Philippines’ School of 

Fine Arts. After a semester, Malang left the University in 
order to pursue the Manila Chronicle’s art department. He 
trained under cartoonist Liborio Gatbonton there, which 
sparked a great interest in him for cartoon illustration. 

He eventually developed a style around illustrations and 
cartoons, revolutionizing the field within the Philippine 
setting. But, after a decade of doing cartoons and 
illustrations, Malang eventually moved towards a style 
that utilized elements of cubism and abstraction in order 
to create a visual language that was uniquely his own. 
Influenced by Picasso and Matisse, to Manansala and 
Ang Kiukok, Malang’s latter style, as showcased by this 
particular piece, is generous in its enumeration of images, 
ranges of colors, and evocation of parochialism. Taking 
his cue from the spaciousness of then contemporary 
layout designs in posters, magazines, and traditional 
collages, Malang allows for these pockets of negative for 
the eye to rest. Such spatial provisions manage to give his 
figurative composition a compact, balanced appearance, 
and avoids a crowded look of excess yet projecting light 
hearted festiveness. (J.D.)
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Benedicto Cabrera (b.  1942)

Imaginary Portrait of Sabel II
dated 1969 (verso)
spray paint on wood
24" x 24" (61 cm x 61 cm)

P 3,000,000
PROVENANCE
The Luz Gallery

LITERATURE
Flores, Patrick D. BenCab: Filipino Artist. Benguet: BenCab 
Art Foundation, Inc., 2019. Full color photograph on 
page 90 and painting description on page 99. 

EXHIBITED
Musée d'Art Moderne de la Ville de Paris, 6th Paris 
Biennale, October 2 - November 2, 1969

Towards the end of the 1960s, Benedicto Cabrera had been slowly 
emerging as one of the country’s most promising young artists. 
In 1968, Bencab would be discovered by Arturo Luz, and would 
eventually include him in the exhibition “Young Artists 1968,” an 
annual event for up-and-coming artists held at The Luz Gallery. 
It was at that event that Bencab formally launched his career. 
Also, in 1968, Bencab became the Philippine representative to 
the Tokyo Biennale.

By 1969, Bencab would come in full force. Along with fellow artists 
and peers Virgilio “Pandy” Aviado and Lamberto Hechanova, 
Bencab would represent the country in the historic 6th Paris 
Biennale, bringing with him a set of hard-edge, spray painted 
works. Exhibiting in the renowned and highly competitive global 
art capital meant Bencab had begun cementing his stature in 
Philippine art.

Among Bencab’s entries to the Paris Biennale was this exact 
work at hand, Imaginary Portrait of Sabel II. 

The piece is one in Bencab’s trilogy of “Imaginary Portraits of 
Sabel.” Leon Gallery has had the privilege of previously offering 
the other two (both were sold in the Asian Cultural Council 
Auctions, albeit in different years: 2017 and 2022). Imaginary 
Portrait of Sabel II completes the trifecta of Bencab’s unique take 
on his iconic subject. 

Interestingly, Sabel’s image also gave Bencab his first serious 
recognition in the local art scene. It was 1966, during Bencab’s 
debut solo exhibition held at Gallery Indigo on Mabini Street in 
Ermita, Manila, where Bencab introduced the harrowing image 
of a scavenger woman he first discovered and observed from the 
window of his Bambang house in Santa Cruz, Manila.

Imaginary Portrait of Sabel II epitomizes that exciting shift 
in Bencab’s madwoman and his art in general during the late 
1960s. From the social realist-expressionist scavenger of the 
mid to late 1960s, Bencab aggressively strips off Sabel with his 
trademark crude ensemble and imbues her with an enigmatic 
aura in line with his newfound visual language of hard-edge 
painting. The work now appeals both to the viewer’s perception 
and interpretation and espouses the artist’s more fluid personal 
expression. We see a coalescence of red and white, with the 
bodily structure of Sabel distinguishable in the protruding white 
form that represents her head. The red configuration constitutes 
her voluminous garments. 

The work adheres to hard-edge painting, characterized by 
its economy and sharpness of forms and clean, clear edges 
separating colors that produce a flat textural and pictorial 
surface. By the 1960s, hard-edge painting had become a trend 
in the United States, with its proponents decrying the overt 
expressiveness of action painting. 

In 1970, a year after the work at hand, Bencab would be 
among the first recipients of the inaugural edition of the CCP 
Thirteen Artists Award, given to “the country’s most active, most 
aggressively ambitious talents…who have gained considerable 
maturity and recognition…a new generation [of artists] that 
promises to dominate Philippine art of the Seventies.” And so, 
like a good foreshadowing, Bencab would bewilder Philippine 
art through his now iconic, thought-provoking Larawan Series 
of 1972. 

The real-life Sabel died in 1972, three years after the creation of 
this work. (A.M.)

Benedicto Cabrera. Image courtesy of Tatler Asia.

An Entry to the 
1969 Paris Biennale
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Jerry Elizalde Navarro (1924 - 1999)

The Other Landscape
signed and dated 1981 (lower left and verso)
oil and acrylic on canvas
32 3/4" x 48" (83 cm x 122 cm)

P 1,600,000
EXHIBITED
Museum of Philippine Art (MOPA), 
Museum Artists 1981, Manila, August 1981

Navarro’s dynamic work captures the mystique of 
abstract illusionism. Jerry Elizalde Navarro has 
made a substantial reputation as an artist whose 

singular oeuvre is one of the most complex by anyone of 
his generation. Navarro creates vivid mash ups of color 
and gestural strokes. Navarro’s art contains elements 
of Japanese, Balinese and Western painting traditions 
that merge to make singularly intimate works. Gestural 
painting draws its sources not only from surrealism but 
from Asian aesthetics as well, which places a premium on 
spontaneity and quick insight. Gesture is very important 
in this kind of painting. In contrast to this impersonality 
akin to automatism, Navarro’s art derives from subjective 
forces. 

In this piece bold brushstrokes traverse the canvas with 
a haphazard orientation. The traces of the paint loaded 
brush are highly visible, overlapping, and forming thick 
ridges, pools of pigment, and streaks and splatters of 
impasto. There are some areas of defined color shapes 
to stabilize and give weight to the composition. At the 
core of his art are modernism’s freedom and a freshness 
of spirit that immediately draws one into his vision of the 
world. (J.D.)

Jerry Elizalde Navarro.
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Romulo Olazo (1934 -  2015)

Diaphanous Anthuriums #92
signed and dated 2011 (lower center)
oil on canvas
24" x 18" (61 cm x 46 cm)

P 800,000
PROVENANCE
Paseo Gallery, Makati City

EXHIBITED
Ayala Museum ArtistSpace, Diaphanous-Anthuriums, 
Organized by Paseo Gallery, Makati City, October 12 - 25, 2012

From Claude Monet and Vincent van Gogh to Georgia 
O’Keeffe, a lot of the finest painters were enamored with 
flowers, which they depicted in unique variations and with 
ardor and gusto, some also with devotion. Whether as 
still lifes or as decorative elements in domestic interiors, 
flowers bloom in the brilliantly painted canvases of 
figurative artists. As well, Filipino artists are not immune to 
the seduction of flowers, even the abstractionist maestro 
Romulo Olazo.

Diaphanous Anthuriums #92, done in oil, is a piece 
that reminds of the day when the artist, having arrived 
from a painting session with the Saturday Group of 
Artists, brought to his wife an armful of anthuriums. The 
romantic event paved the way for a new theme in the art 
of Olazo. His anthurium paintings were executed at first 
as a realistic still life and then rendered with his signature 
Diaphanous approach, flattened but still retaining its 
distinctly recognizable heart shape, a shape that evokes 
the universal emotion of love. For Olazo, the anthurium 
was the favored flower that moved his heart. (P.I.R.)
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Emmanuel Garibay (b.  1962)

Mother and Child
signed (lower right)
acrylic on paper
28" x 22" (71 cm x 56 cm) 

P 180,000
PROVENANCE
Private Collection, Antipolo City

When Emmanuel Garibay temporarily veers away from his thought-
provoking works dissecting the dark and harsh side of Philippine reality, 
the eminent social realist explores and fosters Filipino values rooted in 
our history and traditions as a people. Simply titled Mother and Child, 
this particular piece depicts a familiar and much-loved scene in Philippine 
art. Owing to his Christian upbringing, in which the image of the Blessed 
Mother and the Child Jesus is part and parcel of the faith, Garibay imbibes 
the image of a mother and child with much veneration and exaltation. 
Garibay depicts a child tenderly clinging to his beloved mother, who in 
turn affectionately wraps her arms around her child in the act of care and 
protection. 

Garibay’s expressionist faculty is unleashed through his employment of 
bold brushstrokes and strong colors, resulting in a visually compelling 
work that shows the incorruptible intimacy and the life-giving and life-
nurturing interdependence between a mother and her child. (A.M.)

67

Augusto Albor (b.  1948)

Temple
signed and dated 2018 (verso)
acrylic on canvas
48" x 36" (122 cm x 91 cm)

P 240,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Augusto Albor, throughout his artistic career, strives to stand out with his 
unique vision in minimalist abstraction. This is evident in his use of space, 
the sparseness of presences, and an apparent attitude toward art. His 
oeuvres are imbued with a sustained energy that is at once calming and 
invigorating, integrating the wonders of pictorial space that opens up all 
the possibilities of a mode of painting that has no need for the armature 
of form and color. For him, he is not a mere abstractionist but a painter 
of imagined realities.

As such, this acrylic on canvas piece titled Temple is among the works 
that adhere to his distinct minimalist abstraction. His other work that 
bears the same name, Temple-R7, was made with inspiration from culture 
and history, particularly on found objects such as Oriental ceramics, 
Indonesian textiles, and Southeast Asian architecture. That piece was 

an ode to his mentor, the modernist Florencio B. 
Concepcion, a master of acrylic painting. Albor always 
made an effort to make each work one of a kind in its 
expression, letting the art speak for itself and leading 
the viewer into an attentive and contemplative state. 
(P.I.R.)
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Buen Calubayan (b.  1980)

A Series Of Incomplete Landscapes
dated 2013
oil on canvas
36” x 72” (91 cm x 183 cm)

P 2,000,000
PROVENANCE
León Gallery, The Magnificent September Auction 2016, 
Makati City, 10 September 2016, Lot 41

LITERATURE
Villegas, Ramon N. and Lisa Guerrero Nakpil. Two Navels:: Leon 
Curated Auction. Makati City: Leon Gallery, 2016. Full color spread 
on pages 92 and 93 and painting description on pages 90 and 91.

Alvina, Corazon S., Tina Arceo-Dumlao, JJ Atencio, Jerome Gomez, 
Lisa Guerrero Nakpil, and Alya B. Honasan. The Art and Times of 
the New Millenium (2000 - 2020). Mandaluyong City: Januarius 
Holdings, Inc., 2020. Full-color photograph on page 39 and 
painting description and essay on page 38.

EXHIBITED 
Leon Gallery, Two Navels, Makati City, September 16 - 30, 2016

Buen Calubayan (b. 1980) is a firm believer in the 
microcosm of one man. Using himself as a cultural 
detective, traveling inquisitor, and even a Dr. Who–

like guru of time, he is determined to ferret out the true 
nature of the Filipino identity.

Drawing from his own family life (as in the Fressie 
Capulong exhibit, a dissertation on his mother, which 
took the grand prize at the Ateneo Art Awards 2013), his 
voracious appetite for all kinds of books (including works 
by Fyodor Dostoevsky and Friedrich Nietzsche), as well 
as various voyages to untrammeled Filipino vistas, he 

has managed to create an ambitious multiexhibit series 
under the general heading of the (Auto)Bio project, “with 
himself as subject.”

Biography was the self-evident title of his first show on 
that theme in 2013.

Two related “installments” both titled Bionote followed. 
In Calubayan’s deliberately academic language, this 
referred to “a shorter profile or summary in reference to 
the longer version of one’s Biography.” In fact, these were 
his mementoes of “places and times zoomed in from the 
bigger picture.” In it were featured ethereal landscapes 
of Bataan seashores and clouds in the sky somewhere 
between Australia and Malaysia.

The series finally culminated in Biowork, his first solo show 
at the Ateneo Art Gallery in 2015.

THE CALUBAYAN 
MYSTIQUE
by CARLOMAR DAOANA 

A Homage to 
JMW Turner
by Buen Calubayan
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Calubayan also simultaneously “problematized his work 
in reference to the larger narratives of aesthetic histories 
in the Philippines.” In recent years, that has led him to 
create visual commentaries on canonical Filipino works, 
as in the Spoliarium and, more recently, the Hidalgo 
exhibits.

Inescapable, however, is Calubayan’s technical virtuosity, 
placing him among the most dexterous of the recent 
generation of Filipino contemporary artists—certainly 
allowing him to be among its mostvisionary.

A Series of Incomplete Landscapes is a mind- bending 
anatomy of time, layered with as many meanings as 
possible. One of Calubayan’s pet theories, after all, is that 
one can tamper with the concepts of the past, present, 
and future and they may be made to intersect and 
happen all at once. The pink and gold skies of sunrise, the 

more somber shades of sunset, and the blue skies of a 
noonday sun create a stream of different emotions in the 
same landscape. At the same time, Calubayan creates 
his classic “convergence of the experiencing-self and the 
remembering-self.” Have we seen these same dawns 
and twilights ourselves or chosen to remember someone 
else’s recollections?, he seems to ask.

Calubayan’s style has been described in his catalogs 
as “reminiscent of the works of the English Romantic 
landscape artist J. M. W. Turner.” It is an obvious 
mastery that allows him to weave in and out of our 
collective memories, leading us into his serious process 
of questioning our histories and liberating us from 
the predictable. *(From the essay written by Carlomar 
Daoana)
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69

Fernando Amorsolo (1892 - 1972) 
Portrait of a Girl 
signed and dated 1936 (lower left)
oil on canvas
19 1/2" x 15" (50 cm x 38 cm)

P 300,000
León Gallery wishes to thank Mrs. Sylvia Amorsolo-Lazo 
for confirming the authenticity of this lot.

PROVENANCE
Private Collection, USA

The great Fernando Amorsolo is a prominent figure in the 
arts for his paintings that depict bucolic landscapes and 
beautiful dalagang Filipina, but he was much more than 
that. He was a versatile artist noted for his deft hand with 
almost all sorts of media. As observed in the lot at hand, 
the so-called “Grand Old Man of Philippine Art” also 
excelled in portraiture.

A portrait is a representation of a person, it was the only 
way to record the appearance of someone before the 
invention of photography. Furthermore, portraits have 
been used to show the power, status, wealth, and even the 
beauty of the person. Amorsolo has painted oil portraits 
of prominent individuals, among the notable names 
are Philippine Presidents: Emilio Aguinaldo, Manuel L. 
Quezon, and Elpidio Quirino.

The Portrait of a Girl is dated 1936. Earlier in the 1930s, 
Amorsolo’s works were well-exhibited here and abroad. 
He also served as the director of the University of the 
Philippines College of Fine Arts, starting from 1938 until 
1952. Four years after the creation of this oil portrait, 
Amorsolo received the Outstanding University of the 
Philippines Alumnus Award in 1940. (P.I.R.)
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70

Emmanuel Garibay (b.  1962)

Payong 
signed and dated 2001 (lower right)
oil on canvas
24" x 24" (61 cm x 61 cm)

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

In this work titled Payong, Emmanuel Garibay harkens 
back to the iconic 1972 Larawan Series of Benedicto 
Cabrera, in which images inspired by colonial photographs 
take the centerpiece. Interestingly, Garibay admits to 
having been influenced by Bencab, especially in the style 
and essence of this particular piece. 

Garibay depicts a woman clothed in the traditional baro’t 
saya with a bandana wrapped around her head. She 
is seen holding an umbrella, with her facial expression 

showing vigilance. Garibay says that the umbrella 
represents “the idea of protection.” He expounds that the 
composition does not evoke a situation of defenselessness 
but an image of inner character and innate strength. 

Drawing influence from the nature of Bencab’s Larawan 
Series, Garibay revamps the image of the Filipino 
woman, who, for the longest time, has been traditionally 
encapsulated by Jose Rizal’s tragic heroine, the meek 
Maria Clara. The woman in the painting exudes defiance, 
dignity, and confidence in her capability of defending 
and safeguarding herself from repressive forces; she 
is undeterred by the oppressive elements women are 
subjected to in a patriarchal society and successive 
regimes that ostracize the legitimate concerns of the 
marginalized. The work is an affirmation of Garibay’s 
continued fostering of the Filipina disposition: dauntless 
and independent. 

Vladimir Lenin once wrote: “Women may be bound twice 
in a nation struggling for freedom, but women in the 
struggle are women unbound.” (A.M.)
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Arturo Luz (1926 - 2021)

Untitled 
burlap collage
44 1/2" x 71 1/4" (113 cm x 181 cm)

P 2,800,000
Accompanied by a certificate issued by Luisa Luz-Lansigan
confirming the authenticity of this lot

PROVENANCE
Private Collection, Makati

EXHIBITED
The Link Ayala Center, Art Fair Philippines 2018, 
Makati City, March 1 - 4, 2018

When Arturo Luz, in 1969, stripped off his art with 
all vestiges of figuration, which characterized 
his style from his debut in the early 1950s 

until the late 1960s, the artist met with and engaged in 
a newfound creative freedom that enabled him to go 
beyond the limitations of the canvas. 

Collage was the first medium to which Luz steered 
towards non-objective art. In his interview with Cid Reyes 
and published in the latter’s Conversations on Philippine 
Art, the artist says, “There were two reasons why I wanted 
to try my hand at collage. First, I was very much influenced 
by Bobby Chabet’s collages, and second, it was the time 
when I had decided to abandon subject matter in my 
painting, and I thought that the best way to get started 
was through collage. “…By working on collage—where 
you are restricted to mere shapes and colors—I was able 
to leave out figuration completely. Collage was the bridge 
I used to shift to total abstraction.”

In 1979, Luz discovered burlap, resulting in an intensive 
two-year love affair with the medium and producing 
numerous works revolving around it. The work at 
hand best exemplifies this artistic pursuit. The piece is 
characterized by Luz yielding into consummate intuition 
and spontaneity rather than conforming to a rigid and 
mathematical creative process. Here, Luz explores the 
full expanse of the composition’s space, with the irregular 
forms highlighting his dynamic instincts in design. 

Luz says of this practice in Cid Reyes’ book on the artist: 
“Everything harks back to my student days. Design is 

deeply ingrained in me. It has become second nature. I can 
tell if a certain design works or not. I read it instinctively 
and quickly. I have an internal rhythm that tells me when 
things are right.”

In the same monograph, Luz succinctly narrates his 
exploration of the burlap. “The burlap works of the Italian 
Alberto Burri and the Spaniard Millares triggered my 
curiosity and interest about this material,” says Luz. I 
must have bought a great pile of burlap—rolls and rolls 
of it. I decided to paint the burlap an even color: white, 
black, grey, brown, and pure ochre. 

“I would tear up the materials and depending on the 
grade of the burlap, would get variations on the ripped 
edges. We accumulated piles of different colors and 
shapes, incredibly assorted. And then I started on the 
composition. I would throw pieces on a burlap-base laid 
flat on the ground. Eventually, the pieces will begin to 
connect, overlap, take shape.

“Changes are made by removing and replacing, moving 
things around, up and down the length of the piece. It 
was a ballet. Some of these pieces ran up from forty to 
sixty feet long! 

“At the end of the day, I would have arrangements that 
worked. Then another assistant would very patiently sew 
all these pieces together with long, curved sack needles. 
They are sewn into the whole burlap background. What is 
amazing is that there is no visible sewing.” (A.M.)

Arturo Luz. © León Gallery Archives



T H E  S P E C T A C U L A R  M I D - Y E A R  A U C T I O N  2 0 2 3 9 2

Luz and The Foundation 
of Conceptual Art
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LOTS 72 & 73

DR. ROBERTO MACASAET, SR:
The Gentleman Collector and 
Father of Philippine Healthcare

Dr. Roberto Macasaet Sr. had a distinguished medical 
career, having received his degree from the University 
of the Philippines post-war in 1946; and having 

trained at Fordham University in General Surgery, Urology, 
and Pathology. He was head of Makati Medical Center’s 
Department of Urology for three decades, and was a member 
of that hospital’s Advisory Committee. He also served as 
chairman of Associated Medical and Clinical Services, and was 
previously chairman of Fil Hispano Ceramics, Inc. 

He is also remembered as a pioneer in thr Philippine HMO 
industry, having  founded Maxicare in 1987 when the industry 
was practically nonexistent. Today, it has evolved into the 
leading HMO in the country, and has the widest network of 
providers with over 1,000 partner hospitals and clinics, and 
over 56,000 affiliated physicians nationwide.

Dr. Macaset was named Chairman Emeritus and was married 
to Teresita Montinola of Bacolod. Both were enthisiastic but 
low-key collectors. 

(1) and (2) The Macasaets through the years: Dr. Roberto Macasaet and his wife, 
Teresita formerly Javellana-Montinola then and a few decades later. (3) Dr. and Mrs. 
Macasaet with their children, Rina and Bobby. (4) Dr. Roberto Macasaet Sr., Maxicare 
Healthcare Corporation’s Founder and Chairman Emeritus, has been awarded with 
the Outstanding Achievement in Entrepreneurship (Large Scale) at the recently 
concluded Philippine Marketing Association’s 38th Agora Awards. In photo are 2017 
PMA President Arlene Padua-Martinez and Dr. Roberto Macasaet Sr.



T H E  S P E C T A C U L A R  M I D - Y E A R  A U C T I O N  2 0 2 3 9 4

72  PROPERTY FROM THE DR. AND MRS. ROBERTO MACASAET COLLECTION

Mauro Malang Santos (1928 - 2017)

Plants 
signed and dated 1978 (lower center)
tempera
15 1/2" x 39 1/2" (39 cm x 100 cm)

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

Mauro “Malang” Santos would test his artistic vision once in a 
while and paint abstract compositions with unique and exciting 
qualities. His creative inclinations would often branch out into 
other subjects, and the lot at hand is among the particular 
pieces that showcase Malang’s special interest in still life. As if 
a horticulturist who crafts his own flora, he painted no specific 
botanical species. He often rendered a subject in a manner 
that captured its spirit more than its appearance. His still-life 
paintings, in a sense, depict a transcendental subject that aims 
to grasp a pure and ideal form of nature. With that said, this 
work is not a sedate beauty but extravagant bursts of creation 
evoked by the adept hand of a master at the peak of his artistic 
prowess.

Malang was one of the widely-known local artists with a 
predilection for colors, his oeuvres are a visual feast that satiates 
the viewer’s appetite for excitement and delight. However, in this 
surreal rendition of a plant, his bold and bright palette was set 
aside in favor of an almost black and white look.

Three years after this 1978 piece was created, the City of Manila 
honored him with the Guide of Arts and Culture award in 1981. 
(P.I.R.)



L E Ó N  G A L L E R Y9 5

73  PROPERTY FROM THE DR. AND MRS. ROBERTO MACASAET COLLECTION

Oscar Zalameda (1930 -  2010) 

Market Scene 
signed (lower right)
ca. 1960
oil on canvas
35" x 35" (89 cm x 89 cm)

P 900,000

The renowned son of Lucban, 
Quezon, Oscar Zalameda, is 
among his generation's most 

celebrated Filipino modernists. After 
graduating with a Bachelor of Fine Arts 
degree at the University of Santo Tomas 
in 1950, Zalameda left the Philippines for 
San Francisco, USA, in 1953 to further 
hone his artistic capabilities. 

Zalameda would spend the next years 
traveling and settling from one country 
to another in search of a unique artistic 
identity. In 1954, Zalameda would migrate 
to Paris, the global art capital, studying 
at the prestigious École Nationale 
Supérieure des Beaux-Arts to pursue 
higher art studies and at the Sorbonne to 
study French literature.

In 1955, Zalameda would once again 
migrate, this time to Mexico, to study 
mural techniques under Diego Rivera, 
pioneer of the Mexican mural movement 
and the greatest Mexican painter of 
the 20th century. Mexico has had a rich 
history and tradition of mural painting, 
beginning with the Olmecs, the earliest 
known Mesoamerican civilization, the 
Spanish colonial period, up to the modern 
era. It comes as no wonder that Zalameda 
chose Mexico as his base during this 
period in his creative exploration. 

After Mexico, Zalameda would now 
jumpstart his professional painting 
career, becoming the well-traveled artist 
he became known for. From the mid-
1950s to the 1960s, Zalameda mounted 
various exhibitions in major cities in North 
America, South America, Europe, and 
Asia, including Mexico City, Buenos Aires, 
New York, Paris, Hamburg, Milan, Rome, 
Manila, Beirut, and Hong Kong. 

This 1960 oil painting, titled Market 
Scene, from Zalameda's earlier, 
experimental artistic phase, encapsulates 
the cosmopolitan influences imbibed by 
Zalameda during this period. By this time, 
Zalameda had been living in Europe since 
the mid-1950s. He had just mounted 

exhibitions at Paris’ Prestige des Arts 
(1959), Monte-Carlo’s Salon Empire de 
l'Hôtel de Paris (1959), and Hamburg’s 
Gallery die Insel (1959). Zalameda paints 
an image of a bustling marketplace 
by evoking Fernando Zóbel's dynamic 
gestural abstraction encapsulated in his 
Saetas, which had just been exhibited 
by the eminent artist in Madrid's Galería 
Biosca in 1959. Zóbel was an early 
influence on Zalameda. 

The subjects' forms are reduced into 
simplified images. Yet, they still appear 
recognizable due to Zalameda's mastery 
of interweaving figuration and abstraction 
through a unique interplay between 
form and color. The human figures are 
distinguishable through Zalameda's 

application of alternating blots of red 
and orange representing their heads 
and the block-like configuration making 
up their bodies. The main marketplace 
is instantly recognizable through its 
imposing roof and the kaleidoscopic 
patches representing the stalls and the 
horde of shoppers. 
Zalameda's application of a soft color 
palette in this work evokes romantic 
Europe and its charming vistas; 
the kaleidoscopic fusion of colors is 
reminiscent of the vibrant Pahiyas in 
Zalameda's native Lucban. The mural 
techniques he learned in Mexico are 
also shown. Evident in the background is 
glazing, putting shades of translucence 
to it and effectively adding a layer of 
ethereal dimension. (A.M.)
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74  PROPERTY FROM THE DR. AND MRS. ROBERTO MACASAET COLLECTION

Juvenal Sansó (b.  1929)

Bright Tides 
signed (lower right)
ca. 1960s
oil on canvas
19" x 24" (48 cm x 61 cm)

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

Memory is a vital element in Juvenal Sansó’s artworks, as 
noted by Rodolfo Paras-Perez. The Catalonian fine artist 
started his enduring romantic affair with nature when he 
visited the country home of a couple, Agnes Rouault and 
Yves Le Dantec, in Brittany in the mid-1960s. Enraptured 
by the sea and rocky coastline, Sansó was swept off his 
feet there and then. The secluded shoreline became a 
source of healing for his traumatic experiences in war-
torn Manila, ushering him to percipience, a place where 
he perfected and defined his style.

As John Ashberty of the New York Herald Tribune had 
written, Sansó “shows attractively wishful landscapes and 
sea-coast scenes.”

In this particular oil painting, Sansó explores the 
immediacy of plein-air studies. He seems to reveal in this 
unique work how much value he placed on the subtleties 
of light and atmosphere. His broad brushstrokes provide 
visual equivalents of natural objects and ambiance of 
weather. The expansiveness of space shows a previously 
overlooked preoccupation with the sky and cloud studies, 
and the intricate details of the rock formation that 
complements the tranquil ocean give a glimpse of how 
Sansó emphasizes memory as a critical component in his 
paintings, thus leaving a mesmerizing appeal. (P.I.R.)
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It was eleven years ago, in March 2012 at Holy Angel 
University (HAU), Pampanga during the launch of 
the Center for Kapampangan Studies (CKS) that a 

whole wing was dedicated to National Artist, Vicente 
Manansala. Friends of Manansala Foundation, fellow 
artists and art critics, including grand-daughter and artist 
Ronna Manansala, along with the center’s Executive 
director Robert Tantingco unveiled the university’s 
collection of Manansala sketches, his studio and personal 
memorabilia. This collection was but a handful from the 
lot that HAU had acquired. It was a fitting tribute to one 
of Pampanga’s illustrious sons, honoring his life and art. 
Mang Enteng, as he is fondly called by those close to 
him, was posthumously awarded the honor of National 
Artist for Painting in 1981 and is dubbed the father of 
transparent cubism.

Holy Angel University in celebration of its 90th year 
auctions off some of Manansala’s sketches from their 
private and unseen collection. Proceeds of which will go to 
The Manansala Endowment Fund for selected scholarship 
programs. It is in keeping with the spirit and legacy of its 
original co-founder, Don Juan D. Nepomuceno.

Don Juan Nepomuceno had plucked out a young artistic 
student from shyness, discouragement and obscurity 
during the university’s silver jubilee of 1958. He and 
his son Nestor Nepomuceno commissioned this young 
artist to paint several portraits including Don Juan and 
his wife, followed by Joseph McMicking, Jr. of the Ayala 
Corp. Archbishop Pedro Santos and many others in 1963. 
The young artist went on and enlisted at Dale Carnegie 
and was able to make a name for himself. This among 
countless stories of giving education and opportunities 
to the less privileged are all revealed in the Holy Angel 
University’s diamond year history book, Destiny and 
Destination by Robert Tantingco.

75  PROPERTY FROM THE HOLY ANGEL UNIVERSITY COLLECTION

Vicente Manansala (1910 -  1988)

Cucho-Cucho (Study)
stamped Manansala (lower right)
charcoal on paper
30 1/4 x 22 1/4 (76 cm x 56 cm)

P 150,000

In the realm of fine arts, a master’s secret is always a 
treasure trove of esquisses or sketches in sketchbooks, 
paper napkins, scratch paper, cardboard. Any writing 
material is literary carte blanche or free game for any 
artist. The urge and inspiration can strike anywhere. 
Manansala’s mental machinations is a fury and flurry of 
studies upon studies of the same subjects. His bucolic 
and Filipiniana folk scenes, Catholic imagery and even 
his perspective on social poverty and hardship that the 
common Filipinos face, then and now are littered in the 
many pages of paper.

Picasso’s bull sketches are Manansala’s many studies 
and sketches of the Philippines’ beast of burden, the 
lowly but formidable kalabaw/carabao. Paris, a famous 
playground of the artists of the modern movement, 
was also Manansala’s playground during his study 
grant in the fifties. Sketches of les gens de Paris and les 
boquinistes de Seine line many of his sheets of paper. His 
experimentations for what is to be his transparent cubism is 
tested through pencil, charcoal, in different shading effects.

A MUSEUM’S 
HIDDEN TREASURE:
For the benefit of scholars through 
the Manansala Endowment Fund
by REESE FERRER

Cucho-Cucho from Si Mang Enteng, Encountering Manansala.



T H E  S P E C T A C U L A R  M I D - Y E A R  A U C T I O N  2 0 2 3 9 8

One of the pieces for auction is a pen and ink study on 
a long sheet of tracing paper. It is for a woodcut mural, 
showcasing the varied industries of the Philippines, 
from agriculture of abaca, copra, rice, sugar, fishing, 
textile, caning and basketry with the Filipino image of 
bayanihan. Elements of which are reminiscent of his 
famous commissioned works in the 1960’s such as the 
Pamilya Series for Philamlife and the Masaganang Ani for 
International Rice Research Institute (IRRI).

Three studies of the bayanihan subjects, a clear reference 
to the mural project that he had been working on is also 
on the auction block. Two sketches of his chismosas, a 
common group of chit-chatty cohorts or town’s nosy women 
familiar in his many paintings are included in this lot.

Another treasured keepsake is a whole sketchbook of 
Manansala. Within its pages are repeated sketches of the 
same subjects, men and women, townscapes and even 
cats. These are all drawn in different angles, poses before 
their final forms grace and reach their final destination on 
canvas as Manansala’s masterpiece. It is almost a codex 
of one of the Philippine’s Modernists.

The vision is clear in his mind. Manansala’s process is 
impressive and inspiring to a burgeoning artist and 
collectors alike. It is stepping into his mental and memory 
palace. A glimpse, a feel, a sense of being with the artist, 
for one stroke, one moment. One might almost be moved 
to kneel and genuflect.
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Le Pho (1907 -  2001)

La Maternite 
signed 'Le Pho' and signed again 
in Chinese (lower right)
oil on canvas
20" x 25" (51 cm x 64 cm)

P 4,000,000
PROVENANCE
Wally Findlay Galleries, New York
Freeman's Auctions, Modern & Contemporary Art, including Works 
from the Lehman Brothers Collection, USA, 1 November 2009, lot 354
Acquired directly from the above by the present owner
Private collection, Singapore
Bonhams, Southeast Asian Modern & Contemporary Art, 
Hong Kong, 28 - 29 May 2022, Lot 25

Le Pho’s art went through three distinct periods, and the 
strong shifts in subject, medium, and style between them 
were seen to be a testament to his versatility as an artist.

His first period started in Hanoi and stayed until his early 
years in Paris. Le Pho created landscapes that reminisce 
his youth in Vietnam, each painting steeped with nostalgia 
and the historical magnificence of the country. His works 
in this period were perhaps a homage to the homeland 
which Le Pho left behind. Then, his Romanet Period came 
to light when he met the French gallery owner who became 
his major promoter. The period was named after the 
French man, and it would last until the 1960s. After some 
time, Le Pho signed a contract with the American gallerist 
Wally Findlay who introduced his works to the American 
market. This would mark the beginning of his final artistic 
period, also known as Findlay Period. His canvases, mostly 
painted in oil, were inhabited by Vietnamese women with 
elongated figures surrounded by lush landscapes. Le Pho 
pursued his Findlay Period with enthusiasm as he painted 
with a bright palette, depicting his usual muses and floral 
still life. (P.I.R.)
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77  PROPERTY FROM THE LLITA TORRALBA LOGARTA COLLECTION

Ramon Orlina (b.  1944)

Best Foot Forward
signed and dated 1990
carved asahi glass
6" x 7 1/2" x 6 1/2" (15 cm x 19 cm x 17 cm)

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

For Ramon Orlina, glass has the most potential in 
expressing his visual imagery. His abstract sculptures are 
composed of a series of angles through creating sharp 
edges or slender bends that denote movement and fluid 
lines. Furthermore, the renowned sculptor’s works are 
never static masses, owing to his creative manipulation 
of the diverse quality of light entering and retaining at 
various angles.

Once again, Orlina exhibited in this 1990 piece his artistic 
glass impressions through stellar representations of the 
facets of light. The illusions created through the various 
prismatic views add to the timeless beauty of Orlina’s 
art. His sculptures give an overall experience that invites 
dialogue and discourse. A viewer can appreciate an 
Orlina piece from any angle and interpret it beyond the 
artist’s original intent.

“Glass is an endlessly intriguing material,” Orlina has 
said. “This gives me a greater challenge to explore its 
possibilities.” Indeed, his impeccable craftsmanship 
brings art glass to new heights. (P.I.R.)
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78  PROPERTY FROM THE ESTEBAN CABANOS COLLECTION

Federico Aguilar Alcuaz (1932 - 2011)

Blue Eagle 
signed (lower left)
oil on canvas
38 1/2" x 51" (98 cm x 130 cm)

P 2,800,000
Accompanied by a certificate issued by Christian M. Aguilar 
confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist

The work at hand, titled Blue 
Eagle, encapsulates the friendship 
between National Artist Federico 

Aguilar Alcuaz and his compadre, 
Esteban Cabanos. 

Cabanos was a lawyer and gentleman 
farmer from San Nicolas, Ilocos Norte. 
Born on December 23, 1914, Cabanos 
enlisted in the military, dedicating 
his service to the cause of Philippine 
liberation from the Japanese. After the 
war, Cabanos served as President of the 
Philippine Veterans Bank. Cabanos held 
the post from 1966 to 1981.

Alcuaz and Cabanos met sometime in the 
mid-1960s, during the former’s Philippine 
homecoming from his “Barcelona 
period.” The two crossed paths through 
Cabanos’ brother-in-law, Walderico 
Aquino Valdes. Alcuaz and Valdes were 
classmates at the Ateneo Law School, 
where the former studied from 1952 to 
1955 and earned a Diploma in Law. 

Alcuaz and Cabanos became very good 
friends. From time to time, they, together 
with other good fellows, would hang out 
in the popular Manila bars of their time 
(they likely indulged in the unbridled 
spectacle of the famed Dewey Boulevard 
and frequented its hip dining and 
entertainment spots at night). 

In the book Parallel Texts, Rod. Paras-
Perez, the author, writes that “once in 
a while, as a gesture of friendship, he 
[Alcuaz] would leave one or more works 
with someone.” Cabanos would eventually 
acquire this work from his beloved friend 
around 1967. The painting proudly hung 
in the living room of the stately Alta Vista 
residence of the Cabanos family, where 
it served as a reminder of Alcuaz and 
Cabanos’ enduring brotherhood and 
lasting goodwill. 

Blue Eagle also immortalizes Alcuaz’s 
Atenean pride and honor. He painted the 
work when he returned to the Philippines 
(between 1964 and 1967) from his first 
Barcelona sojourn. The piece depicts the 
blue eagle, Ateneo’s insignia, flying above 
the vast university campus, safeguarding 
it and soaring toward the boundless 
horizon of greatness and excellence. 

Grounded in the Ateneo’s value of magis 
(doing more, being more, and loving 
more) and its mission of identifying, 
enriching, and embodying Philippine 
culture, Alcuaz became the exemplar of a 
highly acclaimed Filipino global artist who 
elevated Filipino art into the international 
scene, imbuing his symphonic works 
with an ingenious weaving of his distinct 
European flair and enduring love for 
classical music. 

Alcuaz had so much to thank the Ateneo 
and its brand of Jesuit education; it 
gave him the liberty and opportunity to 
zealously pursue his art. He attended 
Fernando Zóbel’s art appreciation 
classes at the graduate school, and the 
Jesuit Fr. Thomas Cannon provided him 
with a proper studio within the campus. 
His Ateneo years were also marked by 
the blossoming of his artistic prowess, 
counting among his achievements his 
first prize nods at the UP Art Competition 
(1953) and the Shell Art Competition 
(1954) and the privilege of having then 
President Ramon Magsaysay and his 
wife, Luz, as guests of honor in a solo 
show at the San Beda (1954). 

After earning his Diploma in Law in 
1955, Alcuaz exhibited at the legendary 
Philippine Art Gallery. Zóbel, who saw 
a “promising” future for his student, 
recommended Alcuaz to the Spanish 
Ministry of Foreign Affairs for a beca 
(grant). He would eventually study at the 

ABOVE: The silver wedding anniversary of Esteban and 
Lydia Cabanos, with the painting hanging in the 
background. BELOW: Alcuaz (seated left) and Cabanos 
(seated right) having a few drinks and enjoying each 
other's company.

prestigious Academia de Bellas Artes de 
San Fernando in Madrid, which honed 
Luna, Hidalgo, and Amorsolo. In sunny 
Spain, Alcuaz would start creating his 
avant-garde and now-coveted “Barcelona 
series” paintings.

The Ateneo conferred Alcuaz with its 
Outstanding Law Alumnus Award in 
1981. In gratitude to the institution that 
empowered him and his art, Alcuaz 
donated to the Ateneo Endowment Fund 
PHP1.06 million from the sales of his 1982 
show at The Manila Hotel. (A.M.)
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Aguilar Alcuaz and the Ateneo
A Tribute to Blue Eagle, The King



L E Ó N  G A L L E R Y103

“Filipino in context, color, and flavor” is perhaps the 
description best fitted for the art of Angelito Antonio. His 
oeuvres are his way of celebrating the different cultural 
aspects of the Philippines.

Antonio was born into a family of farmers who live in 
Malolos, Bulacan. Thus, as a fine artist, his paintings are 
mostly inspired by day-to-day life and the rich culture of 

the province. His subjects are often folk figures such as 
vendors, cockfighters, ice cream peddlers, and balloon 
sellers. For the lot at hand, the muse is a fruit vendor.

The art of Antonio explores a twist on figurative expression. 
And, this oil-on-wood panel piece rendered in his Nascent-
Cubist aesthetic displays a mixture of abstract forms and 
lines with a variety of vibrant colors, which shows his 
mastery of form and rhythmic order. Indeed, he was able 
to craft an aesthetic that has allowed him to maintain 
his practice for over 50 years, exhibiting both here and 
abroad.

Antonio became a recipient of the Thirteen Artist Award 
from the Cultural Center of the Philippines in 1970. (P.I.R.)

79

Angelito Antonio (b.  1939)

Vendor
signed and dated 1990 (lower right)
oil on wood panel
29" x 28" (74 cm x 71 cm)

P 240,000
León Gallery wishes to thank Mr. Marcel Antonio 
for confirming the authenticity of this lot

PROVENANCE
Private Collection, USA
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80

Raffy Napay (b.  1986) 

Observing Life's Flow
signed and dated 2017 (lower right and verso)
acrylic, thread, oil stick, texture cloth
60" x 48" (152 cm x 122 cm)

P 600,000
PROVENANCE
Art Cube Gallery, Makati City

Observing Life’s Flow is one of the 
pieces that truly tells of the artist’s 
love for art and his unique ability to 
make do with what is at hand. As 
the middle child of a tricycle driver 
and a seamstress, art was not a 
mere hobby for the young Raffy 
Napay. He grew up painting and 
participating in contests as a way 
to support his family. After some 
time, he experienced respiratory 
problems with oil and acrylic paints, 
his original chosen medium, which 
led him to explore a new material - 
thread. Through this medium, Napay 
weaved his canvases not only with 
intricate details but also with visual 
poetry. He is able to see the creative 
process behind the threads and 
fabrics, which he found to be closely 
comparable to the use of paint - from 
early ideation to the finishing touches 
on an artwork. He created his thread 
oeuvres as he would a painting, but 
exploring depth and complexity 
rather than simply miming light.

In 2017, his works were exhibited at 
the Palazzo Mora during the 57th 
Venice Biennale in collaboration with 
the European Cultural Centre. Then 
in 2018, he received the Thirteen 
Artists Award from the Cultural 
Center of the Philippines. (P.I.R.)
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LOTS 81 & 82

EMMANUEL GARIBAY
A Social Realist on Our Greatest Heroes

by PROF.  MICHAEL CHARLESTON “XIAO” BRIONES CHUA
Filipino Public Historian

We often read about our heroes from historians, 
educators, writers and political actors.  But there 
are times when artists contribute to the discourse 

of heroism, most especially those who helped create the 
Filipino Nation in the 19th century, who are still the enduring 
personalities most of us agree upon and still unite us as a 
people, especially in a time of political division.

Emmanuel “Manny” Garibay is one such artist. Born in 
Kidapawan, North Cotabato in 1962, he is known for his 
expressionism anchored in social realism, displaying his deep 
social and political consciousness, even in the most mundane 
and seemingly unpolitical.  According to Princeton Theological 
Seminary about their artist-in-residence from 2010-2011, “He 
often paints ordinary people in scenes of political, religious, 
and social complexity, where controversial issues of justice and 
truth are presented vigorously and colorfully…. Manny’s work 
shows a stunning combination of social realism and avant-
garde figurative expression, seriousness and humor, sharp social 
critique and humane character depiction. What is achieved 
through his carefully crafted work is an effective storytelling of 
people in scenes of social, political, and religious complexity.”  
Manny himself said, “It is the richness of the poor that I am drawn 
to and which I am a part of, that I want to impart.”

He finished his Fine Arts degree at the University of the 
Philippines, he then basically studied further both European 
and Filipino masters on his own.  And since his first exhibition 
in 1993, he has been able to exhibit his works in Europe, Asia, 
and the United States.

Jose Rizal. Image courtesy of Presidential Museum and Library PH.
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81

Emmanuel Garibay (b.  1962)

Bagumbayan 
signed and dated 2010 (lower right)
acrylic on handmade paper
23 1/4" x 18 1/2" (59 cm x 47 cm)

P 200,000

It is no surprise that Garibay has always depicted those 
that struggled to gain our freedom, both the known and 
the ordinary, for he continually seeks to celebrate the 
virtues and qualities of heroism.  In Bagumbayan, he 
has painted an image of José Rizal in 2010, seemingly in 
anticipation of his 150th birthday the next year.  It is a 
smaller work from his usual oeuvre on a piece of paper.  

Rizal, his big face depicted in a cubist manner has a 
“dejected look.”  Owing to the title, Bagumbayan, it can 
be assumed that he is represented that way because this 
was a man on his way to his death.  In conversation with 
Garibay, we discover, it can mean more than that.  

Garibay said he wanted to make the viewer feel the 
humanity of our heroes.  His “dejected look” was because 
Rizal was “too affected by the sad conditions in your 
country.  Who wouldn’t feel dejected?”

For me, like what leaders usually say, “the top job is 
lonely.”  It denotes him being a solitary figure as national 
hero of the Philippines in death and even in life.  Garibay 
said, “Even in Europe, Rizal had the tendency to isolate 
himself.  He thought differently and had a contradictory 
kind of personality, a complex personality.” As a writer, 
Rizal would tend to be alone and even had occasional 
quarrels with his very own friends.

It can be said that among our heroes, Rizal was the 
sadboi, to use a contemporary term. Sure, and despite his 
loneliness, he produced two novels—the Noli Me Tangere 
and the El Filibusterismo that helped make us feel we 
were united in a common suffering, and therefore united 
us to become a nation. 

by Prof. Michael Charleston “Xiao” Briones Chua
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82

Emmanuel Garibay (b.  1962)

Dakila
signed and dated 2012 (lower right)
oil on canvas
48" x 48" (122 cm x 122 cm)

P 800,000
LITERATURE
Flores, Patrick and Emmanuel Garibay. Walang Sinasanto: Emmanuel
Garibay (Exhibition Catalog). Quezon City: UP Vargas Museum, 2013.
Published on the occasion of the exhibition of the same name at the
UP Vargas Museum in 2013. Full-color photograph and painting 
description on page 16.

EXHIBITED
UP Jorge B. Vargas Museum, Walang Sinasanto: Emmanuel Garibay,
Quezon City, February 13 - March 15, 2013

When Garibay did “Dakila” (Great) in 2012, the 
sesquicentennial of Rizal's birth had passed.  But it was 
connected in some way to the earlier work “Bagumbayan” 
because despite the different contexts, there are 
similarities with the visual devices. Rizal reemerges again 
with his “dejected look.”

According to Garibay, “his subconscious decided what it 
is going to look like.  In my pantheon of heroes, Rizal is at 
the top.  But this work celebrates courage, boldness and 
decisiveness in leading the resistance against colonialism.  
And that is why Andres Bonifacio is the guy who takes 
the center stage. Maybe Rizal is not too happy being 
relegated at the side.”

True enough, the dominant image in this large work was 
President Bonifacio, the Father of the Filipino Nation and 
the Instigator of the Philippine Revolution.  The sun design 
of his war standard acts as his halo.

He is flanked by Apolinario Mabini, the brains of the First 
Philippine Republic on one side, and José Rizal on the 
other, holding his written works.  

Below Bonifacio is a crucified image, face covered with 
white which symbolizes a self-denying oblation, which for 
Garibay signified self-giving, the virtue of the offering of 
the self, or oblation.  This is not just pertaining to Bonifacio 
but for all heroes of the revolution.  This is heightened by 
the image of a hand with a piece of torn paper, perhaps 
the tax certificate or the cedula which was destroyed at 
the first cry of the revolution, a life and death decision 
for many of them as it was a requirement in checkpoints,  
and thus a visual manifestation from the people denoting 
that they were ready to give their lives to fight.

Near the hand are the colors red, yellow and green, which 
look like fire.  For me, it symbolizes the passion of our 
revolutionaries.

The two women prominent in the painting, one holding 
a rifle and the other holding a flag, are symbolic of all 
women in the revolution and do not represent any 
particular figure.  For Garibay, “History is always about 
brave men, women often are overlooked.”  The figures 
were there “To emphasize that women have always 
played an active role.” So they can be your Tandang Sora, 
Gregoria de Jesus, Trinidad Tecson, Teresa Magbanua, 
Josephine Bracken and Marcela Marcelo. In fact, the 
revolutionary holding a rifle was reminiscent of his earlier 
work “Gabriela.”

The flag, contrary to historical record, has a white field 
instead of red, and has the triangle design with a baybayin 
“K” inside. Although these were Katipunan symbols, they 
look more like the emblem of the 1960s Kabataang 
Makabayan.

Apparently, in the mid-80s he was involved with a group 
called Artista Ng Bayan (People’s Artists). Garibay said 
that it forms part of his personal history and the recurrence 
of the symbol is understandable.” For me, it tells us that 
although the Philippine Revolution has ended, the fight 
for a better nation continues. 

In many ways, Garibay is a nation-builder. Towards the 
end of our conversation, he says to me, “There’s always 
a striving on my part to look for something that really 
defines our collective identity, looking for symbols, 
representations that could help in that direction.”

by Prof. Michael Charleston “Xiao” Briones Chua
04 May 2023, Taal Vista Lodge, Tagaytay City
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A New Look at Our Nations 
Fathers (and Mothers)
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83

Arturo Luz (1926 - 2021)

White Temples, Palitan
signed
acrylic, collage on paper
23" x 21 1/2" (58 cm x 55 cm)

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

PROVENANCE
Private Collection, Manila

When Arturo Luz embarked on an extensive Asian trip beginning 
in 1988, the artist became particularly enamored with the 
architectural grandeur of the Indian subcontinent. Luz says in 
Cid Reyes' monograph on the artist: "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."

Armed with a camera, Luz took photographs of these ancient 
architectural wonders and translated these into his majestic and 
now-iconic Cities of the Past Series. 

Palitana is a city in the Bhavnagar district in the Indian state 
of Gujarat, which is located along the western coast of the 
country. Gujarat is dubbed by its locals as the "Jewel of Western 
India," owing to its colorful culture and numerous heritage sites. 
Palitana is among the “crown jewels” of Gujarat; in 2014, it 
became the first city in the world to pass a legislation concerning 
strict adherence to vegetarianism due to the city being a center 
of pilgrimage for Jains, adherents of Jainism, a religion founded 
in ancient India. It teaches that enlightenment can be achieved 
through nonviolence and benevolence to all living creatures.

The most prominent heritage site in Palitana is its temple 
complex. Built from the 11th century onwards, the nearly 1000 
temples are located on the Shatrunjaya Hills, making Palitana a 
"city of temples."

The Palitana temples are the most sacred pilgrimage site for the 
Jains. Going to the Palitana temples translates to an arduous yet 
fulfilling and hallowed trek; one must endure climbing more than 
3,500 stone steps carved into the hills. 

Luz depicts in this piece the Palitana temples, with the white 
strokes evocative of their magnificently carved marble structures. 
The dynamic character of the masterfully delineated grids, with 
their skyward orientation, represents the inviolable sacredness 
of the temples to the Jains. The red sky is particularly notable. In 
the official flag of Jainism, red represents the "Siddha," worthy 
souls who have reached and grasped the truth and thus attained 
salvation. (A.M.)



T H E  S P E C T A C U L A R  M I D - Y E A R  A U C T I O N  2 0 2 3 110

84

Jose Joya (1931 -  1995)

Mother and Child
signed and dated January 15, 1993 (lower left and verso)
pastel on paper
19 3/4 x 12 3/4" (51 cm x 33 cm)

P 380,000
Accompanied by a certificate signed by the artist 
himself confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist by the present owner

The mother and child theme, a lasting tradition in Philippine art, 
possesses a sentimental appeal that transcends cultural norms 
and barriers due to our inherent matriarchal nature.

Mother and Child is one of Jose Joya’s occasional forays into 
his figurative cum genre roots. He created his mother and child 
compositions humble and rustic, perfectly portraying the simple 
countryside living that all urban dwellers have. For the lot at 
hand, a tender moment is captured in the canvas – a young-
looking woman holds her firstborn by her side, as if teaching the 
infant how to stand. He depicted the mother as youthful and 
dressed in a traditional garment, her baro’t saya has billowing 
butterfly sleeves that evoke an almost transparent and ethereal 
quality. With his masterful and eloquent technique, Jose Joya, a 

National Artist, was able to visually narrate the everlasting bond 
between a mother and her child.

The pastel piece is dated 1993, it is indeed one of his late works 
before his death in 1995. A year before its creation, Jose Joya was 
named one of the Ten Outstanding Asean Artists in 1992. (P.I.R.)

85

Winner Jumalon (b.  1983)

Asteroid 
signed and dated 2017 (upper left)
oil on canvas
36" x 24" (91 cm x 61 cm)

P 100,000
PROVENANCE
Private Collection, Makati City

The works of Winner Jumalon are thought-provoking. Personal, 
cultural, and artistic identities are his main themes, drawing 
inspiration from familiar faces and places. His portraitures 
recreate personalities and realities with surreal narratives, and 
the human figures are depicted beyond physical attributes. 
There is a concern for the human condition and spirituality in his 
compositions, blurring memory and history to express an inner 
curiosity about the human psyche.

He studied painting at the University of the Philippines, after 
four years of preparatory schooling at the prestigious Philippine 
High School for the Arts at Mt. Makiling, Los Banos, where he 
was granted the Outstanding Artist Award. He is also a recipient 
of the Thirteen Artists Award from the Cultural Center of the 
Philippines.

In 2016, a year prior to the creation of this oil piece, he had a solo 
presentation at the Art Fair Philippines. Then, in 2017, he was 

included in group exhibitions titled “Rondo II” at the Altro Mondo 
in Manila, “How The Sea Is Never Still” at the same venue, and 
“Almost There” at the Jorge B. Vargas Museum. (P.I.R.)
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86  

Macario Vitalis (1898 - 1990) 

Still Life with Lilac Flowers
signed (verso)
ca. 1940
oil on canvas
32" x 26" (81 cm x 65 cm)

P 700,000
Accompanied by a certificate issued by Comité Vitalis
confirming the authenticity of this lot

PROVENANCE
Christine Thorailler Collection

LITERATURE
Macario Vitalis: Un Peintre Philippin en France (Catalogue 
d'Exposition). Puteaux: Maison Lorilleux and the Philippine 
Embassy in France, 2022. Published on the occasion of the 
exhibition of the same name at Maison Lorilleux. Full-color 
photograph and painting description on page 25.

EXHIBITED
Maisson Lorilleux, Macario Vitalis: Un Peintre Philippin en 
France, Puteaux (In partnership with the Philippine Embassy 
in France), April 10 - June 5, 2022

The celebrated modernist Macario Vitalis' Still Life 
with Flowers was among the works showcased 
in his retrospective exhibition at Puteaux, France, 

from April 10 to June 5, 2022. Titled Macario Vitalis: Un 
Peintre Philippine en France, the show paid homage to 
Vitalis, being one of the first Filipino international artists 
of the first half of the 20th century, and showcased his 
evolution and chameleon-like versatility. The work at 
hand, from the collection of the retrospective’s curator 
and Vitalis collector for over 30 years, Christine Thorailler, 
is among the paintings by Vitalis that had never been 
shown to the public until the exhibition's commencement. 

Still Life with Lilac Flowers belongs to Vitalis' first artistic 
period, the "Montmartre – Puteaux Period" (1925 to 
1944), where his earliest works are to be found. By the 
time Vitalis had finished this work, he had already met 
Camille Renault around 1935-36. Renault was a famous 
art patron and collector of painters of the École de Paris. 
He owned 'Big Boy,' a theater-restaurant at 60 Avenue 
de la République in Puteaux. From 1925 until 1967, 'Big 
Boy' was highly frequented by artists from all walks of life 
and the Le Tout-Paris, the city's affluent elite who went to 
"trendy" spots. 

The felicitous encounter between Vitalis and Renault 
came at a time of financial constraints for the former. 
When Vitalis established residency in Montmartre, the 
artistic heart of Paris, on August 5, 1925, after migrating 
to the US and living in London in the years prior in search 
of his creative soul, the artist lived a "bohemian lifestyle," 
influenced by the carefree lifestyle of the district and the 

avant-garde character of the artists who lived, worked, 
and set up their studios there, such as van Gogh, Picasso, 
Toulouse-Lautrec, Modigliani, and Valadon. Vitalis shared 
an atelier with two other artists at 66 Rue Lepic, a few 
blocks away from where Van Gogh had lived. Despite his 
miserable living, Vitalis found Montmartre suitable for his 
artistic pursuits and development. 

As an artistic hubbub, Paris gave rise to the École de 
Paris, encapsulating its significance as the heart and soul 
of Western art in the first decades of the 20th century. 
The city became a melting pot of avant-garde styles, such 
as Post-Impressionism, Cubism, Fauvism, Surrealism, and 
French Expressionism. 

Post-Impressionism captured Vitalis' creative soul. Vitalis' 
early works date back to the mid-1920s up to the mid-
1940s and are characterized by the influence of the said 
style. His works during that period, such as Still Life with 
Lilac Flowers, capture the style's use of arbitrary and vivid 
colors and distortion of form for a more expressive effect, 
stressing the painter's point of view. Particularly, Vitalis 
admired Paul Cezanne's still lifes. We see in the work 
at hand vestiges of Cezanne: the small and exploratory 
brushstrokes, flattening of space, and the geometric 
forms (foreshadowing Vitalis' Cubist period). 

When Vitalis met Renault, the latter, likely impressed by 
his affiliation with the École de Paris, offered the former 
to stay in a maid's room above 'Big Boy,' where he would 
remain for nearly 20 years. Thus, Still Life with Lilac Flowers, 
with its bright, vivid composition, encapsulates Vitalis in 
his 'existential renaissance,' spurred by his friendship 
with Renault, who provided him with a studio and gave 
him the privilege to be recognized and acknowledged by 
Paris' culturati; Renault had Vitalis exhibit his works at 
'Big Boy.' In return, Vitalis did the restaurant's set designs, 
decorated the theater during shows, and often assisted 
in the kitchen. Vitalis and Renault would form a lifelong 
friendship, treating each other as family, with the former 
even joining the latter's family excursions. 

Also around 1940, Vitalis met the cubist Gaston Duchamp, 
aka Jacques Villon, elder brother to Marcel Duchamp. 
Vitalis would associate himself with Villon and the Groupe 
de Puteaux (Section d'Or), stalwarts of Orphic Cubism. 
Vitalis would gradually shed his post-impressionist fleece 
like it was a second skin and veer towards Cubism. (A.M.)
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87  PROPERTY FROM THE DON BENITO LEGARDA JR. COLLECTION

Hernando R. Ocampo (1911 - 1978)

Untitled I, II, III
signed and dated 1967 (lower right) each
oil on paper
10" x 7 1/2" (25 cm x 19 cm) each

P 300,000

The acclaimed abstractionist Hernando R. Ocampo was 
regarded as an artist who used an intellectual approach 
in his masterpieces. He was able to create novel imagery 
and symbolism through abstraction after he abandoned 
his pre-war and post-war figurations. His art is described 
to be “abstract compositions of biological forms that 
seemed to oscillate, quiver, inflame and multiply,” like 
mutations.

A remarkable illustration of his revered mode of 
abstraction is these three pieces dated 1967. Organic 
symbols find their way into these works of Ocampo, 
adding to the complexity of the surface meanings of 
the canvases. However, the said details are more than 
just ornamental marvels and are considered a personal 
and substantial reaction to the stimuli and environment 
that the artist engaged. Still, despite his habit of drawing 

inspiration from his surroundings, his art is anything but 
derivative.

In Ocampo’s works, colors take the center stage. The ‘60s 
was the decade when his art shifted from neorealism to 
abstract non-configurative. His works were characterized 
by biomorphic shapes colored in hues of green, red, 
orange, yellow, blue, and brown. His interlocking forms 
and distinct color palette have given rise to a unique visual 
language that is notably and completely Ocampo’s. (P.I.R.)

Don Beniting Legarda. © Instituto Cervantes

The Legarda H.R. Ocampo
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88

Ramon Orlina (b.  1944)

Curvature in Azure Blue 
signed and dated 2011
glass
9 3/4" x 11 1/2" x 7" 
(24 cm x 29 cm x 19 cm)

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

LITERATURE
It’s All About Abstract Art, The It's All About Art 
Series, Volume I, 2023. By Corazon Alvina et al. 
Januarius Holdings Inc. Pages, 96-99, with full-
color illustrations on Pages 97 and 98.

Ramon Orlina owes his ingenious 
manipulation of glass as a 
powerful medium in sculpting to 

his academic rearing at the University 
of Santo Tomas, where he graduated 
with a bachelor’s degree in Architecture 
in 1965. The architectural principles 
Orlina imbibed through the course of his 
university education cultivated his artistic 
sensibilities.

In a November 16, 2002 PhilStar 
article titled “Ramon Orlina’s 
translucent life,” the artist 
shares how his architectural 
background profoundly 
contributed to his distinct 
artistic style. “I am not 
very “mechanical,” but my 
science and architecture 
background are very 
important,” Orlina says. 
“It’s a big help to me now 
because when I create big 
works, I can design them 
in such a way that they will 
stand up, or we can put lights 
and so on. If you don’t have 
the science and architectural 
background, you don’t know 
the practical limitations of your 
artwork. You must have a good 
design, but if it cannot be built, 
then you will have a problem. In 
architecture, function is as important 
as the design; it’s no good if it doesn’t 
work.”

In the same article, Orlina recounts his 
first encounter with glass as a medium. 
“I wanted todo something different. I 
started painting on glass using enamel-
based paints. I chose glass because 

architecture is basically a lot of steel and 
glass, so I’ve always had a fascination of 
and love for these materials. Even when I 
was making houses, I was fascinated with 
glass. I liked mirrors because they widen 
the space. So, I started experimenting.”

Orlina has cited the British sculptor Henry 
Moore as one of his foremost luminaries. 
Moore’s works possess that “force... a 
vitality from inside it, so that you have 
a sense that the form is pressing from 
inside trying to burst or trying to give 
the strength from itself.” Moore’s artistic 
principle is assimilated in this 2011 piece, 
Curvature in Azure Blue.

Aside from his well-known, acclaimed 
series— Naesa, Ningning, Anna, and 
Michael’s Martial Arts,

Orlina had also explored themes revolving 
around the subject of nature, such as 

fauna and water. In these themes, Orlina 
evokes the artistic practice of Moore by 
bringing to the forefront natural and 
organic forms, emphasizing their innate 
fluidity and arresting translucence. Such 
is the case with the work at hand. Here, 
the azure blue color Orlina employs 
fittingly induces feelings of tranquility and 
stability akin to the idyllic atmosphere 
invoked by the calming blue waters of the 
ocean. Orlina’s minimalist instincts are 
made evident through his use of simple 
lines. Light penetrates the interiors of 
the sculpture through its apertures, 
exhibiting Orlina’s refinement in using 
the full potential of space to bring out 
the work’s natural form. Therefore, this 
work is best seen as a sublime discourse 
between light, form, and space.  (From an 
essay by A.M.)
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CARLOS P. ROMULO
General, Gentleman, Patriot

“It has been said that 
each man lives many lives,”
Carlos Peña Romulo wrote. “The oddity of mine is in 
their complete diversity. Each might have been lived in a 
different country and a different age.”

Newspaper editor, army general, university president, 
ambassador, foreign minister, national artist, president 
of the United Nations General Assembly—any one of 
these illustrious positions would be enough to culminate 
a career or even define a life. Romulo packed all these 
accomplishments into one legendary lifetime.

Romulo grew up in the town of Camiling in the province 
of Tarlac. He was born within the Spanish walled city 
of Intramuros on January 14, 1898, at the twilight of 
one colonial regime and the dawning of another. His 
father, Gregorio, fought in the revolution for Philippine 
independence against Spain and, until surrender, the 
United States.

In World War II Romulo was aide-de-camp to General 
Douglas MacArthur. As a journalist he wrote a series 
of articles, after a tour of the Far East, about Japanese 
imperialism. For this he won the Pulitzer Prize in journalism.

His skill at using words made Romulo the logical choice 
to become “the Voice of Freedom,” which broadcasted 
news of the war effort to Filipinos and Americans alike. 
Often contrary to Japanese propaganda, Romulo’s 
reports earned the ire of the enemy, who put a price on 
his head. But Romulo kept broadcasting until the Fall of 
Bataan, and abandoned his post only after MacArthur’s 
strict orders to leave. He flew first to Australia, eventually 
ending up in the United States in exile, leaving behind his 
wife, Virginia Llamas, and four sons.

Standing only 5’4” in his shoes, Romulo often made fun 
of his height. His book I Walked With Heroes opens with 
the anecdote about being the newly elected president 
of the United Nations—the first Asian to ever hold the 
post—and having to be “perched atop three thick New 
York City telephone books” just to see and be seen by all 
the delegates below the podium.

ABOVE: CPR broadcasting through OWI. BELOW: CPR in 1982. OPPOSITE PAGE, LEFT TO RIGHT: CPR 
as 4th UNGA President; CPR with his sons,ca. 1976; At the Statue of Liberty, February 
1946; CPR with wife Virginia, January 1953.
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Romulo—whose lifelong dream was to help build a 
body such as the United Nations—resolved to make the 
Philippines “the big voice of small nations.” As a signatory 
of the charter forming the United Nations in 1945, he 
spoke the memorable line, “Let us make this floor the last 
battlefield.”

Dubbed by his colleagues “Mr. United Nations,” he served 
as president of the UN Security Council four times, in 
1981, in 1980, and twice in 1957.

Despite the triumphs, Romulo hit low points in his life. 
His eldest son Carlos, Jr., died in a plane crash in 1957, 
and his beloved wife of forty-four years died in 1968, near 
the end of his terms as president of the University of the 
Philippines, his alma mater, and, concurrently, Secretary 
of Education. 

“I had to be outstanding,” he once wrote, “to make the 
greatest effort to win, to prove I was capable not in spite of 
having been born a Filipino but because I was a Filipino.”

Romulo served a total of eight Philippine presidents. His 
career as a public servant spanned more than fifty years, 
including seventeen years as Secretary of Foreign Affairs 

and ten years as the Philippines’ ambassador to the 
United States. As a soldier he was a brigadier general in 
the US Army, receiving the Purple Heart and the Silver Star 
for his service during World War II, and a major general 
in the Philippine Army. As a writer he authored sixteen 
books, two plays, and works of poetry. In 1982 he was 
named a National Artist for Literature by the Philippine 
government. He was also conferred the first Bayani ng 
Republika Award for his outstanding service to the Filipino 
nation and the rank of Raja of the Order of Sikatuna, an 
honor usually reserved for heads of state.

He retired in 1984, intending to spend time writing with 
American author Beth Day, whom he married in 1979. It 
was a time of great uncertainty, as Benigno S. Aquino 
had just been assassinated, an incident for which Romulo 
felt deep disappointment. He died in 1985, having served 
on the boards of a number of prestigious Philippine 
corporations. “The General,” as he was widely known, had 
received more than one hundred and fifty awards and 
decorations from other nations as well as over seventy 
honorary degrees from universities all over the world. 
Extolled by Asiaweek as “A Man of His Century,” he was 
the most admired Filipino in international diplomacy of 
the 20th century.
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Fernando Amorsolo (1892 - 1972)

Dalagang Bukid (Woman with Banga)
signed, inscribed Manila and dated 1929 (lower right)
oil on wood
16" x 13 1/2" (41 cm x 34 cm)

P 4,000,000
León Gallery wishes to thank Sylvia Amorsolo-Lazo 
for confirming the authenticity of this lot.

A t age 16, Amorsolo would begin that inexorable 
climb that would make him the most famous artist 
of his time.  He would win the first of his accolades, 

a contest organized by an influential organization called 
the Asociacion Internacional de Artistas de Manila, for an 
exposition for the fine arts in 1908. The following year, he 
would enter the School of Fine Arts of the University of the 
Philippines, where his uncle was also a professor.

Amorsolo would be among the first six graduates to 
complete the then-five year course. He would next attract 
the attention of the industrialist Enrique Zobel de Ayala, 
whose concerns among others included the distillery 
Ginebra San Miguel.  Amorsolo’s label of the avenging 
archangel slaying the devil-serpent is still used to this day.

In 1919, Zobel de Ayala would bankroll his education 
in Spain in the vey same academy, the Real Academia 
de Bellas Artes de San Fernando, where all the Filipino 
greats had gone from Resurreccion Hidalgo to Juan Luna 
Ramon N. Villegas noted that Amorsolo’s test results 
were so excellent that he was invited to join the academy 
not as a student but as an instructor. 

Amorsolo would say in later years that it was in Madrid 
that his art became what it was always destined to 
become, basking in the dramatic draughtsmanship of 
Diego Velasquez and the impressionistic light of Joaquin 
Sorolla (1863 - 1923).

It was thanks to Sorolla that Amorsolo discovered the 
infinite possibilities of Philippine light: The rose-colored 
streaks of its sunrises and sunsets; the reflections on 
dappled rice fields; the shade of a gnarled mango tree; 
even the dancing flames of a campfire.

Amorsolo would return to Manila after traveling through 
Europe and the United States in 1920. He would reprise 
Fabian de la Rosa’s work, calling it Rice Planting, in 1921.

He would go from strength to strength, painting tirelessly. 
In the work at hand, Woman with a Banga is perhaps 
one of the earliest of this winsome theme, a favorite muse 
carrying an earthenware pot, often used as a metaphor 
for unsullied simplicity. The deep emerald and bronze of 
the country girl’s tapis (skirt) and embroidered sleeves 
echo the cooler colors of the bamboo grove that encircle 
her. Pale pinks and mauves in heavy impasto suggest a 
sylvan glade that foretell Amorsolo’s golden age in the 
1930s.

This seminal masterpiece belonged to another prince 
of the realm of Filipino arts and culture — Carlos Peña 
Romulo, who was 7 years younger than Amorsolo but 
was an equally brilliant rising star. Romulo began as 
a professor at the University of the Philippines, while 
serving as the secretary of Manuel L. Quezon when he 
was president of the Philippine Senate. He would next 
embark on a storied journalistic career that would make 
him the influential editor-in-chief in 1931 of the widely-
circulated TVT Publications, that was comprised of three 
different newspapers in as many languages. The fact that 
he was dexterous in English, Spanish, and Tagalog was 
no mean feat for a man so young was a watershed for his 
own golden age. Romulo would become, in fact, the first 
Filipino to win a Pulitzer Prize a decade later.

Woman with a Banga thus represents a halcyon period 
for men who were twin spirits in the Philippines’ own 
remarkable age.

TWO PRINCES :
Romulo and Amorsolo

by L ISA GUERRERO NAKPIL



The Carlos P. Romulo Amorsolo
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Marcel Antonio (b.  1965)

Fruit Bowl
signed (lower right)
dated 2002
alkyd on canvas
30" x 24" (76 cm x 61 cm)

P 180,000
PROVENANCE
Private Collection, Manila

Marcel Antonio is the son of renowned painters Angelito 
Antonio and Norma Belleza. He was encouraged to do 
art at a young age, saying, “it was like second nature 
for me.” For that, he was regarded as one of the most 
promising young artists in the Philippines. Even though 
he was still a student at the University of the Philippines 
College of Fine Arts, he was able to launch a solo show 
and thereafter dropped out of the college to continue 
producing collections of his pseudo-narrative figurative 
paintings. From then to this day, Marcel’s works remain 
popular among collectors in the Manila art market.

However, although the artist was born into a creative 
household, Marcel attributes his skill to the metamorphosis 
of his art style. He believes that art is nurtured. From an 
interview with Artes de las Filipinas, he said: “A lot of 
people have this mistaken notion that art is equated with 
having talent. I think art can be taught.” He might have 
grown up in an artistic environment as a child, but he 
actually thought of painting as a play. For him, it was a 
play with a purpose.

“It was really fun,” Marcel recalled. “It still is fun.” (P.I.R.)
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91  PROPERTY FROM THE MARC AND OFELIA GELVEZON-TEQUI COLLECTION

Roberto Chabet (1937 -  2013)
Untitled I-VI
signed and dated 1973 (lower left/lower right) each
acrylic on paper
11" x 7 1/2" (28 cm x 19 cm) each

P 200,000
PROVENANCE
Acquired directly from the artist

Roberto Chabet, a pioneering figure in the Philippine 
art scene, has left an indelible mark with his thought-
provoking and multi-faceted works that ultimately 
challenge what art is all about. 

The Pillow Series challenges conventional notions of art, 
pushing the boundaries of what constitutes a "work" and 
inviting viewers to question their preconceived notions. 
Chabet's practice is generally defined by the artist’s 
attempt to redefine and even discover new ways of 
expression that are not defined solely by the institutions 
and machinations that define are and the art world. In 
other words, his was a practice of dismantling the ivory 

tower built by the art world, and from its pieces, return (or 
perhaps redefine) art for a new age.

Chabet's Pillow Series acts as a catalyst for introspection 
and self-reflection. The enigmatic quality of the artworks 
compels viewers to search for meaning beyond the literal 
representation of pillows. Though one may interpret 
Chcabet’s pillows as merely crude sketches, it is the very 
act of sketching that turns these pieces into more than an 
act of expression, but of reflection as well. For Chabet, a 
work of art does not begin at the moment of creation nor 
end at its execution. Arrt is viewed as a process, and that 
process continues, arguably, ad infinitum. These pieces, 
though not emblematic of Chabet’s entire practice, shows 
us an important glimpse into a part that may be in fact 
greater than the whole

Roberto Chabet's Pillow Series stands as a testament to his 
artistic vision and ability to evoke contemplation through 
visual art. By defying categorization, incorporating 
visual symbolism, and eliciting introspection, the series 
transcends the physical realm of pillows and transports 
viewers into a realm of poetic ambiguity. 
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Kawayan de Guia (b.  1979)

Ligaya de Pilipinas - I scream and Cigarettes
signed and dated 2014 (lower right)
mixed media
60" x 96" x 24" (152 cm x 243 cm x 60 cm)

P 1,200,000
LITERATURE
Romulo, Erwin and Oliver X.A. Rexles. Manila: The Night is 
Restless, The Day is Scornful (Exhibition Catalog). Singapore: 
ARNDT Singapore, 2014. Published following the exhibition 
of the same name at the ARNDT Singapore in 2014. 

EXHIBITED
ARNDT Singapore, Manila: The Night is Restless, 
The Day is Scornful, July 12 - August 30, 2014

This work at hand was exhibited at the Manila: The 
Night is Restless, The Day is Scornful exhibit for 
ARNDT Singapore. The show features a number of 

Filipino artists and was curated by Norman Crisologo. The 
exhibition notes state that “Manila is a city of extremes, 
and at a time that only the extreme makes an impression, 
it still manages to shock. To wander into its streets, to be 
among the crowds, to be caught in the din of history that 
barrages you at every corner is to participate in a drama 
that began centuries ago, but whose cries and whispers 
echo resound well into the present. The sacred and the 
profane, the amatory smiles and the feral gaze are all on 
display here, as the unforgiving sun of its days give way to 
the artificial neon of night.”

Kawayan De Guia’s practice of mixed-media and 
assemblages often concerns itself with extremes as well. 
From indigenous artifacts to modern ephemera, and 
urban sprawls to naturally occuring landscapes, the artist 
understands that within spaces, are monuments and sites 
of contradiction. His own hometown of Baguio City is a 
prime example of this contradictory nature. Though on 
one hand often seen as a melting pot of different cultures 
within the Cordillera region, it was also once a shining 
beacon of the American occupation when the colonizers 
established the city as an escape from the summer heat. 
Now, its identity is as dizzying as its history. Yet amidst 
this cacophony is something new altogether; something 

greater than the sum of its parts yet beyond mere 
description or categorization. One can argue that such 
is the fate of all 21st century metropolises. On one hand, 
they are driven by the creeping urge for modernization, 
but on the other the lingering nostalgia for tradition; and 
at the very center, :life, human and yearning for survival 
and meaning. 

Thus, in this piece titled Ligaya de Pilipinas - Iscream and 
Cigarettes, de Guia attempts to reconcile the dizzying 
effect of urbanization in an attempt to derive meaning 
from chaos, and to show chaos in meaning. The work, 
as is emblematic of de Guia’s style, is an assemblage 
of not only different styles but of different materials as 
well. Such an approach can be seen as the artist’s way of 
expressing the diversity of not only sights and sounds, but 
also materials often attributed to a city. Modernization 
has paved the way for the use of all sorts of materials in 
city and space-making. From steel and concrete to paper 
and plastic, materials intersect and ignore all conventions 
that once kept them apart. 

The varying symbols and elements of the work add to 
the reality of the city, one in which extremes do not only 
intersect but, miraculously co-exist. De Guia’s city is as 
symbolic as it is real. Though some may critique the work 
as obtuse or abstract, one may argue that it was never 
the artist’s goal to elucidate, but to express. (J.D.)

Kawayan de Guia. Image courtesy of arjahart.org
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Bernardo Pacquing (b.  1967)

Untitled No. 5
dated 2007
oil on canvas
72" x 48" (183 cm x 122 cm)

P 800,000
PROVENANCE
Mag:Net Gallery, Quezon City
León Gallery, The Asian Cultural Council Auction 2022, 
Makati City, 5 March 2022, Lot 127

A student of modern abstraction, Bernardo 
Pacquing reinvents the language of abstract 
art with his oeuvre that is notable for its muted 

colors and minimalist aesthetic. Instead of exploring 
the collective unconscious like most abstractionists, 
he populates a canvas with forms and figures that are 
familiar, often drawing inspiration from the everyday 
objects that surround him. As a result, a work of his is 
filled with subjectivity so that its audience can relate 
to their own experience and come up with their own 
meaning.

The multi-awarded contemporary artist is vocal about 
his fascination with modern abstraction’s expressive 
potential. That being said, it is best to view a Pacquing 

artwork with consideration to his raw and gritty artistic 
vision, free from filters. The simplicity of his abstraction 
tests the limits of creativity by going against the grain, 
and he encourages other artists to do the same.

In 2000, Pacquing was among the selected ones who 
received the Thirteen Artists Award from the Cultural 
Center of the Philippines.

In 2007, when this piece was made, he held several solo 
shows titled “Shape Memory” and “Envisage” at the 
Mag:Net Gallery and “People I Know” at the Finale Art 
File. He was also included in a group exhibition titled 
“I Have Nothing To Paint and I’m Painting It” held at 
Mo_Space in Manila. (P.I.R.)
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Santiago Bose (1949 - 2002)

Metamorphosis
signed and dated 1988 (lower right, first panel)
mixed media on paper
66" x 23 1/2" (168 cm x 60 cm) each

P 600,000
León Gallery wishes to thank the artist's estate and 
Silverlens Gallery for confirming the authenticity of this lot

PROVENANCE
Artist's collection
Hiraya Gallery, Manila

“When philosophy paints its grey in grey, then has a shape of 
life grown old. The owl of Minerva spreads its wings only with 
the coming of the dusk.” —G.W.F HEGEL

Santiago Bose was a celebrated Filipino artist known for 
his thought-provoking works that seamlessly blended 
indigenous cultural elements with contemporary 

artistic expressions. Bose's artistic journey spanned over 
three decades, during which he actively explored themes of 
identity, colonialism, spirituality, and social issues, leaving an 
indelible mark on the Philippine art scene.

According to Dr. Patrick Flores: “Discernible in his creative 
instinct is the quickness to mix materials, cite references 
across histories, subject his visual space to the stress and 
plenitude of codes, and thus render the enterprise highly 
mediated: dense, lively, hectic, even impish. These gestures 
eventually translate to palimpsest, textual inscription, 
collage, and later, installation.  In many ways, Bose was an 
exemplar of the mixed-media repertoire, which may well be 
productively inflected as intermedia, the better to cast it as a 
cognate of his translocal sympathies.”

Such an approach can be seen in this quadriptych titled 
1988 piece titled Metamorphosis. In line with Bose’s practice, 
this particular set of pieces does not only seemingly evade 
any sort of simple description, but categorization as well. The 
mixed media work showcases four pieces each seemingly 
depicting a body of sorts in an anatomical and almost clinical 
way. The pieces in question act as charts, each emphasizing 
a specific way of viewing not only the work, but the bodies 
depicted. But one might ask if these are in fact bodies. While 
two pieces in the work feature bodies closely resembling 
the human form, the other two have seemingly strayed 
away from conventionalism. Though one may view these 
as separate entities, the title of the work suggests a sort of 
narrative continuum. Wherein one can view the work as an 
evolution of man, not only in a spiritual or cultural sense, 
but in a biological or even cybernetic one. One can argue 
that the idea that Bose is trying to exemplify here is one of 
change. A change so fundamental and all-encompassing 
that bodies and beings transcend beyond the understanding 
of the latter. Such an idea mirrors another work of artistic 
and literary merit. Namely C.M. Kosemen’s All Tomorrows. 

At its core, "All Tomorrows" is a work of speculative biology, 
presenting an alternative evolutionary trajectory for the planet 
and its inhabitants. Kosemen's meticulous attention to detail 
and his understanding of biological principles lend a sense of 
scientific plausibility to his imaginative creations. All Tomorrows" 
challenges conventional notions of human exceptionalism and 
highlights the potential for divergent evolution to lead to the 
creation of entirely new forms of life and intelligence. Through 
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the portrayal of post-human societies and their encounters 
with extraterrestrial civilizations, Kosemen delves into questions 
of identity, morality, and the nature of consciousness. His 
exploration of these philosophical themes invites readers to 
contemplate the potential consequences of our own scientific 
and technological advancements and raises ethical dilemmas 
regarding the treatment of non-human entities. Though less 
direct than Kosemen’s work, Bose shares with the author and 

illustrator both an acceptance of a divergent fate as well as a 
well-founded and very human fear of change. 

The only constant variable in the universe is change. To accept the 
fact is to be aware that though each moment is interconnected, 
we must live with the reality that change is unknowable, and 
eventually as we gaze both into the future and into the past we 
will know nothing except the present moment. (J.D.)
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Norberto Carating (b.  1948)

Anilao Series
signed and dated 1980 (lower right)
acrylic on lawanit board
33" x 32 1/2" (84 cm x 83 cm)

P 140,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

Carating is often noted to have said that his works are an 
expression of his identity and soul. When asked during 
his retrospective exhibit, Carating himself stated that 
“My work is a reflection of my soul and the memories I 
hold.  I have to keep a painting of each period for myself 
because, if I don’t, I feel a part of my soul will be taken 
out,” This statement gives us a clearer look into Carating’s 
own artistic intent. In the 1970s, Carating was painting 
Impressionistic landscapes inspired by the local scenery. 
While in the 1980s, Carating’s works and style evolved 

into a more art brut style that emphasizes pronounced 
strokes and textures. But, in the 2000s Carating’s style 
evolved once more, featuring a more meditative approach 
through his soft yet controlled elements. This particular 
piece showcases Carating during his Impressionist years, 
but hints at his eventual shift towards a more radical art 
brut style. Carating’s Abstract features the elements of 
a natural landscape through his use of varying shades 
of green and emerald. But, his gestural strokes imply a 
deeper and more fundamental treatment that reflects 
Carating’s mood and soul. 

For over half a century, the master Abstractionist Norberto 
Carating has been creating and experimenting with new 
and novel forms of abstractions and expressions. Through 
his masterful use of textures, layers, and paints, Carating 
is able to intuitively express his emotions through a 
myriad of shapes, lines, and colors. (J.D.)
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Rodel Tapaya (b.  1980)

Maria 
signed and dated 2016 (lower right)
acrylic on burlap
48" x 36" (122 cm x 91 cm)

P 500,000
PROVENANCE
Acquired directly from the artist by the present owner

Tapaya's artworks are characterized by their narrative 
depth and allegorical storytelling. Each piece is a visual tale, 
inviting viewers to delve into multiple layers of meaning. 
His compositions often feature a central protagonist 
surrounded by a multitude of symbolic elements that 
represent different facets of the narrative. Beyond their 
aesthetic appeal, Tapaya's artworks carry profound social 
and political commentaries. He addresses issues such as 
the plight of marginalized communities, environmental 
degradation, and the erosion of traditional knowledge. 
By intertwining these topics with folklore and mythology, 
Tapaya brings attention to the urgency of these issues 
while reminding us of the timeless wisdom embedded in 
ancient stories. Tapaya’s piece titled Maria can be seen 
as an examination of the usual image of the Filipina 
identity. Often referred to as Maria Clara, the idealized 
Filipina beauty features long black hair, a demure smile, 
and a relatively neutral if not passive demeanor. This 
image of passivity is critiqued in this work of Tapaya’s 
which deconstructs and examines this cultural construct 
through subversive and contrasting symbols. (J.D.)
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Jose Joya (1931 -  1995)

The Ozone
signed and dated 1992 (lower right);
signed, titled, and dated March 21, 1992 (verso)
acrylic collage
26 1/4" x 40" (67 cm x 102 cm)

P 2,400,000

Accompanied by a certificate signed by the artist 
himself confirming the authenticity of this lot 

PROVENANCE
Acquired directly from the artist by the present owner 

LITERATURE
Arcellana, Francisco. Joya. Manila: Dick Baldovino Enterprises, 1996.
Full-color photograph. Listed as "The Ozone, March 21, 1992"
in Joya's Catalogue of Works compiled by Ruben D.F. Defeo.

Jose Joya's The Ozone embodies the foremost Filipino 
abstract expressionist's genuine engagement and 
commitment to his social responsibility. One usually 

knows Joya as the reverent of Filipino cultural heritage. 
But in this exemplary work, we see insights into his 
profound environmental awareness and consummate 
realization of his advocacies. 
  
We see in the diaphanous, finely-grained rice papers the 
ozone layer, the thin part of Earth's atmosphere that 
shields the planet's surface and protects us from the sun's 
harmful ultraviolet (UV) radiation. A circular figure at the 
top left corner of the work symbolizes the sun. While the 
sun is vital for the survival of all life forms, it also emits 
harmful UV rays, and this is where the crucial role of the 
ozone layer enters. 

One can discern how Joya delicately applies the 
translucent strips, signifying the escalating depletion 
of the protective ozone layer beyond natural processes 
beginning in the 1970s. Crevices can be found in between 
the strips, harrowingly representing the "ozone hole." 
Warm colors, particularly fiery reds and blazing oranges, 
briskly engulf and subjugate the cool blues, symbolizing 
the unrestrained entry of harmful UV rays into the Earth’s 
surface. 

Ozone depletion is caused by the emission of gaseous 
chlorofluorocarbons (CFCs) and halons, which had been 
heavily manufactured and commercialized beginning in 
the late 1920s through refrigerants and aerosol sprays, 
most notoriously by the American multinational chemical 
company DuPont. When CFCs and halons are released 

into the atmosphere, they interact with and destroy ozone 
molecules, significantly diminishing the ozone layer's 
capacity to absorb UV radiation.
 
Ozone depletion generates detrimental effects on humans, 
from skin cancer to cataracts and even weakening of 
the immune system. The unhindered entry of UV rays 
also affects the natural growth of plants and cancer in 
domesticated animals. 

Joya finished painting the work on March 21, 1992, a 
month before the official commencement of the year's 
Earth Day on April 22. Earth Day is an annual celebration 
whose mission is grounded in diversifying, educating, and 
activating the global environmental movement. It was 
founded in 1970 and became an international event by 
1990. The first Earth Day celebration in the Philippines 
was held on April 22, 1990, coinciding with the event's 
global launching.

From June 3 to 14, 1992, the United Nations convened 
its Earth Summit in Rio de Janeiro, Brazil, in which 
a framework for sustainable development through 
environmental protection was ratified. As a member of 
the UN, the Philippines formally adopted its resolution. 

The Ozone is Joya's—the country's foremost abstract 
expressionist—ode to the planet. Nonetheless, Joya's 
commitment to partaking in the collective action to 
protect the Earth is no abstract; it is a concrete reality 
grounded in his firm principles and environmental 
sensibilities. (A.M.)

Jose Joya. © León Gallery Archives
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Macario Vitalis (1898 - 1990) 

Village Breton de Belle-Isle -en–terre
signed (lower left)  
ca. 1950
oil on canvas
21" x 23" (54 cm x 59 cm)

P 360,000
Accompanied by a certificate issued by Comité Vitalis
confirming the authenticity of this lot

PROVENANCE
Christine Thorailler Collection 

LITERATURE
Macario Vitalis: Un Peintre Philippin en France (Catalogue 
d'Exposition). Puteaux: Maison Lorilleux and the Philippine 
Embassy in France, 2022. Published on the occasion of the 
exhibition of the same name at Maison Lorilleux. Full-color 
photograph and painting description on page 29.

EXHIBITED
Maisson Lorilleux, Macario Vitalis: Un Peintre Philippin en France, 
Puteaux (In partnership with the Philippine Embassy in France), 
April 10 - June 5, 2022

A town with no art galleries was the birthplace of Macario Vitalis.

From Lapog in Ilocos Sur, he was a child who dreamed of 
becoming an artist. There are some written accounts that said 
his family was peasants or poor, while others claim that they 
belonged to the middle class. Even so, life was in favor of the 
young Vitalis because, in 1918, he left the Philippines for the 
United States. There, he studied at an art school in San Francisco, 
while working as an elevator boy at night. In 1924, he attended 
the Pennsylvania Academy of Fine Arts. Then, in late 1925, he 
decided to settle in France. He studied at the Academie de 
Montmartre and set up a studio in the Paris suburb of Puteaux. 
There, he met important modernist painters including Pablo 
Picasso, and created works that depicted the pleasures and 
mood of pre-war Parisian life.

In the ‘50s, Vitalis created a series of Breton seascapes that 
featured Post-Impressionist color schemes. The lot at hand is an 
oil on canvas piece titled Village Breton de Belle-Isle-en-Terre. 
From French, belle isle means “beautiful island” and en terre 
means “on the ground.”

In 1963, Vitalis returned to the Philippines and his works were 
exhibited at the National Library. (P.I.R.)
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Joven Mansit (b.  1984)

Ale
signed and 2019 (lower right)
oil and acrylic on canvas
36" x 24" (91 cm x 61 cm)

P 120,000
Accompanied by a certificate issued by Pintô Art Museum
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

In the act of nation-building, it is of utmost importance to not 
only lay the foundations of a fully-functioning state, but to unite 
its people under a common cause. For despite the borders and 
regions we draw for ourselves, it is undoubtedly the people who 
form its roots and decide its scope. Culture and identity are so 
much more than descriptive elements of a society, but a common 
thread that ties us together and moves us forward. It is a shared 
idea that binds a culture and a society together, and nothing 

ties a people together than memory. But memories are a fickle 
thing. If it is not uncommon to forget the details of what one 
had done a month, or even a week, how can we trust ourselves 
to remember things that have happened even further back in 
time, let alone collectively. Memories may be a monolith, but 
they are not set in stone. They are fluid, dynamic, and sometimes 
even downright malleable. But they are irrevocably human. Such 
is the approach of contemporary Filipino artist Joven Mansit. 
Mansit’s works often utilize different styles and techniques 
that evoke images of old photographs, documents, and other 
objects often attributed to records and references. But despite 
the commitment to this aesthetic, Mansit’s works are anything 
but typical. His pieces offer us a surreal collection of images 
that evoke humorous, ironic, and even critical examinations of 
different eras of our history. But what undoubtedly ties these 
all together is the fact that these pieces showcase how flexible 
memory can be. Wherein each Mansit piece carries with it a 
degree of verisimilitude that makes us question what is real and 
what isn't. Though Mansit’s works do not offer us an answer, they 
offer us something even greater. For one can argue that it is the 
role of art to show us the very real condition we are in. (J.D.)
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Ronald Ventura (b.  1973)

Hunter
signed and dated 2015 (lower left)
mixed media and oil on canvas 
mounted on wood board
84" x 60" (213 cm x 152 cm)

P 12,000,000
PROVENANCE 
Private Collection, Hong Kong

LITERATURE
Paparoni, Demetrio. Ronald Ventura: Works (1998 - 2017). 
Milan: Skira editore, 2018. Full-color photograph on page 
285 and painting description on page 284.

R onald Ventura’s “Rainbow Bridge” first made 
its appearance in his “Finding Home” exhibition 
at the Museum of Contemporary Art (MOCA) in 

Taipei. It was described as an installation of multi-colored 
bands created from coiled bamboo and was both Filipino 
and Asian, traditional and futuristic all at the same time. It 
used the language of a recognizable material to express 
both spiritual values (resiliency, endurance under painful 
circumstance) and modern technology (the information 
super-highway.)

In the essay, ‘What is Left of Man’, Demetrio Paparoni his 
chief chronicler writes, “Within the multiple stratifications 
and superimpositions in Ventura’s works, heteregenous 
figurations can often be found which unite Christian 
iconography, precolonial Filipino art, the history of 
European art, images of television stars, street signs, 
advertising graphics, and characters from Disney 
cartoons, Japanese manga or anime and videogames. 
There is nothing that Ventura a priori excludes that can 
be perceived in his representations, which reflect the 
chaos caused by the influx of images that circulate on 
the web.”

The motif has been a feature of his works as early as 
2009 and in the work at hand, Hunter (2013), the rainbow 

of knowledge streaks out of one eye as the other is 
covered with doll’s hands. The spectre wears a hat has 
a fiery plume composed of twisted gargoyles and lizard 
skeletons. Puffs of clouds and a dark moon surround him. 
He points a gun at the viewer making it very clear who is 
Ventura’s ultimate prey.

In conversation with Elio Capuccio in ‘Man, Animal, and 
Hybrid’, Ventura reveals that he “works with “a vast 
mental archive.” And “not only that,” he adds, I archive 
and catalogue images in my computer that I think I 
will be able to use. My work itself stimulates me to go 
fish something out of one folder rather than another. 
Obviously, once transposed on canvas, every image 
undergoes its own metamorphosis.”

And what a transformation it is to behold : Tongues, eyes, 
Dick Tracy revolvers, bare buttocks, hothouse flowers, 
mastiffs wearing skull-embroidered leashes, jump-suited 
workers carrying drills. scarlet parrots breaking free from 
a wall of cubes. Indeed, it’s a gorgeous and nightmarish 
vista that Ventura leads us into, taking us from reality in 
our stream of consciousness to sweet oblivion.

ABOVE: Ronald Ventura. Image courtesy of The Metropolitan Museum of Manila.
BELOW: The Rainbow Bridge, from the Finding Home exhibition, MOCA, Taipei, 
2016. From Ronald Ventura ; Works 1998-2017 by Demetrio Paparoni. Photo 
by Ronald Ventura.

VENTURA’S RAINBOW 
BRIDGE AND HIS 
MENTAL ARCHIVE
by L ISA GUERRERO NAKPIL
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Justin Nuyda (1944 -  2022)

Nudes
signed and dated 1999 (lower right)
cray pastel on paper
25" x 19" (64 cm x 48 cm)

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

PROVENANCE
Galleria Duemila Inc.

Justin Nuyda gained prominent recognition for his abstract 
paintings that depict breathtaking dream-like landscapes. 
However, in his celebrated career that spanned over five 
decades, many still struggle to determine which discipline he 
was committed to and what sort of art he created. For the lot at 
hand, a cray pastel on paper piece dated 1999, the visual artist 
explored the art of the nude. His representations of the nude 
extend the subtlety and sophistication of his abstract forms. The 
female figures were rendered with sinuous shapes and curves, 
and the translucent effect exudes allure to the overall mood. 
Also, his well-curated array of hues seems to glow and exhibit a 
rhythmic nature that is vigorous and brimming with life.

Alongside art, Nuyda was also a lepidopterist specializing in 
Philippine butterflies. He began collecting butterflies when he 
was seven years old and has described over a hundred species 

and subspecies. This passion for the bejeweled insects and the 
terrain they thrive in was a vital source of inspiration for his 
masterpieces.

Although the master visual artist passed away recently, his 
illustrious oeuvres will live on in the minds and hearts of the art 
world. (P.I.R.)

102

Oscar Zalameda (1930 - 2010)

Sailboats in the French Riviera
signed (lower right)
ca. 1957
oil, gouache, and casein on paper
16 1/4" x 19 3/4" (41 cm x 50 cm)

P 180,000
PROVENANCE
Acquired directly from the artist by Cita Trinidad in 1961 in New York

The Sailboats in the French Riviera is a painting where one can 
see the artist’s dedication to the atmosphere. He made sure 
that a viewer would perceive the phosphorescent nature of the 
subjects rather than their physical presence. Oscar Zalameda 
carried with him throughout his career a pictorial structure 
that is random and seemingly spontaneous, and his brushwork 
evokes the tradition of the Impressionists. He created a dynamic 
interpretation of Cubism, and it shows in the sketched-like 
detailings as well as mastery of color. His compositions emanate 
a European temperament, owing to his use of linear elements 
and a bright palette, meld with his unique abstraction.

Leonidas Benesa once wrote: “It seems Zalameda was aware of 
what was going on back home and was being in it in spirit as well 
as in style, even while taking a Mediterranean scene.”

Zalameda was a recipient of the Chevalier des Artes et Lettres 
from the French government and the Presidential Medal of 
Merit from the former Philippine President Gloria Macapagal 
Arroyo. (P.I.R.)
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Augusto Albor (b.  1948) 

The End of the Word, Not the World
signed and dated 2011 (verso)
mixed media on canvas
42” x 32” (107 cm x 81 cm)

P 240,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

Augusto Albor’s oeuvres are never meant to be a window 
into the visible reality. His art is committed to exploring 
the capacity of color to create a realm of sensation and 
insight. The End of the Word, Not the World is among 
his works that were able to formulate new meanings 
beyond conventional and traditional forms of language 
and communication. 

On the mostly gray canvas, an overarching presence of 
white results in the inexpressibility of the abstraction. Still, 

the painting is able to achieve a bold and illuminating 
statement on how the fundamental separateness of light 
and dark is not an objective truth, but an obfuscation of a 
transcendental reality.

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

In 2011, when this mixed media piece was made, Albor 
held solo shows titled “Sorry for the Inconvenience” at 
the Nova Gallery in Makati and “Run Fish Run” at the 
Gallery Orange in Bacolod. He was also included in three 
international group exhibits held in Seoul, Barcelona, and 
Gijon. (P.I.R.)
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Fernando Zóbel (1924 - 1984)

Meditación en Blanco 
signed and dated 1966 (lower left)
oil on canvas
24" x 36" (61 cm x 91 cm)

P 5,000,000
PROVENANCE
Private Collection, Manila

LITERATURE
Alfonso de la Torre, Rafael Pérez-Madero, Fernando Zóbel. 
Catalogue Raisonné of Paintings 1946-1984, Azcona 
Foundation, Madrid, 2022, nº 66-15, p. 328

Z óbel's artistic journey spanned continents and 
genres, ultimately leading him to develop his 
distinctive style of abstract realism. Through his 

mastery of form, color, and composition, Zóbel created 
works that blurred the boundaries between abstraction 
and representation, inviting viewers to experience the 
world in a new and profound way.

As an artist, Zóbel’s creations from the mid-sixties 
through the seventies had featured his distinctive 
abstract approach. Working mostly in black with his 
‘Serie Negra’ (Black Series) from 1959 up until the early 
sixties, the internationally renowned artist’s predilections 
were to evolve into new and novel forms of abstraction. 
Though his artistic ingenuity was not tied to any sort 
of natural genius, hence his proclivity to evolve and 
think outside of the box. Zóbel was an intellectual who 
constantly conceptualized and thought about the things 
that animate and energize his world. Though he is often 
considered an idealist, Zóbel can also be seen as  a 
pragmatist whose ideals were grounded in the reality of 
art and the process of creativity. Zóbel himself pointed 
out “I think painters paint the world they live in.”

Fernando Zóbel painting in 1952. © León Gallery Archives
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Arturo Luz (1926 - 2021)

Black Forms, White Space 
signed (bottom)
aluminum
12" x 12" (30 cm x 30 cm) each

P 600,000
Accompanied by a certificate issued by Luisa Luz-Lansigan 
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

LITERATURE
"Arturo Luz at The Crucible." The Philippine Star, 
December 22, 2014. Full-color photograph on page "I-3."

EXHIBITED
The Crucible Gallery, The Art of Arturo Luz: Metal Reliefs, 
Mandaluyong City, December 17 - January 4, 2015

In Arturo Luz’s interview with Cid Reyes in March 1973 and 
published in the latter's landmark book Conversations on 
Philippine Art, Luz says: “My work is linear or geometric, 
and that’s it, essentially. I cannot imagine myself going 
conceptual or surrealistic tomorrow.”

In 1963, the defunct Rizal Theater was built on a parcel 
of land on the corner of Ayala and Makati Avenues (now 
occupied by another Makati landmark, the Makati Shangri-
La). It was designed by National Artist for Architecture 
Juan Nakpil. Arturo Luz would be commissioned by his 
friend, Fernando Zóbel, to do some drawings on a blank 
concrete wall in the lobby. 

Luz recalls this moment in Cid Reyes’ book on him. “With 
no prior study, and with my cans of black paint and two 
brushes, I started to do these doodles of a city scene,” Luz 
says. “Eventually, I began to fill up the wall with all these 
lines. I was painting direct on the concrete wall, which 
I had prepared with a yellow background. In fact, Zóbel 
himself got interested and added a few of his lines. In 
three days, I finished the entire wall. 

Years passed, and the mural began to suffer from 
discoloration and molds. Luz recalls his solution to fix the 
issue: “To this day, I still remember my solution to the 
problem. I said, ‘Plaster it!’”
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In the latter half of the 1970s, Luz would be commissioned 
to create a mural for the lobby of the Cultural Center of 
the Philippines’ Bulwagang Carlos V. Francisco. Reyes 
writes in Arturo Luz: “In preparing for the large mural 
at the Cultural Center (Carlos V. Francisco Hall), Luz 
learned from his Rizal Theatre experience. Several wood 
panels were seamlessly conjoined together…Executed in 
black-and-white automotive lacquer, animated by simple 
patterns and forms, a dynamic and expansive realization 
of positive and negative space. Working on a grid, Luz 
spiked the design with sharp triangular forms, tempering 
these at the same time, graced by arching edges.”

The CCP mural, aptly titled Black Form, White Space, 
would serve as an impetus for numerous similar works 
bearing Luz’s mastery in exploring the endless possibilities 
between forms and spatial relationships. Here, the non-
objective art style that Luz imbibed in his works in the late 
1960s becomes more conspicuous.

The work at hand bears similarities to the CCP mural, albeit 
on a smaller scale. In this piece, we see Luz in a different 
light: a non-representational artist aiming for heightened 
simplicity and veering away from the figurative Luz that 
painted cyclists, musicians, and acrobats. Here, Luz gives 
more emphasis to the fundamentals of art: shapes, forms, 
colors, and space. Taking cues from Oriental aesthetics, 

Luz establishes spatial depth through the subtle and 
harmonious convergence of the composition’s white 
space with another flat surface of the same color. Thus, 
illusions of seemingly infinite space and volume are 
engendered, highlighting Luz’s firm adherence to his 
distilled geometric visual language.

Reyes notes that Luz’s venture into this kind of artistic 
practice made him join the ranks of what art critic 
Lawrence Alloway called “One-Image” artists. Alloway 
notes this as “a possible term for repeated use of a 
configuration…All the One-Image artist has to have done 
is to have painted his earlier work… Here, forms become 
meaningful, not because of ingenuity or surprise, but 
because of repetition and extension. The recurrent image 
is subject to continuous transformation, destruction, and 
reconstruction; it requires to be read in time as well as 
in space…In One-Image art, we look for variety within 
conspicuous unity.” (A.M.)
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Rodel Tapaya (b.  1980) 

Ang Taong Gagamba
signed and dated 2007 (lower right and verso)
acrylic on burlap
36" x 36" (91 cm x 91 cm)

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

Tapaya's artistic practice is deeply rooted in storytelling. 
He skillfully weaves together mythological elements, 
historical events, and personal experiences to create 
visually compelling narratives. His paintings often feature 
a dense interplay of characters, symbols, and motifs, 
inviting viewers into a world where reality and fantasy 
coexist. Tapaya's use of traditional Filipino iconography 
is a defining aspect of his art. He draws inspiration from 
pre-colonial indigenous cultures, infusing his works with 
ancestral beliefs, rituals, and folklore. The imagery of 
mythical creatures, such as the sarimanok and tikbalang, 
frequently appears in his paintings, adding a sense 
of enchantment and mystery. This piece titled Taong 
Gagamba is emblematic of Tapaya’s use of mythological 
elements to critique contemporary society. Here we see 
the artist’s rendering of a mythical creature interwoven 
with modern symbols and images. In doing so, Tapaya 
effectively situates not only his works but the use of myths 
and stories into a much more recent context. (J.D.)
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Romeo Tabuena (1921 - 2015)

Barrio Scene
signed and dated 1960 (lower right)
oil on canvas
20" x 26" (51 cm x 66 cm)

P 300,000
PROVENANCE
Private Collection, USA

As a Filipino artist who resided in Mexico, the oeuvres of 
Romeo Tabuena in oils, acrylics, and watercolors exhibit a 
combination of Filipino and Mexican cultural themes. Yet, 
at a glance, one would agree that he was right when he 
confessed to have also been influenced by Chinese vertical 
paintings and Cubism. He acquired unique qualities such 
as calligraphic brushstrokes and a color choice which is 
often soft pastels and pleasing hues.

In this 1960 painting, Tabuena was able to imbue a 
certain lyrical and literary beauty into the simple folk 
life. His countryside sceneries are often inhabited by 
native plants, traditional houses, and folk figures. The 
attenuated figures spread out in large tonal areas, 
evoking an early morning fog, all the more elevates the 
mundane into a transcendental sublime. Although the 
watercolor landscapes are his most sought-after works, 
the lot at hand evokes the same artistry that Tabuena is 
celebrated for.

Five years prior to the date of this oil piece, in 1955, 
Tabuena moved to San Miguel de Allende in Mexico, 
where he would paint for decades to come. Then five 
years after its creation, in 1965, he attended the eighth 
Biennial in Sao Paulo, Brazil, as the official representative 
of the Philippines. (P.I.R.)
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Lao Lianben (b.  1948)

Liquid Light
signed and dated 2003 (lower left and verso)
acrylic and graphite on paper
72" x 45" (183 cm x 114 cm)

P 1,600,000
PROVENANCE
Private Collection, Hong Kong

“All know the way, but few actually walk it.”

“But people of the deepest understanding look within, distracted 
by nothing. Since a clear mind is the Buddha, they attain the 
understanding of a Buddha without using the mind.”

– BODHIDHARMA, 5 TH/6 TH CENTURY, 
LEGENDARY FOUNDER OF ZEN BUDDHISM

L ao Lianben’s Liquid Light is a spiritual landscape of 
harmony, wisdom, purity, and enlightenment. In this 
piece, Lao invites the viewer to converse with one’s 

inner spirit and embark on a journey from the corporeal 
and temporal toward the sublime metaphysical. 

In Liquid Light, blackness pervades the composition, with 
small “crevices” revealing patches of white. 

Black is a color usually associated with mourning and 
suffering. In Buddhist art, its symbolism does not veer far 
away; it represents the primordial darkness. 

In the center, a narrow line of luminous white seemingly 
tries to break out of the darkness, slowly unfolding its 
sphere of spiritual stillness and serenity. Here is a path 
towards the harmony of all things, the consummate 
realization of all struggles and contradictions, the fulfilling 
way to satori, which is the unexplainable and enigmatic 
state of sudden intuitive enlightenment, the ultimate goal 
of Zen Buddhism. 

Much like Lao’s character, the composition is imbued 
with enigmatic quietism. The artist emboldens us to lose 

ourselves in the darkness of our inner selves, navigate 
through the cascading streams of the conscious and 
subconscious, and find within the vast turbulent ocean of 
conflicts that elusive yet fulfilling reservoir of awakening 
lucidity and wisdom. In line with Lao’s artistic praxis, 
one may achieve this in the company of persistent and 
enduring contemplation, even in the midst of the hustle 
and bustle of everyday activities. 

As the legendary founder of Zen Buddhism, Bodhidharma 
once said: “Not thinking about anything is Zen. Once 
you know this, walking, standing, sitting, or lying down, 
everything you do is Zen. To know that the mind is 
empty is to see the Buddha.... Using the mind to reality 
is a delusion. Not using the mind to look for reality is 
awareness. Freeing oneself from words is liberation.”

Lao’s paintings, as exemplified by Liquid Light, encourage 
seeing as a way of profound introspection and a deep 
deliberation of all things and ideas colliding, thus 
enkindling in oneself that ability to see the transcendent 
gateway towards spiritual growth and enlightenment. The 
13th-century Japanese Zen philosopher and priest Dōgen 
said, “Enlightenment is intimacy with all things.” (A.M.)
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Arturo Luz (1926 - 2021)

Cyclist
signed (lower right)
acrylic on canvas
36" x 24" (91 cm x 61 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
Private Collection, Manila

Cyclist by Arturo Luz depicts a man 
on a unicycle. The cyclist poses his 
hands as if he is performing tricks on 
a circus show, and such can be said 
because musicians and performers 
formed an iconic ensemble within 
the oeuvre of the artist.

At the center of the canvas is a 
figure reduced to basic shapes. Luz 
rendered his subjects with elements 
of linear coherence and mastery 
of geometric forms. His minimalist 
approach is observed through 
the void of intricate details and 
monochromatic palette – stark white, 
black, and bold red. Still, despite the 
simplicity of the piece, it did not fail to 
show the artist’s complex techniques 
and ability to establish a connection 
with its audience.

“I don’t know at what point my figure 
became very linear,” Luz recalls. “I 
was influenced by the cave paintings 
[of Lascaux and Altamira]. There, 
you will see a similarity with my stick 
figures.” 

Albeit modest in form, Luz’s unique 
brand of geometric abstraction has 
a certain charm that is alluring to 
art collectors and connoisseurs. 
He has exhibited both here and 
abroad, in countries such as the 
United States, Japan, and Brazil. He 
was also included in the exclusive 
roster of the Philippine Art Gallery, 
the first establishment to champion 
exclusively the cause of non-objective 
art. Luz has achieved much acclaim 
throughout his artistic career, and 
among those was the most-coveted 
National Artists Award. (P.I.R.)

National Artist Arturo Luz with the painting.
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Araceli Limcaco-Dans (b.  1929) 

Calado on a Clothesline 
signed and dated 1987 (upper left)
watercolor on paper
30" x 22" (76 cm x 56 cm)

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

The works of the acclaimed master Araceli Limcaco-
Dans combine the artist’s personal experience with an 
undoubtedly timeless essence. As a student, she was 
mentored under Angela Fernandez and National Artist 
Fernando Amorsolo. Both her mentors noted that Araceli 
indeed was an excellent student who strove to find 
her own voice in the local and international art scene. 
Beyond her technical mastery over her craft, Araceli also 
possessed a unique affinity for the human soul. Her myriad 
of personal experiences, from her colorful upbringing to 
her encounters during the Second World War, infused her 
works with a plethora of emotions such as nostalgia, love, 
longing, and even loss. Her effervescent style tugs at the 
heartstrings as it silently recites an ode that will make 
even the hardest of hearts melt. (J.D.)
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Romulo Olazo (1934 - 2015)

Diaphanous B-XLIV
signed and dated 1980 (lower center and verso)
oil on canvas
60" x 84" (152 cm x 213 cm)

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

PROVENANCE
Private Collection, Manila

LITERATURE
Reyes, Cid. Romulo Olazo. Mandaluyong City: Paseo Gallery, 2013. 
Full-color photograph and painting description on page 60. 

This particular piece, titled Diaphanous B-XLIV, is 
among the largest in Romulo Olazo’s highly coveted 
and highly acclaimed Diaphanous Series (and his 

works in general) to enter the market. It was created in 1980, 
a year of further international exposure and recognition for 
the artist. Olazo triumphantly welcomed the 1980s decade 
with successive international exhibitions, going from strength 
to strength with each show: the ASEAN Exhibition of Prints 
and Photographs at Jakarta and Bali, Indonesia; Philippine 
Paintings: Old and New exhibition at The Hague, Netherlands; 
Philippine Contemporary Art expo in Hong Kong; Festival; 
Contemporary Asian Art Show at Fukuoka City, Japan.

Created within the span of more than four decades, beginning 
in the early 1970s, Olazo’s Diaphanous Series represents the 
artist at the zenith of his artistic prowess. Diaphanous, from 
the Greek words “dia” (through) and “phaenin” (to show), 
encapsulate Olazo’s innovative approach in exhibiting delicate 
textures and the sublime relationship between light, forms, 
and space, resulting in airy, translucent compositions that 
exalts light and its penetrating and powerful impermanence. 
Olazo’s creative praxis in his Diaphanous Series evokes the 
Japanese philosophical concept of mono no aware—beauty 
in transience.  

In the work at hand, Olazo’s ingenious employment of varying 
degrees of lighting in different parts of the canvas gives the 
fiery reds of the composition a dynamic quality. This attribute 
is particularly nurtured for the viewer to engross themselves 
not only in the beauty of ephemerality but in the elegance of 
personal introspection. 

In 1981, a year after he painted this piece, Olazo would be 
honored as one of the “Five Outstanding Living Artists by 
esteemed art critics Leonidas V. Benesa, Rod. Paras-Perez, 
and Emmanuel Torres. The other four artists in the selection 
were titans of Philippine modern art: Cesar Legaspi, Ang 
Kiukok, Arturo Luz, and Napoleon Abueva. (A.M.)
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Yeo Kaa (b.  1989)

It's just a panic attack, I'll be okay, okay? Okay.
signed and dated 2017 (lower right)
acrylic on canvas
96" x 192" (244 cm x 488 cm)

P 1,400,000
EXHIBITED
Office for Contemporary Art (OFCA) International, Distressful 
Satisfaction, Yogyakarta, Indonesia, May 19 - June 19, 2017

One of the most exciting emerging artists working 
today, Yeo Kaa’s works take upon an eye-catching 
aesthetic coupled with an irreverent sensibility. 

Kaa is influenced by a wide variety of pop artists, from 
the seminal works of visual artist Yoshimoto Nara to the 
more mainstream creations of Japanese animators and 
mangakas Though much of her success is often attributed 
to her pastel and eye-popping pieces, what makes Yeo 
Kaa’s works deeply arresting are the profound and astute 
messages that lay beneath her candy-colored veneer. 
This precarious balance between her stylized figurations 
and her more macabre undertones carefully exhibits an 
overarching contemporary mentality that is characterized 
by a radically optimistic sort of nihilism.

This monumental masterpiece by the artist is among the 
best examples of her work. The work was created during 
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Yeo Kaa’s artist residency at the Office of Contemporary 
Art at Yogyakarta, Indonesia. This particular collaboration 
may be considered pivotal given the OFCA’s dedication 
to promote active and skilled emerging artists in an 
international context. Their decision to work with Yeo Kaa 
can be seen as a testament to the novel voice Yeo Kaa 
has to offer not only the country, but the world. 

According to Rafael Cuusi and Ryan Francis Reyes: “She 
calls this series Distressful Satisfaction, instructive of 
the overarching theme unifying the works: the contrast 
between the opposing temperaments of suffering and 
pain on the one hand, and pleasure and satisfaction on 
the other. Her art has always been founded on the friction 
between opposites, and it is this tension that invigorates 
her craft and sets it apart from the imagery found in 
children’s books or animation. In her previous works, 

one would always see images of violence and gore, such 
as mutilated body parts or a murder scene, combined 
with smiling characters rendered in joyful, saturated 
colors. She capitalizes on the discomfort created by such 
unlikely combination, a sort of disjuncture between style 
and subject, to lead her viewers into a continuous and 
sustained engagement with the painted image, constantly 
unsettling preconceived notions and associations about 
certain visual properties.” 

In the world of Yeo Kaa, the glitter and gruesome go hand 
in hand. Effectively showcasing that not everything is as it 
seems under the facade we often put up. (J.D.)
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Ramon Orlina (b.  1944)

Nurturing - 2012 
signed and dated 2012 (lower right)
carved green glass
10 3/4" x 5" x 4" (26 cm x 13 cm x 10 cm)

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

Ramon Orlina aims to impart a message that is 
affectionate and heartfelt in Nurturing - 2012. A carved 
glass in the color of Orlina’s iconic liquid green, the lot 
at hand is his artistic representation of a tender familial 
bond. The bond between a parent and child is very much 
valued in Filipino culture. And, as observed in the piece, 
Orlina cherishes such notions as well.

The artist would further show his nurturing side, both 
as a sculptor and a father, in “Artistic Legacies.” The 
exhibit, held at the Reflections Gallery of Museo 
Orlina in 2023, presents an intimate look into the 
country’s artist families and their artistic journeys. The 
event also endeavors to prove that art has the power 
to unite families and advocate family values. Along 
with Orlina and his artist children, the esteemed 
participants of the exhibits were Eduardo Castrillo, 
Emmanuel Garibay, Raul Lebajo, Fil Delacruz, and 
their family members who also pursue art.

In 2012, Orlina was bestowed the Gold Medal 
of Merit Award by the Philippine Institute of 
Architects in recognition of his outstanding works 
in the field of Architecture and Visual Arts. (P.I.R.)
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Ang Kiukok (1931 -  2005)

Barong-Barong 
signed and dated 1971 (lower right)
watercolor on paper
18" x 37" (46 cm x 94 cm)

P 1,000,000
Accompanied by a certificate issued by Finale Art File
confirming the authenticity of this lot

PROVENANCE
Private Collection, Toronto

Ang Kiukok's depiction of the barung-barong drastically 
progressed: from the identifiable patchworks of corroded 
salvaged materials that make up its walls, floors, posts, 
and roofs, characteristic of Ang's barung-barong from 
the early 50s up to the mid-60s to the enigmatic forms 
revealed in the mid-60s onwards. 

Ang's visit to New York's Museum of Modern Art in 1965 
marked a critical turning point in his style. There, he saw 
Picasso's cubist-surrealist magnum opus—Guernica—on 
display then at the MoMa. Guernica and Picasso would 
have an enduring influence in Ang, even revealing to Cid 
Reyes in 1983 that Picasso was among the Western artists 
whose works he admired the most. Ang also remarks in 
the Roces book: "Up to 1965, painting came easy to me. It 
was pure technique. In those days, it was all right. Easy…
In America and Europe, I saw the paintings in museums 
and said, "This is painting." When I came back to the 

Philippines, I could not paint for a while; then, I could 
hardly wait to get started. Before my trip abroad, I didn't 
know what direction to take my painting." 

In the work at hand, we see Ang coming to terms with his 
own artistry. A convergence of various styles is discerned: 
Cubism's block-like forms, surrealism's uncanny 
atmosphere, and expressionism's unnatural colors and 
distorted and flattened yet evocative forms. The image of 
the barung-barong follows an intuitive approach rather 
than a logical one, with its chaotic configuration of shapes 
evoking the dire situation in the slums. 

Another important aspect of this work is the barung-
barong's appearance, like a combination of machines, 
suggestive of dehumanization amid a "progressing" 
society. In the Roces book, Ang shares: "Not only was I 
influenced by the paintings I saw in the US, but I was even 
more affected by the people there…The people are like 
robots, without humanity."

The disorderly ambiance of this work, with the barung-
barong's shambolic consolidation of salvaged materials, 
speaks not of the romanticized resilience and ingenuity of 
the people in the slums but rather their lack of resources to 
afford a humanized living due to social inequalities. Thus, 
the work encapsulates a turning point in Ang's career, in 
which he had already shifted toward the angsty, anguish-
filled paintings he has come to be known for. (A.M.)
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Anita Magsaysay-Ho (1914 -  2012) 

Women with Chicks
signed (lower left)
dated 1985
oil on canvas
16" x 20" (41 cm x 51 cm)

P 6,000,000
PROVENANCE
Won as a raffle prize in 1985

One of Magsaysay-Ho's significant contributions to 
Philippine art was her portrayal of everyday Filipino life, 
particularly rural scenes and the lives of ordinary people. 

Her paintings often depicted farmers, fisherfolk, and women 
engaging in everyday activities. Magsaysay-Ho had a keen eye 
for capturing the laborious yet resilient spirit of the Filipino 
people. Through her art, she celebrated their struggles, joys, and 
the strong sense of community that pervades rural life in the 
Philippines. 

Though one may argue that Magsaysay-Ho was not alone in 
the depiction of everyday lives and peoples. Her peers, which 
include Victorio Edades, Vicente Manansala, Galo Ocampo, 
were also ahead of the curve when it came to subject-matter. 
Much like Magsaysay-Ho, their interests were no longer confined 
to the grand, historic, or even the idyllic. Their farmers and 
workers, free from any sort of idealized connotations, farmed 
and worked, labored and toiled. But their representations were 
far from accurate. For what the Modernists were concerned with 
was not merely physical reproduction, but an expression of the 
condition of man. For the first time in recent human history, our 
actions and will were seemingly not animated by any other force, 
whether soul or spirit, but our own. The human condition was, at 
its very core, human. Flawed though it may be, it was malleable. 
It was not permanent. And thus hope sprung forth. For suffering 
was no longer going to come from the heavens, but from within. 
The Modernists embraced the idea. They welcomed with open 
arms the idea that man and his labors, free from a previously 
pre-requisite divination, were enough to change the world. But 
if man could change the world, couldn't women do the same 
thing as well?

There is a sort of thematic connection between Anita’s works 
and the fact that she is the only woman amongst the pioneering 
Thirteen Moderns. Though her works were adjacent to her 
peers, it was only Anita that had women front and center. From 
fisherfolk to farmers, laundrywoman and weavers, it was only 
Anita that seemingly revealed that women were capable of the 
dignified fruits of labor. 

This piece depicts a much lighter and even arguably playful side 
to the artist. Anita is no stranger to depicting women amidst 
animal and farm work. One of her most iconic works, a piece 

titled Egg Vendors, which Leon Gallery had the privilege of 
offering in its Magnificent September Auction 2021, showcases 
her fascination with the industry. Curator Lisa Guerrero-Nakpil 
writes, “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.”

But Woman with Chicks seemingly does not express the same 
transcendental allure of Egg Vendors. But that undoubtedly does 
not make it any less of a masterpiece. For what is one of art’s 
cardinal functions than to elicit emotion. But this time, instead 
of jouissance, it is joy. Pure and simple. The work comes off as 
friendly and approachable, as if these women are not symbols 
but acquaintances or friends. This mood is further exacerbated 
by the fact that Anita is seemingly breaking the fourth wall by 
having the chicks pop out of the frame and scurry around the 
matting. Such a technique may have been uncommon at the 
time, but Anita was not the only one employing it. Hundreds of 
kilometers away, artists such as Salvador Dalí, René Magritte, 
Roy Lichtenstein, Andy Warhol, Jean-Michel Basquiat, and 
Barbara Kruger embraced this technique to challenge traditional 
notions of art and engage the viewer in a dialogue. By disrupting 
the illusion of a static canvas, fourth-wall breaks allowed artists 
to create dynamic and immersive experiences. But what makes 
Anita’s work stand out, aside from it being among the few Modern 
Filipino works that employ the fourth-wall break, is its seemingly 
humorous and lighthearted use that elicits an emotion that is 
unarguably on par with the transcendental; happiness. 

Eventually, Anita would depict women in more traditional social 
graces and contexts. But one cannot truly appreciate the fruits 
of one’s labor unless one understands the very foundation it was 
planted on. Anita’s women, though not overtly political or social, 
will be remembered as the cornerstone of one of the pillars of 
Filipino art. (J.D.)

Anita Magsaysay-Ho © León Gallery Archives
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Norberto Carating (b.  1948)

Sun God
signed and dated 2006 (verso)
acrylic on canvas
58" x 72" (147 cm x 183 cm)

P 300,000
PROVENANCE
Hiraya Gallery, Manila

A force in the local abstract art scene, Norberto “Lito” 
Carating is celebrated for his oeuvres that boast 
compactness, coherence, and elegance of texture. He 
imagines technicolor and geometric structures and brings 
them to life in his expansive canvases. Furthermore, the 
artist often takes visual cues from the natural world, 
utilizing their textures, shapes, and colors — a quality that 
is particularly apparent in this acrylic piece titled Sun God.

His works from 2000 onwards evoke a meditative aura as 
compared to his earlier creations that feature splashes, 
drips, and thick overlays. As noted by critics, his art is 
characterized dominantly by texture and his minimalist 
compositions are considered glimpses into his soul. Even 
so, Carating believes that an artist needs to draw income 
from his work. He admits that his paintings that have 
grid-like structures, which are interior designer-friendly, 
are some of the pieces he does “for economic reasons.”

In 2006, Carating held one-man shows at the Karin Weber 
Gallery in Hong Kong, Hiraya Gallery in Manila, and at the 
CENA in Makati. (P.I.R.)
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Emmanuel Garibay (b.  1962)

a. Suri 
signed and dated 2002 (lower right)
mixed media on paper
16" x 11 1/4" (41 cm x 29 cm)

b. Lobo 
signed and dated 2002 (lower center)
mixed media on paper
16" x 11 1/4" (41 cm x 29 cm)

P 180,000

The foremost social realist of our times, the artist-
storyteller Emmanuel Garibay, explores the struggles and 
contradictions of human existence in this pair of works, 
Suri and Lobo. 

In Suri, we see a sitting man with his head bowed 
down and his eyes shut, presumably in an act of deep 
rumination. He is seemingly wearied of either making a 

living or exploring what it means to live purposefully. On 
the other hand, we see in Lobo an image of a little boy 
riding an inflatable bouncer. He is casual and relaxed, 
typical of our innocent childhood days. But upon closer 
inspection, his face seems to show signs of distress, a 
foreshadowing of what’s yet to come in his life. 

When placed side by side, these works show the poignant 
transformation of our childhood innocence into adult 
distress. As we advance in age, maturity, and wisdom, 
profoundly searching for the meaning and purpose of 
living and being, these works invite us to pause, look back, 
and reflect on our inner selves—and the various factors, 
including societal conditions and our relationship with 
our environment, that molded us all our lives and affected 
the way we live life and act towards others. (A.M.)
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Affandi (1907 -  1990)

Blooming Sunflowers 
signed and dated 1980 (upper left)
oil on canvas
45" x 55" (114 cm x 140 cm)

P 5,000,000
PROVENANCE
Private Collection, Indonesia

A ffandi is Indonesia’s most cherished modernist. He 
is the epitome of Southeast Asian Expressionism 
in the mid-20th century. He was born in 1907 in 

Cirebon, West Java. His father, R. Koesoema, a surveyor at 
a local sugar factory, wanted him to be a doctor. But even 
at an early age, Affandi began showing his passion for the 
arts in the most not uncommon way for a child—drawing. 

Affandi first worked as a teacher, housepainter, ticket 
collector at a local movie theater, and painter of movie 
ads in the mid-1930s. He would eventually pursue painting 
as a profession, emerging as a self-taught artist with 
no prior formal art schooling; he learned from reading 
copies of Studio, a London-based art magazine, and 
seeing reproductions of paintings by numerous European 
masters. 

Affandi lived at the time of Indonesian art’s transition 
from the traditionalist Mooi Indie (Beautiful Indies), which 
dominated during the first decades of the 20th century, 
to the Impressionist/Expressionist-influenced artists who 
rejected the romanticism of the Mooie Indie and espoused 
a modernist, more realistic, and expressive depiction 
of their country that reflects its realities and everyday 
activities. This nationalist, avant-garde movement, which 
sprang in the aftermath of Indonesian independence 
from the Dutch, was led by Sindudarsono Sudjojono, the 
Father of Indonesian Modern Art, and Affandi (he was 
active in the Indonesian Revolution, painting works that 
encouraged his countrymen to take up arms against the 
Dutch).

Affandi’s earliest works are characterized by their 
photographic realism until he transitioned to an 
expressionist language with imprints of impressionism 
in the 1950s. This transition was engendered by Affandi 
joining the Kelompok Lima Bandung (The Bandung Group 
of Five), composed of him (the group’s chairman), Hendra 
Gunawan, Barli Sasmitawinata, Sudarso, and Wahdi 
Sumanta. They spurred the development of modernism 
in Indonesia and are thus highly regarded as the “Five 
Maestros of Modern Indonesian Art.”

This quintessential 1980 work, Blooming Sunflowers, 
represents Affandi’s unorthodox technique from the 
1950s until his death in 1990: painting directly from the 

tube. Affandi discovered this technique one day while 
completing a painting; his brush suddenly broke in two. 
Worrying about interrupting the splurge of his creative 
juices, Affandi had to improvise by squeezing the paint 
from the tube directly into the canvas, then using the 
back of his hand to produce the curvy lines. 

In the TIME magazine issue dated January 12, 1953, 
Affandi’s painting technique is described as follows: 
“Affandi never learned to use a palette, dislikes brushes. 
Instead, he squeezes paint onto his thumb, then smears 
it around the canvas. He will often spend a week studying 
a subject, but the actual painting seldom takes longer 
than 90 furious minutes. ‘After about an hour,’ he says, 
‘I usually feel my emotions declining. It’s better to stop 
then. The painting is finished.’”

Blooming Sunflowers depicts a field of sunflowers 
clustered together so closely as if in an act of solidarity 
and harmony, evoking Indonesia’s identity as a collectivist 
society. The sun, a recurring motif in Affandi’s art, with 
its visible spikes of radiance that seemingly penetrate 
the flowers, symbolize its vital role in sustaining and 
nourishing life. The composition possesses the compelling 
intensity of dynamic strokes that capture the artist’s 
creative instincts, authentic rawness, and free-flowing 
radiant energy. By employing non-naturalistic colors, an 
expressionist attribute, Affandi effectively engenders and 
then exalts the gush of unbridled emotions. 

The French painter and art critic Jean Couteau, as cited 
by the book Affandi (Volume II), notes that “Affandi has 
a unique approach to painting flowers. He always draws 
them on the spot where they are growing rather than in a 
vase. The yellow of the sunflowers looks vibrant... Affandi 
painted his love for yellow and the sunflower as well, 
which reminds him of the sun, the source of human life.”

Affandi created over 2,000 paintings in his lifetime, 
including cement and clay sculptures. He was a well-
traveled artist who had the opportunity to represent his 
country in Sao Paulo (1952, 1956), Venice (1956), and 
Sydney Biennales (1973). In his prime, Affandi mounted 
exhibitions in major European, North American, and 
Asian cities. In 1957, the US government awarded him 
a scholarship to study art education. He was eventually 
appointed a visiting professor at the Ohio State University’s 
Art Department in 1962. Affandi was a 1974 recipient of 
an honorary doctorate from the National University of 
Singapore, one of the world’s most prestigious academic 
institutions.

Upon his death in 1990, the Smithsonian Institute in 
Washington, D.C., mounted a posthumous exhibition in 
honor of his profound contributions to Indonesian modern 
art. Affandi’s remains lie in state at his museum complex 
in Yogyakarta, as he wished that his beloved family and 
adored works may always surround him. (A.M.)
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Ang Kiukok (1931 - 2005)

Fish
signed and dated 1987 (upper left) each
oil on panel
4 7/8" x 5 7/8" (12 cm x 15 cm) each

P 500,000
PROVENANCE
Finale Art File, Makati City

The lots at hand contain no secrets 
or riddles, nothing questionable to 
the observer, simply a fish served 
on the table. Other than the plate 
and tablecloth, there is nothing else 
perceived on the canvas. Perhaps, 
the artist wanted to focus on the 
subject as the lone leitmotif, given the 
intentional geometric mannerisms in 
the composition. However, the pieces 
are so organized and assembled in 
detail that all references to those 
objects are soon overlooked.

Ang Kiukok’s works that are titled 
Fish were notable for probing 
into the internal skeletal structure 
beneath the scales and flesh. The 
fish on the plate does not look edible 
or appetizing, as it is portrayed 
with sharp teeth and spiky bones, 
sometimes even reduced to bare 
bones and fins. Other subjects of 
Kiukok also underwent a similar 
approach; for one, his fighting cocks 
were armored gladiators with bladed 
spurs and metallic claws.

His imagery, however, does not 
intend to insult. To him, bodies are 
more interesting when bare of flesh, 
exposing the underlying structural 
form. For the same reason, the 
skeletons of a fish are more dramatic 
than the same fish alive, still with its 
soft skin of flesh. “I want to be able 
to see underneath the skin,” Kiukok 
said. (P.I.R.)
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Alfonso Ossorio (1916 -  1990)

Tree
signed with artist’s monogram 
and dated 9.10.1940. (lower left)
ink and graphite on paper
20 1/8" x 13" (51 cm x 33 cm)

P 700,000
PROVENANCE
Richard Castellane Gallery

EXHIBITED
Wakefield Gallery, Alfonso Ossorio: First One-Man 
Show, Manhattan, 1941

This early drawing of Alfonso Ossorio (then aged 24) is 
a rare testimony of his extraordinary talent, more than 
ten years before he was to make his way into Abstract 
Expressionism, interacting with Dubuffet and Pollock. At 
the time, Ossorio had graduated with a Bachelor of Arts 
at Harvard before enrolling at the Rhode Island School of 
Design and producing his first commissioned artwork for 

the altar of the Greek Orthodox Cathedral in Manhattan. 
He had just married Bridget Hubrecht in early 1940 (a 
marriage that would barely last a year). They both left 
for a ranch in Taos, New Mexico, where he had leisure to 
produce exquisite works. There, Ossorio was discovered 
by a visitor, Betty Parsons, who let the former exhibit his 
works at her gallery in Manhattan in 1941.

This drawing was among those showcased in the 
above-stated 1941 show. Representing a corn field in a 
tormented sky, it is a meditation over life (the healthy corn 
popping out of the stems) and death (the promised decay 
of the plant giving birth). This theme obviously persecuted 
the newlywed Ossorio as it will for the rest of his career, 
as can be observed in many of the tragic paintings of 
the “Victorias Group.” A work from the same exhibition 
was included in Leon Gallery’s monumental show Alfonso 
Ossorio: Grazing Light in April 2017. 

Years later, the work at hand would be exhibited at 
Castellane Gallery. 
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LOTS 121 - 123

THE COLLECTOR & LEGAL LUMINARY
DON J. ANTONIO ARANETA

The very surname Araneta and the family’s long roster of 
accomplishments, in all their facets, evoke respect. 

In the world of art, however, the first name that comes to 
mind is Luis, the architect. But there is another art connoisseur 
from this storied family — J. Antonio Araneta. Just like his 
brother Luis, whose name has become a legend in the name of 
collecting, J. Antonio Araneta and his elegant wife Margarita 
had a passion for all things beautiful. Together, they eventually 
built a significant collection of paintings. 

J. Antonio Araneta’s public persona was shaped by his 
distinguished career as a lawyer, having followed the footsteps 

Portrait of Don J. Antonio Araneta 
by Fernando Amorsolo (1892-1972).

of his father — lawyer, businessman and nationalist Gregorio 
Soriano Araneta — in establishing a notable career in the law. J. 
Antonio was known for being uncompromising in his dealings, 
a firmness with which he always stood for what he believed 
in. Even in his legal writings, J. Antonio the legal luminary 
had what the family history, 1030 R. Hidalgo. described as “a 
preference for lucidity and a disdain for literary flourish that 
oftentimes beclouds the thought that one intends to impart.” 
(Incidentally, among J. Antonio Araneta’s holdings included 
The Philippines Graphic—the oldest, surviving weekly English 
magazine of national circulation, which he had acquired from 
the King of Komiks Ramon Roces in the 1970s.)

So it comes as a pleasant surprise that beyond this reputation of 
straightforwardness and uncompromising firmness in the legal 
practice, there is revealed J. Antonio Araneta, the compleat 
and diverse art connoisseur. His enthusiasm for art had been 
nourished by his formative years in the family’s pre-war 
ancestral house at 1030 R Hidalgo in pre-war Quiapo (where 
his parents, Don Gregorio Araneta and Doña Carmen Zaragoza 
lived.)

Writes the social historian Augusto M. R. Gonzalez III, the 
Zaragoza-Araneta offspring  “already had good taste even as 
children, which wasn’t surprising considering that their family 
lived in the most beautiful residence in the pre-war period 
along aristocratic Calle R. Hidalgo.  His mother, Dona Carmen 
Zaragoza y Roxas de Araneta, although known for her Roman 
Catholic piety and simplicity, was also a woman of high style 
who was concerned about her dresses and her beautiful home.”

He continued, “Calle R Hidalgo had been the preserve of 
the Manila Rich since the 1850s, when they established their 
grand city villas with gardens beside the clean waterways there, 
something which they simply could not do in the old, malodorous 
arrabales districts of Intramuros, Binondo, San Nicolas, Santa 
Cruz, and Tondo.  On Calle San Sebastian, later Calle R. 
Hidalgo, the capital’s rich could live suitably, in high European 
style.  There lived the Tuasons, very rich with their royal land 
grants since 1764, and their allied families, Legardas, Prietos, 
and Valdeses; the highly educated and cultured Paternos, rich 
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since 1800 and very rich since the 1860s and their cousins the 
entrepreneurial Zamoras and the intelligent Ocampos.  There 
were the real estate-rich Padillas, the artistic but businesslike 
Nakpils, and the affluent Pampanga hacenderos the Escalers.”

“In the 1880s rose the splendid riverside community beside 
the “Palacio de Malacanan” in the adjacent San Miguel district.  
Great mansions rose along that stretch of the Pasig river amid 
lush tropical gardens with opulent interiors that rivaled those 
in European estates.  But the pattern of elegant living was still 
taken from nearby Calle R Hidalgo.”

The war may have destroyed the Araneta’s fabled ancestral house 
in Quiapo, but the spirit of collecting art continued to populate 
the couple’s palatial Forbes Park residence. Indeed, countless 
artworks from Luna to the modernists were displayed in their 
home, where guests like the U.S. President Nixon, numerous 
foreign dignitaries and movie stars, and all the country’s leaders 

LEFT TO RIGHT: Don J. Antonio Araneta with his wife Margarita; 
another photograph of the Araneta couple; on a foreign trip; 
with other grandchildren.

experienced the generous hospitality of J. Antonio and Margarita. 
As a proper painter's dream she was, Margarita Rebullida de 
Araneta sat for Fernando Amorsolo in 1953, of which the same 
portrait is depicted in an interior scene of their Forbes Park living 
room by Sofronio Y Mendoza in 1969. Their sterling collection is 
a metaphor for their exemplary lives and each work of art reveals 
a different facet to the couple’s brilliant legacies.  (Excerpts taken 
from 1030 R. Hidalgo. Volumes I and II.)
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121  PROPERTY FROM THE DON J. ANTONIO ARANETA COLLECTION

Jose Joya (1931 - 1995)

Talim Island II
signed and dated 1966 (verso)
oil on wood
32" x 24" (81 cm x 61 cm)

P 8,000,000
LITERATURE
Araneta, Antonio S, ed. 1030 R. Hidalgo (Volume 2: Legacy in Art). 
Manila: MARA, Inc., 1986. Full-color photograph and painting 
description on page 168.

Y ears after he was conferred with the prestigious 
title of National Artist for Visual Arts in Paintings, 
the works of Jose Joya remain refreshingly original 

and unique; proof that the prolific painter was decades 
ahead of his time. Critics, academics, and curators alike 
have often claimed that Joya spearheaded the birth, 
interest, and development of abstract expressionism 
in the Philippines. Joya’s iconic style also proved to be 
adaptable, with the artist employing his for a variety of 
subjects and themes

Talim Island, with an area of approximately 60 square 
kilometers, is situated in the heart of Laguna de Bay, 
which spans the provinces of Rizal and Laguna. The island 
is accessible via boat or ferry from various points around 
the lake, providing those who journey to the island with an 
experience far from the usual landscape of Rizal province. 
Such a novel experience is probably what pushed Joya 
to depict the island through his signature Abstract 
Expressionist style. Here, the lush greens, browns, and 
ochres often attributed to the flora and fauna of Rizal 
give way to the serene and azure waters of Laguna de 
Bay. Meanwhile, the solid blues of the piece seemingly 
coalesce with other shapes and forms at the right-hand 
part of the frame, depicting how the lake’s tides crash 
with the island's rocky and uneven shores. Ultimately, 
the allure of Joya’s take on not only Talim Island, but of 
his other geographically inspired pieces is that he is not 
concerned with the accuracy of his depictions, but rather 
in capturing the essence and soul of the space itself. (J.D.)Jose Joya © León Gallery Archives
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122  PROPERTY FROM THE DON J. ANTONIO ARANETA COLLECTION

Juvenal Sansó (b.  1929)

Window Shopping
signed and dated 1956 (lower right)
oil on canvas
24" x 36" (61 cm x 91 cm)

P 2,000,000
León Gallery wishes to thank Fundacion Sansó
for  confirming the authenticity of this lot

LITERATURE
Roces, Alfredo. Sansó. Manila: Luis Ma. Araneta, 
Filcapital Development Corporation, and General 
Bank and Trust Company. Full-color spread on 
pages 42 to 43 and painting description on 
page 40. 

"The effects of 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…Art has been 
the only escape from neurosis." 
          – JUVENAL SANSÓ, MEXICO

Juvenal Sansó's Window Shopping 
is an exemplary work from the 
artist's coveted and rare Parisian   

"Black Period" (1953 - 1957), in which he 
compellingly explores themes of trauma, 
anguish, and alienation in a post-war 
milieu. In his book Sansó, Alfredo Roces 
notes that the artist's "Black Period" was 
characterized by "paintings of Goya-
esque humanity, grotesque, and macabre 
genres of Paris life."

Window Shopping encapsulates Sansó's 
downcast Paris years and the city's post-
war situation. The work at hand depicts 
an old man with his face worn out by 
depression and deprivation. He stares at 
a plethora of decorative objects. Still, he 
can only afford to gaze at these articles 
somberly without the money to meet 
their rather hefty prices. Suffering reigned 
in post-war Paris: people lived through 
meager food rations, homelessness 
proliferated amid a rising population 
(even many houses lacked decent 
accommodation), and general health was 
a concern. 

The development of Sansó's "Black Period" 
can be traced back to the artist's war 
experiences. The Philippines' involvement 
in World War II left terminal scars on 
Sansó. Roces recounts in the same 
monograph: "The war, and the period 
after, left permanent psychological and 
emotional scars on him. The senseless 
violence of the period, the scenes of 
inhumanity and depravity during the 
Occupation, the desperate and painfully 
pointless act of slaughtering civilians, and 
burning down large residential areas of 
Manila by the Japanese, were experiences 
that have colored Sansó's vision."

The celebrated Chilean painter Claudio Bravo (1936 - 
2011) likely got the inspiration from Sansó to paint this 
portrait of Don Luis Araneta.

After his post-war studies at the UP School 
of Fine Arts and the University of Santo 
Tomas, Sansó left for Europe in 1951, 
eagerly hopeful of jumpstarting a more 
successful art career. He resided first in 
Rome before settling in Paris in 1953. 

Sansó's early Parisian years were marked 
by miserable living; he merely relied on 
money his parents in Manila sent him. 
He struggled as a foreign artist in the 
global art capital's highly competitive 
atmosphere. Sansó shares of his 
Parisian life in the brochure of his 1974 
retrospective at the CCP: "Going abroad 
is not merely buying a ticket and staying 
in a hotel all that…to me, it was facing 
myself…it was in Europe that I faced 
myself; I was in complete anonymity and 
loneliness out there, I just had to fend my 
way by myself." 

The future tycoon, Henry Sy, whom Sansó 
met by chance in Paris, said to the latter's 
parents upon his return to Manila: "I 
could barely hold back my tears when I 
saw how Juvi is living in Paris!"

At the time of this painting, Sansó held 
his debut solo exhibition at Galerie de la 
Maison de Beaux-Arts in Paris. The show 
featured oils, watercolors, tempera, and 
etchings from Sansó's "Black Period." 
The exhibition's opening, which, as Roces 
remarks, "fell, ominously, on Good Friday," 
was a disappointment. There were hardly 
any guests, and Sansó only sold "one 
etching out of the entire show." 

Adding to these dismal circumstances 
and his ingrained traumatic memory of 
the war, Sansó incidentally encountered 
the Existentialists in the places he 

frequented, such as a café where he 
likely overheard Jean-Paul Sartre and 
Simone de Beauvoir talking about the 
human condition and position vis-à-vis 
forces of power in a post-war milieu and 
the tensions and repercussions of the 
ongoing Cold War between the United 
States and the Soviet Union and their 
respective allies. 

Thus, Sansó's mental and emotional 
agony, the collective distress of the 
Parisians, and the sociocultural context 
of his times are poignantly yet arrestingly 
translated into his art during this era.

A year after this work, Sansó would 
return to the Philippines and grace the 
halls of the storied Philippine Art Gallery, 
mounting his first solo exhibition in the 
country. (A.M.)
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123  PROPERTY FROM THE DON J. ANTONIO ARANETA COLLECTION

Federico Aguilar Alcuaz (1932 - 2011) 

Barcelona Series
signed, inscribed Barcelona and dated 1964 (lower right)
oil on canvas
31 1/2" x 24 1/2" (80 cm x 62 cm)

P 1,200,000
León Gallery wishes to thank Christian M. Aguilar
for confirming the authenticity of this lot

Federico Aguilar Alcuaz drew inspiration from a 
plethora of sources, from his formative time in the 
Philippines to his academic sojourns in Europe, 

resulting in oeuvres that are universal in nature. At the 
core of his art is freedom and a freshness of spirit that 
immediately draws one into his vision of the world. Elegant 
and refined are his aesthetic tendencies, exemplifying a 
distinct European flair — a quality found in the works of 
very few Filipino artists.

For the National Artist, the brilliance of a piece of art has 
nothing to do with its being either abstract or figurative 
because, throughout his career, he shifted between 
abstraction and figuration, and his figurative works 
often contained abstract components. Furthermore, 

Alcuaz captured the world from a unique viewpoint. 
He created landscape paintings that seemed realistic, 
but his use of perspective, proportions, and palette was 
artfully orchestrated so that what is presented is not a 
slice of the reality he saw but how he saw it. His works 
are admired for the ease and enjoyment conveyed by 
his use of light, color, and composition, all of which add 
up to scenes that are always playful but never cluttered. 
He painted with a powerful brush, one that succeeded in 
harmonizing the pictorial parts such that they could be 
perceived simultaneously. He also loved his materials and 
understood how to bring out their best qualities. Perhaps, 
the secret of Alcuaz’s work is that he was a true hedonist 
in his approach to life, nature, and the universe. 

As observed in this Barcelona oil painting dated 1964, 
its canvas is imbibed with a cosmopolitan flair and an 
enigmatic quality akin to the vividness and sultriness of 
Spanish music. One may assume that while the artist 
executed his strokes and applied his solid colors, there 
was a sense of serendipity that revealed a sort of dancing 
poetry. In every Alcuaz piece, a stirring of imagination 
radiating from his works convey a pleasing experience to 
the observer.

His formidable journey toward his search for artistic 
identity is encapsulated in the Barcelona Series. Life was 
in favor of Alcuaz because at the time when he decided 
to move to Barcelona to expand his artistic vision, it was 
a haven for the avant-garde modernists who rebelled 
against conservatism in art. The artist made a home for 
himself in the city, even setting up a studio on the fourth 
floor of the 285 Calle de Aragón, which he maintained 
for 40 years, from 1957 until 1997. As well, it was also at 
this time that the “Renaissance Man” embraced a new 
moniker, signing his paintings with “F. Aguilar Alcuaz” or 
“Aguilar Alcuaz.”

In 1964, Alcuaz was awarded the Decoration of Arts, 
Letters, and Awards with the rank of Chevalier from the 
French government, second prize at the Premio Vancell 
at the Fourth Biennial of Tarrasa in Barcelona, and the 
Order of French Genius. (P.I.R.)

Federico Aguilar-Alcuaz. Image courtesy 
of federicoaguilaralcuaz.com
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Onib Olmedo (1937 -  1996)

Girl in the Mirror 
signed and dated 1990 (lower right)
acrylic on canvas
36" x 24" (91 cm x 61 cm)

P 300,000
PROVENANCE
Finale Art File, Makati City

LITERATURE
Limbo, Ma. Salva R. Ang Kiukok. Solomon 
Saprid. Onib Olmedo. Three Filipino Figurative 
Expressionists. Manila: Galleria Bernice L and 
Galeria de las Islas, 1990. Published on the 
occasion of the 1990 exhibition of the same 
name at the CCP Bulwagang Juan Luna and 
the Amanecer Building, Intramuros.Full-color 
photograph and painting description on 
page 39.

EXHIBITED
Cultural Center of the Philippines Bulwagang 
Juan Luna, Ang Kiukok. Solomon Saprid. 
Onib Olmedo. Three Filipino Figurative 
Expressionists, Manila, June 1 - July 22, 1990

Amanecer Building, Intramuros, Ang Kiukok. 
Solomon Saprid. Onib Olmedo. Three Filipino 
Figurative Expressionists, Manila, June 3 - 
July 14, 1990

Girl in the Mirror reveals all the 
notable attributes of an Onib Olmedo 
portrait. The woman on the canvas 
exudes an intense aura as she stares 
directly at the audience. Her eyes 
are disproportionate, her upper lip is 
slightly askew, and her nose is long 
and bulbous. This acrylic painting 
was rendered with the artist’s iconic 
figurative expressionist approach, 
employing vigorous brushstrokes 
and a dark neutral palette.

Olmedo made a name for himself 
owing to his unique works that go 
beyond external appearances to 
explore the human spirit. His abiding 
interest in people and the world as 
subjects of his art matured in the 
streets of Manila, particularly in 
Malate and Ermita. He developed a 
deep sympathy for the masses, it did 
not matter to him if they were old and 
blind street musicians or destitute 
women hustling foreigners. Although 

the artist’s oeuvres portray the inner 
torment experienced by mankind in 
modern times, his art has struck the 
hearts of many and his works were 
and remain to be popular among 
collectors.

In 1990, Olmedo mounted his first 
and only show at the Cultural Center 
of the Philippines. (P.I.R.)
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Edwin Wilwayco (b.  1952)

David's Column 
signed and dated 1975 (upper left)
oil on canvas
37 1/2" x 36 1/4" (95 cm x 92 cm)

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

After graduating from high school in 1967, then-fifteen-year-old 
Edwin Wilwayco had already firmly resolved to pursue Fine Arts, 
despite the financial constraints his family had been undergoing 
at that time. Wilwayco would go on to enroll at the University of 
the Philippines College of Fine Arts, in 1968, at the advice of an 
aunt and with the help of his grandparents, who supported his 
studies. In Wilwayco’s second year of higher studies, he received 
a Celia Diaz Laurel scholarship.

At the UP, Wilwayco encountered and became artistically guided 
by the giants of Philippine art of his time: Jose Joya, who was 

college dean from 1970 to 1978, Napoleon Abueva, who would 
succeed Joya as dean, from 1978 to 1979, Constancio Bernardo, 
and Dr. Rodolfo Paras-Perez.

From the day he set foot in UP, began to learn within its confines, 
and even after graduating in 1972, Wilwayco has held Joya in 
great reverence. In Cid Reyes’ monograph on Wilwayco, the artist 
has only words of praise for the esteemed abstract expressionist. 
“He didn’t look like an artist. He was very professional. He 
dressed neatly and was very articulate. He was also strict, a 
disciplinarian,” Wilwayco says. 

As such, Wilwayco’s earliest works, such as this 1975 piece, have 
that spellbinding affinity and resemblance to Joya’s works. It is no 
wonder that Joya greatly influenced Wilwayco in the early stages 
of his career, as the former was at the height of his creative 
powers in the 1960s and 1970s. In this painting, Wilwayco’s 
choice of subject matter and style evokes Joya’s expressionist, 
block-like forms. Worth mentioning is Wilwayco’s depiction of 
the ancient Tagalog script baybayin, an element Joya started to 
incorporate in his works during the late 1960s and early 1970s. 
Even in the beginning of his painting career, Wilwayco had 
already been manifesting his tenacity for abstraction and his 
lyrical, expressive approach to the style. (A.M.)
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Marcos del Rosario Ortega (active 2nd half of the 19th century)

George M. Curtis (Letras y Figuras)
signed M. Ortega (lower right) 
dated 14 Junio 1877 
watercolor on paper 
16" x 21 1/2" (41 cm x 54 cm)

P 2,000,000
PROVENANCE
Private Collection, USA

A remarkable artwork, the George M. Curtis in the style 
of ‘Letras y Figuras’, which employs the medieval 
technique of spelling out letters using human figures, is 

an important touchstone of a period of trade that mirrored the 
Spanish galleons.

‘Letras y Figuras’ are particularly sought after since they are 
distinctly original and one of a kind, by definition bearing only a 
single patron’s name — as opposed to the other well-known kind 
of art of the same period known as ‘Tipos del Pais” which were 
created in recurring themes such as fishermen, mestizas bathing, 
and gentlemen farmers. Jose Honorato Lozano (1821- 1885) and 
Justiniano Asuncion (1816-1901) were well-known masters of 
both kinds of these exquisite artworks.

Very few of their works extant, however, are signed. What 
makes the George M. Curtis, even more distinct is that it bears 
the signature of the artist, Marcos Ortega y del Rosario. It is 
written in the finest hand “por M. Ortega”, (by M. Ortega.) One 
other work signed by him, with the name ‘Manuel Miramon’, is 

known to exist, as well as another in the Ynchausti Collection. 
Ortega was from Binondo and married a Spanish mestiza named 
Arcadia Torres.

Both the Letras y Figuras and the Tipos del Pais were collected 
as ‘trophies of trade’, a term originated by the scholar Florina 
Capistrano Baker who studied them closely as the artistic status 
symbols of an elite that profited from the trade between the 
Philippines and the eastern seaboard of the United States.

Capistrano-Baker would call this the “Manila-Masachusetts 
Trade” and describe it as follows:

“The Manila-Massachusetts trade is little known but 
had a significant impact on American aesthetics of the 
late eighteenth and early nineteenth centuries with the 
introduction of new materials, products, and art forms. 
American interest in the Asia-Pacific region sprang 
partly from whaling and the lucrative China Trade.

“Two Massachusetts companies were firmly established 
in Manila by the 1820s. Peele, Hubbell & Co. supplied 
American and European markets with Philippine sugar, 
indigo, and hemp. The other firm, Russell & Sturgis, 
was bound by family ties to American businesses in 
Canton and shipped Philippine sugar and molasses to 
America for the rum distilleries. Most of Manila’s indigo 
went to New England textile factories. Philippine hides 
were exported for the American shoe industry, and the 
indigenous Manila hemp (abaca) used to manufacture 
marine cordage became the main staple of trade with 
Salem.

ABOVE: The Russel Sturgis offices on the Pasig River, ca. 1900. 
BELOW: Ships representing the Sturgis network in China (Chinese junk), Manila 
(casco and Spanish ship), and Massachusetts (a vessel with the American flag).

Manila - Massachusetts 
Artwork of Status
by L ISA GUERRERO NAKPIL

A possible cameo of Mr. George M. Curtis with a horse and 
barrels of molasses intended for Massachusetts rum makers.
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“Beyond the trade in hemp, art forms such as souvenir 
watercolors flourished with increased wealth at home 
and abroad. These luxury objects were of more limited 
distribution, restricted to a small circle of wealthy 
travelers, merchants, and elite Filipino families, and 
visually marked the status, wealth, accomplishments, 
and ambitions of their owners.”

Fittingly, the artwork at hand, captures the maritime trade on 
the Bahia de Manila (or Manila Bay) and the Rio Pasig (Pasig 
River) which is alive with all manner of vessels, from ships flying 
the Spanish colors, a Chinese junk, as well as an American flag, 
all these references to the wide interests of the Russel Sturgis 
houses in Manila, Canton and Massachusetts. The Puente de 
España (Bridge of Spain) is also depicted. Inhabiting the painting 
are Filipinos busy at work, tending fields and pounding rice, 
hanging laundry and tending to the chickens, picking mangoes 
and hawking the fruit.  There is a housewife cooking a meal and 
a young boy sleeping among the many domestic vignettes.

The painting is extraordinarily detailed, showing the outlines of 
carriages and people crossing the Puente, the cargo of the tiny 
cascos on the river, and the forgotten monument on the
Paseo, on a summer’s day in June 1877.

By tradition, the patron’s face and figure would be included in 
one of the Letras y Figuras scenes. There is one likely candidate, 
wreathed in the ‘O’ formed by verdant shrubbery and several 
wooden barrels, (possibly of molasses, a prime export to the 
Massachusetts rum makers.) He is a sharp-nosed man (captured 
in profile) wearing a pith helmet and leading a brown horse. 

Could this be Mr. Curtis himself? (Pith helmets, incidentally, are 
Spanish adaptations of the Filipino salacot.)

The book “Prominent Families of New York” published in 
1898 by The Historical Society of New York lists a Mrs. George 
William Curtis. The Curtis family of Massachusetts dates back to 
1635 when the first Puritan ancestor with the name arrived on 
American shores. They would be chiefly soldiers and officers who 
would marry into distinguished banking and political families.  
On record is a George William Curtis, born in 1824 who would 
study in Europe, write for Harper’s Weekly, and become regent of 
the University of New York.

His path would cross with the Massachusetts mandarins when he 
would marry Anna Shaw, whose grandparents on her maternal 
side were Nathan Russell Sturgis Sr. married to Elizabeth 
Parkman. George Curtis’ mother-in-law would thus be the sister 
of the famous trader Russel Sturgis.

Russel Sturgis (1805-1887) would become one of the most 
successful traders in Asia, establishing the houses of Russel 
Sturgis in both Canton and Manila as well as in North America. 
He would, in fact, live in the Philippines for a long period, which 
ended only upon the death of his wife and his return to Boston 
for a short period of time. He would return again and again to 
Asia but would eventually be wooed away with the offer to head 
Barings Bank in London.

The watercolor bearing the name of one of his trusted lieutenants 
is a window into the world of old Manila and the crossroads in 
which it lay.
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Alfonso Ossorio (1916 - 1990)

Pierced Martyr
signed, titled, and dated 1974 (verso)
ink, wax, and watercolor on paper
26 1/2" x 6 1/2" (67 cm x 17 cm)

P 1,800,000
PROVENANCE
Michel Tapié Collection
Acquired directly from the above by the present owner

A lfonso Ossorio was a Filipino-American artist 
and patron whose visionary contributions to the 
art world left an indelible mark on the Abstract 

Expressionist movement. Renowned for his dynamic and 
spiritually charged artworks, Ossorio's creative journey 
encompassed painting, sculpture, and experimental 
techniques. Moreover, his role as a patron and collector 
of fellow artists fostered a vibrant artistic community 
that continues to resonate to this day. Ossorio's early 
exposure to Filipino folk art, indigenous rituals, and the 
vibrant colors of his homeland played a significant role 
in shaping his artistic sensibilities. Ossorio's artistic style 
defies categorization, reflecting his diverse influences and 
unique vision. His works often combine bold brushwork, 
gestural abstraction, and intricate textures. 

Ossorio's paintings are characterized by a sense 
of dynamism and emotional intensity, imbued with 
spiritual and mystical symbolism. His exploration of 
religious iconography and mystical themes reveals 
his deep spiritual convictions and fascination with the 
transcendent. His works can also be seen as a by-product 
of his own identity; namely his Filipino roots and his 
largely Western and European influences. The result is a 
unique amalgamation of styles that are less contrasting 
and more revealing of an underlying shared humanity. 
This is seen here in this piece titled Pierced Martyr, 
wherein not only are we introduced to a combination 
of folk and modernist sensibilities, but its underlying 
conceptual approach implies a certain level of post-
colonial discourse. For instance, though its aesthetics 
may be attributed to pre-colonial symbolism (or perhaps 
a sort of modernist interest in pre-history, its title suggests 
an awareness of sacrifice that is more closely related to 
Catholic and Christian faiths. Alfonso Ossorio's artistic 
journey embodies the spirit of experimentation and of 
mystical exploration. His vibrant and emotionally charged 
works continue to captivate viewers. (J.D.)
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Marcel Antonio (b.  1965)

Fleeting Moments
signed (lower right)
acrylic on canvas
24" x 20" (61 cm x 51 cm)

P 160,000
PROVENANCE
Private Collection, Manila

In this work titled Fleeting Moments, Marcel Antonio 
depicts a solemn scene. We see two women, one in a 
seemingly reflective state and the other acting like a 
companion. There is an interesting juxtaposition in the 
background: a caged bird, symbolizing repression, and a 
man riding a boat, about to embark on a likely journey 
towards freedom. 

Antonio paints a moving image of finding that elusive 
path towards autonomy and the honing of one’s 
individual pursuits. The pensive woman represents all 
of us who are in struggle with coming to terms with the 
contradictions of living and being. The companion alludes 
to our inner selves, from which we can find a sense of 
profound contemplation, examination, and deliberation 
of our ideas, needs, and wants. Although this process 
may take longer than we think, it becomes a fleeting 
moment once we have come to that full realization of the 
harmony and unity of all things, be it in our consciousness 
or subconsciousness. Thus, the work at hand is Antonio’s 
creative exercise on freeing all that is suppressed in our 
psyches. (A.M.)
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Ronald Ventura (b.  1973)

Into The Woods 3
signed and dated 2012 (lower right)
frottage, ink, acrylic, cast paper, shaped 
handmade paper and kozo paper on linen canvas
unframed: 96" x 79" (243 cm x 199.5 cm)
framed (acrylic box): 97" x 80" x 9"
(246 cm x 202 cm x 23 cm)

P 4,000,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

PROVENANCE
Singapore Tyler Print Institute (STPI), Singapore

EXHIBITED
Singapore Tyler Print Institute (STPI), Ronald Ventura: 
Recyclables, Singapore, November 17 - December 15, 2012 

As one of the Philippines’ most acclaimed 
contemporary artists working today, Ronald 
Ventura is no stranger to creating works that 

unearth culture and the social psyche. Ventura admits 
to loving contradictions and multiple realities, mixing the 
pretty and the grim, two elements which still find their 
place in this otherwise placid work. The artist has risen 
to prominence on the Asian contemporary art scene 
with complex, layered works that juxtapose unexpected 
images with scenes from everyday life.

Into the Woods III does not only reveal Ventura’s mastery 
over a number of media and materials, but showcases 
the twists and turns in the master’s mind. According 
to Dr. Patrick Flores: “It has been a slow but steady 
transformation, building on his graphic intelligence. It 
proceeds from an intense engagement with the figure and 
its mutations, or better to say, its disfiguration through 
certain devices like the palimpsest or logics like morphing 
or digital manipulation. We notice a kind of classical 
aspiration that lapses into the baroque — although an 
Italian art critic thinks it’s gothic by way of mass media. 
All told, it has been an interesting drift, assuming both 
depth and horizon along the way.” (J.D.)

Ronald Ventura. Image courtesy of Singapore Tyler Institute.
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Juvenal Sansó (b.  1929)

Majestic Haze
signed (lower right)
ca. 1990s
oil on canvas
28 1/2" x 35 1/2" (72 cm x 90 cm)

P 1,600,000
Accompanied by a certificate issued by Fundacion Sansó
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Sansó's paintings are characterized by their vivid colors, 
bold brushstrokes, and strong sense of movement. 
He often draws inspiration from the natural world, 
particularly the landscapes and seascapes of his home 
country, the Philippines, and his sojourns; specifically his 
stay along the coastal area of Brittany, France. His works 
also incorporate elements of surrealism and abstraction, 
which adds depth and complexity to his compositions.

Throughout his illustrious career, Sansó has exhibited 
his works in numerous exhibitions both locally and 
internationally. He has also won several awards, including 
the prestigious Patnubay ng Sining at Kalinangan award 
in 1978 and the Gawad CCP Para sa Sining award in 
1990. (J.D.)
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Mark Justiniani (b.  1966)

Ulan 
signed and dated 2020 (lower right)
woodcut
24" x 18" (61 cm x 46 cm)

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

Accompanied by a certificate issued by Pintô Art Museum
confirming the authenticity of this lot

EXHIBITED
Pintô Art Museum, Connect with your heart, 
Antipolo City, July 11 - 26, 2020

Mark Justiniani is undoubtedly not only one of the 
country’s most celebrated artist’s working today, but is 
also among the most in-demand ones as well. Justiniani’s 
pieces, which showcase both his technical and conceptual 
prowess, are no stranger to fetching astronomical, and 

even record prices. So much so that Justiniani is seen, 
relatively, as a blue-chip artist. Though this is undoubtedly 
a favorable aspect for any artist, one risks the chance of 
their art being seen as a commodity to be traded, sold, and 
bought for monetary value and nothing more. Such may 
be seen as partially disingenuous to not only Justiniani’s 
roots, but the Salingpusa group in which Justiniani grew, 
developed and honed his practice with. Around 30 years 
ago, Salingpusa began their foray into Philippine art with 
a “Sampayan '' show, aptly named after the fact that 
the artists hung their pieces along a clothesline. Three 
decades later, the group decides to pay homage to where 
they came from with another iteration of the seminal 
show. According to an article written about the exhibit: 
“”Connect with your Heart” is a Sampayan show where 
artworks will not be signed until they are bought. Buyers 
will acquire pieces not on the basis of who made them 
but on the personal or emotional connection with their 
hearts. All artists hosted at Boston Gallery and Pinto from 
early in their careers have agreed to this format.” (J.D.)
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Jose Joya (1931 -  1995) 

Susurro del Mar (Whisper of the Sea)
signed and dated 1960 (lower right); signed, titled, 
dedicated 'To Ernie Franco / From Joya / 1/31/61', 
and dated Diciembre 1960 (verso)
oil on wood
18” x 24” (46 cm x 61 cm)

P 4,000,000
Accompanied by a certificate issued by Josefa Joya Baldovino
confirming the authenticity of this lot

PROVENANCE
Private Collection, Bacolod City Jose Joya. © León Gallery Archives

A year after graduating with a 
Bachelor of Fine Arts in 1953 
from the University of the 

Philippines and becoming its first magna 
cum laude, Jose Joya would show no 
signs of slowing down, accomplishing 
feats and receiving honors that no other 
contemporary of his would come closer 
to his prestige. In 1954, he was awarded 
by the Instituto de Cultura Hispanica a 
scholarship grant to Madrid (1954-55). 
Shortly thereafter, in 1956, Joya received 
a Fulbright Smith-Mundt scholarship, 
allowing him to pursue a master's degree 
in painting at Michigan's Cranbrook 
Academy of Art, one of America's leading 
graduate schools for art, architecture, 
craft, and design. 

Joya had begun fiddling with abstraction 
after his UP graduation, spurred by his 
encounters and friendships with the 
leading modernists of his time, such as 
Luz, Zóbel, and H.R. Ocampo, and his 
participation at exhibitions sponsored 
by the Philippine Art Gallery. Joya once 
shared: "Caught in the crossfire between 
my traditionalist mentors and modernist 
friends, I was left with serious doubts 
about my ability to absorb much of 
traditional art. But while I have never had 
cause to regret the disciplines pounded 
into me by my teachers, I found that the 
PAG circle served to expand and enrich 
my university education."

At Cranbrook, Joya did several ink 
wash drawings, characterized by their 
dynamic gestural lines, using twigs. His 
Cranbrook years also coincided with the 
dominance of the Abstract Expressionist 
movement in the West. In 1956, the 
first year of his American sojourn, Joya 
had the opportunity to mount his first 
American solo exhibition at the Thrall 
Library in Middletown, New York. New 
York, particularly New York City, was the 

heart and soul of abstract expressionism. 
Death had just struck Jackson Pollock, the 
leading force in abstract expressionism. 
But his contemporaries, including 
Willem de Kooning, Franz Kline, and 
Mark Rothko, were very much alive and 
well, championing the cause of the art 
movement. 

It was in this exciting American creative 
atmosphere that Joya found his zealous 
commitment to Abstract Expressionism. 
Also at Cranbrook, Joya came under the 
tutelage of Hungarian-born American 
painter Zoltan Sepeshy, considered 
one of America's greatest art teachers 
and former mentor to Anita Magsayay-
Ho. Sepeshy had this principle of 
"teaching by not teaching" and the 
artist's responsibility of "looking forward, 
never backward." These aphorisms 
encouraged Joya, and he likely foresaw 
how he could deliver a unique Filipino 
idiom to the abstract expressionist 
language through landscapes that tap 
into our sentimentality and emotional 
expressiveness. 

Susurro del Mar encapsulates Joya's 
unique mastery of abstract expressionism 
and refinement of his style. It was created 
in 1960, a year after he had painted 
his most documented, iconic, favorite, 
and AAP-award-winning work, Space 
Transfiguration (which Leon Gallery 
auctioned in The Asian Cultural Council 
Auction 2018 and holds the world record 
for Philippine abstract art). The work’s title 
is a Spanish phrase meaning "whisper of 
the sea." 

A sheer progression from the turbulent 
Space Transfiguration, this work exhibits 
restrained balance and quiet elegance. 
Swathes of muted colors evoke the 
ocean's soft caress and gentle tides, 
capturing an ethereal atmosphere. 

Joya sublimely engenders an intimate 
emotional attachment through his 
relatively graceful strokes that become 
stimulative and express a kind of pensive 
sensuality that is both subtle and spirited.

The heavy impastos are concentrated 
in the left corner of the piece, signifying 
the left ear's attunement to music and 
emotion because of its direct connection 
to the brain's right hemisphere, which 
controls creativity and artistic and musical 
skills. Whether or not Joya knew this fact, 
the artist remains brilliant in producing a 
work that appeals more to the delicacy 
of our senses and the tenderness of our 
emotions rather than the intellect and 
the rigidity of logic. 

Joya's lyrical kind of abstract 
expressionism in this work brings into 
mind a passage from American author 
Kate Chopin's 1899 magnum opus, 
The Awakening: "The voice of the sea 
is seductive; never ceasing, whispering, 
clamoring, murmuring, inviting the 
soul to wander for a spell in abysses of 
solitude; to lose itself in mazes of inward 
contemplation. The voice of the sea 
speaks to the soul. The touch of the sea 
is sensuous, enfolding the body in its soft, 
close embrace." 

As such, we are invited to step into the 
intimacy of our inner being, engulf our 
spirits, and bathe in the graceful flow of 
our minds toward sublime meditation 
and eventual enlightenment. 

A year after Susurro del Mar, Joya 
would receive the Republic Cultural 
Heritage Award for Painting and the Ten 
Outstanding Young Men (TOYM) Award 
in Art. (A.M.)
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Federico Aguilar Alcuaz (1932 - 2011) 

Dos Marias 
signed and dated 1985 (lower left)
oil on canvas
22" x 28" (56 cm x 71 cm)

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

PROVENANCE
Private Collection, Manila

Dos Marias is a variation of the Alcuaz iconic series that 
depicts three beautiful ladies in long gowns.

Federico Aguilar Alcuaz started his Tres Marias series 
in the 1970s. At the time, the artist was a frequent and 
welcome guest at the Manila Hilton, one of the country's 
leading hotels. He would use the hotel staff as muses for 
the series, and sometimes the waitresses at the cafe or 

restaurant. Alcuaz would also go beyond simply depicting 
three female figures, visually articulating their poses and 
defining the laidback space they inhabit. His sophisticated 
approach to portraiture could capture the beauty, charm, 
and grace of his women subjects.

This oil painting is a fine demonstration of the artist’s 
compositional playfulness. Throughout his artistic career, 
Acuaz shifted between abstraction and figuration, thus 
his figurative works often contain abstract elements. 
Abstract colorful strokes can also be found all over his 
artworks. Unlike most pieces in the Tres Marias series that 
showcase traditional Filipiniana attires, the Dos Marias 
are depicted in garments that evoke Spanish influences. 
The women appear relaxed, achieved through his assured 
brushstrokes, refined figurative style, and a bold color 
palette that sets the overall mood. (P.I.R.)
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Arturo Luz (1926 - 2021)

Quartet: Cyclists/Acrobats
signed (lower right)
dated 2012
acrylic on canvas
36" x 24" (91 cm x 61 cm)

P 1,200,000
Accompanied by a certificate issued by Luisa Luz-Lansigan
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Circus themes recurrently appeared in Arturo Luz’s work 
towards the last two decades of his artistic career, such 
as in the case of this 2012 work depicting a quartet of 
cyclists and acrobats. They reaffirm Luz’s confidence in his 
artistry and the totality of his creative process grounded 
in his crisp brand of geometric abstraction, for he had 
nothing more to prove over the course of his stellar and 

prolific seven-decade career. In these works, structured 
spontaneity whips up revelry into the canvases. 

The circular shape evoking the unicycle—an integral 
element to the circus performers’ manner of imparting 
classic entertainment—embodies the wholeness and 
timelessness of Luz’s art. Furthermore, the circle represents 
infinity and limitlessness; it has no beginning and end. 
Thus, being one of his favorite motifs, circus performers 
have become the quintessential Luz, for they represent 
the inherent balance, omnipresence, and universality of 
his art.

In 1997, Luz was conferred the National Artists Award. 
Its citation states: “From the ‘Carnival’ series of the late 
1950s to the recent ‘Cyclist’ paintings, Luz produced works 
that elevated Filipino aesthetic vision to new heights of 
sophisticated simplicity.” (A.M.)
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This piece, Dolmen de Grandmont (Languedoc), is 
one of the earliest documented works by Fernando 
Amorsolo. Dated March 1910, the maestro created 

this watercolor painting when he was only 17 years old 
(he would turn 18 by May 30 of that year). It depicts the 
megalithic tomb of Dolmen de Grandmont (also called 
Dolmen de Coste-Rouge) in the Soumont commune, 
Hérault department, Occitania region, in southern France. 

Amorsolo worked on this piece in the first year of his fine 
arts study at the University of the Philippines (he entered 
UP on June 18, 1909). The work is based on a beautifully 
illustrated engraving from the 1865 publication "La France 
monumentale et picturesque" by the Swiss archaeologist 
Gustav Karl Freiherr von Bonstetten, alias Baron A. de 
Bonstetten (1816 – 1892). 

By the end of the academic year, Amorsolo received 
numerous medals as "tokens of highest excellence" in 
anatomy, drawing from life in oils, advanced landscape, 
and drawing from life in charcoal. Thus, Dolmen de 
Grandmont is a testament to the young Amorsolo's 
flowering prowess, which would reach even greater 
heights in the decades to come. 

Dominador Castañeda, one of Amorsolo's closest friends, 
remarked the following about his peer in his book Art 
in the Philippines (1964): "He lent attentive ears to his 
professor's lectures and supplemented his studies through 
reading books and art magazines. He studied closely the 
paintings of the masters, the faithful reproduction…made 
possible by the development and improvement of color 
process in printing. Magazines like Spain's La Esfera, 

England's International Studio, America's The Studio, 
and other publications, all bearing very good full-color 
reproductions of both European and American works, 
found their way to the Philippines. 

"Via this medium, works of old as well as new artists, like 
Sorolla, Zuloaga, Anders Zorn, Manet, Monet, Corot, Millet, 
Renoir, Gauguin, George Inness, James McNeil Whistler, 
John Singer Sargent, and the British Gainsborough, 
Turner, Constable, and others, became easily accessible."

Dolmen de Grandmont, one of the most famous dolmens 
in the world, is located within the 12th-century Saint-
Michel de Grandmont Priory, a former monastery of 
the Order of Grandmont, among the strictest and most 
austere religious orders of the Middle Ages, founded by 
the hermit Saint Stephen of Muret, towards the end of the 
11th century. The Priory is among the best-preserved of 
the 160 Grandmontine monasteries. 

The site of the Priory has been inhabited by humans since 
the Neolithic Period, as evidenced by the existence of 
the dolmen, which was built around 2500 BCE. Its name 
means "red coast," owing to the color of its tumulus. 
Popularly called "Grotte aux Fées," the dolmen is world-
famous for its unique mushroom-shaped structure and 
arched opening resembling a medieval bakery stove. 
According to local legend, the Grandmontine monks used 
the dolmen to provide medical care for leprosy patients. 

Dolmen de Grandmont was declared a Monument 
historique (historic monument) in 1887, one of the firsts 
in the Occitania region. (A.M.)

135

Fernando Amorsolo (1892 - 1972)

Dolmen de Grandmont (Languedoc)
signed and dated Marzo 1910 (lower left)
watercolor on paper
7 3/4" x 10 1/2" (20 cm x 27 cm)

P 300,000
Accompanied by a certificate issued by Sylvia Amorsolo-Lazo
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Amorsolo based his work from this beautifully illustrated engraving, 
printed in the 1865 publication 'La France monumentale et picturesque' 
by the Swiss archaeologist Gustav Karl Freiherr von Bonstetten

A 1910 AMORSOLO:
One of the Earliest Documented 
Works of the First National Artist
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Mauro Malang Santos (1928 -  2017)

City Vendor 
signed and dated 1.6.72 (upper left)
oil on canvas
33 3/4" x 19 3/4" (86 cm x 51 cm)

P 1,800,000
Accompanied by a certificate issued by West Gallery 
confirming the authenticity of this lot

PROVENANCE
Private Collection, Toronto

M auro Malang Santos’ City Vendor depicts a 
lively convergence of different urban elements: 
colorful houses, a church, pocket parks packed 

with lush trees and greenery, winding bodies of water, 
and the vibrant populace. These different elements 
seamlessly blend with one another, effectively rendering 
a tapestry of a tightly knit community. This emphasizes 
and celebrates Malang’s Filipino sensibility—his respect 
and his admiration for the Filipinos’ natural affinity for a 
culture of solidarity and collectivism.  

The vertical view of this landscape underscores not only 
the vibrancy and grandeur of a bustling cityscape but 
also its seemingly vast and endless stretch of the horizon, 
endowing the piece with a distinct pictorial space and a 
compelling illusion of depth. 

Mauro Malang Santos. Image courtesy of The Philippine Star.

The viewer’s attention then shifts to the image of a 
woman in the bottom center. Malang’s women figures, 
with their billowing sleeves reminiscent of the baro’t 
saya, slick hair, elongated necks, and enlarged and 
lengthened physiques, are imbued with lightheartedness 
and playfulness, showing the artist’s cheery disposition 
and positive perspective on life, and harks back to his 
former profession as a cartoonist. Before they appeared 
as the sole, central figures in many of his paintings, 
Malang first situated the women within the environs of 
a small community or a sprawling urban landscape, as 
exemplified by this 1972 piece. Amid the picture of a dense 
city, Malang’s emphasis on the woman is an implication 
of her paramount role in societal development. (A.M.)
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Napoleon Abueva (1930 - 2018)

Modern 4-Seater Bench 
signed and dated 1975 (right)
mangkono wood
21" x 88" x 24" (53 cm x 224 cm x 61 cm)

P 1,200,000
Accompanied by a certificate issued by Mulawin Abueva 
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Noted for his contributions to not only Philippine art but 
the tenets of Filipino sculpture as well, Napoleon Abueva 
has undoubtedly influenced a whole generation of Filipino 
artists. 

Abueva's sculptural style encompassed a wide range of 
subjects and themes, from social commentary to cultural 
heritage. He seamlessly blended traditional Filipino 
elements with modern techniques, creating a distinct 
visual language that resonated with audiences both 
locally and internationally.

His profound understanding of materials allowed him to 
experiment with various mediums, including wood, stone, 
metal, and even utilized used materials which was virtually 
unheard of during the time. Abueva's ability to transform 
seemingly ordinary materials into extraordinary works 
of art demonstrated his mastery and versatility as a 

Front view.
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Napoleon Abueva (1930 - 2018). © León Gallery Archives

sculptor. Whether it was the graceful curves of a wooden 
figure or the imposing presence of a monumental metal 
sculpture, each piece bore his signature touch. Beyond 
materiality, Abueva managed to create pieces that were 
distinctly Filipino, effectively creating a visual language 
that no longer largely relied upon an ultimately Western 
approach. 

Abueva's contributions to Philippine art extended beyond 
his own creations. He played a crucial role in fostering 
artistic talent and elevating the status of sculpture in the 
country. As a professor at the University of the Philippines 
College of Fine Arts, he mentored and inspired generations 
of Filipino sculptors, imparting his knowledge, skills, and 
artistic philosophy. Many of his students went on to 
become influential artists themselves, further expanding 
the legacy of Philippine modern sculpture. (J.D.)
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Comoda
kamagong, balayong, narra
43 1/2" x 53" x 21 1/4"
(110 cm x 135 cm x 54 cm)

P 220,000

The late Martin I. Tinio writes, “The comoda was a low 
cabinet that was usually found in the bedroom of a house, 
upon which the household images of the family altar were 
usually placed. It always had two doors with two shelves 
inside, as well as a pair of drawers above the doors.”

This remarkable Baliwag comoda de poste possesses a 
narra body and top. Kamagong colonnettes flank both 
sides of the comoda’s carcass. Delicate kamagong, bone, 
and lanite inlays ornament the drawers and door panels, 
and outlines the top and bottom portions, giving this 
comoda an exquisite and intricate finish. The drawers 
and door panels possess silver keyholes and kamagong 
knobs topped with silver.

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



T H E  S P E C T A C U L A R  M I D - Y E A R  A U C T I O N  2 0 2 3 190



L E Ó N  G A L L E R Y191

LOTS 139 & 140

DON MAXIMO VIOLA
The Man Who Rescued The Noli Me Tangere

by AUGUSTO MARCELINO REYES GONZALEZ I I I

Maximo Viola y Sison was born to the couple Pedro 
Viola and Isabel Sison on October 17, 1857 in 
barrio Santa Rita, San Miguel de Mayumo, 

Bulacan.  At that time, the Violas were one of the most 
landed families in San Miguel de Mayumo, Bulacan while 
the Sisons were the most landed family of Lingayen, 
Pangasinan. Thus, Maximo Viola was born a very rich 
hacendero (landowner).

He finished his bachillerato at the Universidad de Santo 
Tomas in Manila in 1882.  He finished his medical studies 
at the Universitat de Barcelona and became a doctor in 
Spain in 1886.

Viola became good friends with fellow medical doctor 
Jose Rizal in Spain.  He gradually became involved in 
the propaganda movement along with other reformists 
Graciano Lopez-Jaena, Mariano Ponce, and Marcelo del 
Pilar.  Rizal and Viola traveled together through Germany, 
Austria–Hungary, and Switzerland from May to June 1887, 
where they met several of Rizal’s friends and mentors, 
including the esteemed Dr. Ferdinand Blumentritt in 
Leitmeritz, Bohemia (now Litomerice, Czech Republic).

Rizal frequently suffered from a lack of funds in Europe. 
There were no fast and efficient modes of cash remittances 
then, not even with the international banks, mostly relying 
on padala (handcarry) by visiting family and friends from 
Manila. Because of this, Rizal became despondent about 
the publication of his novel Noli Me Tangere and thought 
of destroying it once and for all. The affluent Viola 
intervened and provided the funds for the publishing of 
the first 2,000 copies of the Noli Me Tangere.  In gratitude 
to his good friend, Rizal presented Viola with the galley 
proof and the first printed copy of his controversial but 
nationalistic novel.

Maximo Viola.
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Viola returned to Filipinas in 1887 as a medical doctor.  
Like most of the high-minded Filipino ilustrado doctors 
trained in Europe, he treated poor patients for free.

Upon his return to Filipinas, Viola married Juana Roura, a 
beautiful Spanish mestiza also of San Miguel de Mayumo, 
Bulacan, and they had five children.

Viola secretly met with his good friend Rizal during the 
latter’s visit in June 1892. Rizal traveled to see his friends 
the Venturas in Bacolor, Pampanga, the Arnedos in Apalit, 
Pampanga, and the Constantinos in Bigaa, Bulacan.  
Rizal was under surveillance by the Spanish authorities all 
throughout and all the prominent families he visited were 
harassed to varying degrees, not much with the Venturas 
and the Arnedos, but Valentin Constantino was tortured 
almost to the point of death.    

The Spanish colonial authorities were suspicious of Viola, 
as they were of all ilustrados and principalias, all the 
way to the 1896 revolution. For some time during the 
revolution, Viola and his two brothers stayed in the caves 
of Biak-na-Bato, some distance away from San Miguel de 
Mayumo, Bulacan. 

Viola, like many prominent revolutionary leaders, was 
imprisoned by the Americans in Manila during the early 
part of their occupation in 1899.  He was even sent to 
captivity in Olongapo, Zambales.  He was freed when an 
American doctor, Dr. Fresnell, requested his assistance in 
the field of infectious tropical diseases.

All his life, Viola liked to express his artistic side. From 
middle age onwards, he liked to design and produce 
elegant furniture for his own use, mostly of rare kamagong 
wood. He won an award at a Manila furniture exposition 

in 1920, one of several plaudits he received during his 
furniture-making phase.  

As a major hacendero of San Miguel de Mayumo, Viola was 
active in dealing with the political, economic, and social 
issues of his time.  He became the president of La Liga de 
Proprietarios, a reactive organization of landowners that 
sought to diminish the growing influence of unscrupulous 
politicians over farm tenants. He opposed the illegal 
acquisition, or outright confiscation, of farmlands by the 
British firm contracted for the extension of the Manila 
railroad line to faraway Cabanatuan town in Nueva 
Ecija. He rallied for just compensation to landowners, 
big and small.

Viola passed away of cancer at 75 years old on September 
3, 1933 in barrio San Jose, San Miguel de Mayumo, 
Bulacan.

The signatures of Jose Rizal and Maximo Viola.
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139  PROPERTY FROM THE DON MAXIMO VIOLA COLLECTION

Calvario
Binondo, Manila and San Miguel de Mayumo, Bulacan
1890s
ivory, silver, velvet, silvergilt threads, 
baticuling wood, glass, enamels
CRISTO:

wingspan: 8" (20 cm)
head to toe:  11" (28 cm)   
body: 1 1/2" x 1" (4 cm x 3 cm)
MATER DOLOROSA: 12" x 5" x 3 1/2" (30 cm x 13 cm x 9 cm)
MARIA MAGDALENA: 7" x 4" x 3" (18 cm x 10 cm x 8 cm)
SAN JUAN EVANGELISTA: 11" x 5" x 4" (28 cm x 13 cm x 10 cm)
VIRINA: 28" x 20" x 11" (71 cm x 51 cm x 28 cm)
BASE: 7" x 26" x 16" (18 cm x 66 cm x 41 cm)

P 800,000
PROVENANCE
Maximo Viola, Descendants of Maximo Viola

Commissioned by D Maximo Viola y Sison (1857–
1933):  a contemplative and reflective tabletop 
“Calvario” tableau.  The “Cristo Expirante” has 

a resigned expression.  It has long hair of “jusi” fibers 
and on its head are a silvergilt crown of thorns and 
“tres potencias” symbolizing the three powers of the 
Lord:  Authority (Exousia in Greek), Ability (Dunamis in 
Greek), and Strength (Kratas in Greek), it wears a “tapis” 
loincloth of silvergilt repousse with flowers and leaves.  
The cross itself is of kamagong wood with linear lanite 
inlay terminating in silvergilt repousse “cantoneras” 
on three of its exposed sides;  there are the requisite 
INRI plaque (“Jesus the Nazarene, King of the Jews,” in 
unusual silvergilt openwork) surmounting the cross, the 
reverse–painted red glass sun framed by silver rays above 
the Cristo, and the silver skull and bones representing 
Golgotha below the Cristo; the cross exudes silvergilt 
repousse rays with flowers and leaves which symbolize 
the Cristo’s divinity. The Cristo is flanked by the two 
thieves, San Dimas the good thief to the Cristo’s right 
and Gestas the unrepentant thief to the left, as dictated 
by tradition;  San Dimas gestures towards the Cristo but 
Gestas ignores both of them; both San Dimas and Gestas 
are polychrome “de tallado” wooden figures with their 
carved “tapis” loincloths painted red for some reason.

The other principal figures in the tableau are the grieving 
“Mater Dolorosa” (Mary the Sorrowful Mother) on the left, 
a silvergilt “rostrillo” (of the distinct 1890s type) around its 
face and a silvergilt heart pierced by a dagger on its breast, 
clad in a gold robe and blue cape;  a distraught “San Juan 
Evangelista” (Saint John the Apostle and Evangelist) on 

the right, a silvergilt “paraguas” halo on its head, clad in a 
red robe and green cape;  and a prostrate and desperate 
“Santa” Maria Magdalena (Saint Mary Magdalene) at 
the foot of the cross, a silvergilt “paraguas” halo on its 
head, clad in a purple robe and yellow cape.  All the velvet 
vestments are embroidered with floral and foliar designs 
of the 1890s genre.  

In the tradition of nineteenth century (Victorian) 
“miniaturismo,” many charming glass baubles, reputedly 
created by the inmates of the Bilibid Prison (according 
to the prewar–postwar collector Felipe Kleimpell Hidalgo), 
dot the base of the tableau.  There are country folk:  a 
farmer (well –dressed, looks like a prince), his wife, 
daughter, and a female vendor with a basket on her head, 
all wearing cheery dresses.  Plants and flowers.  There 
are all kinds of animals:  dogs, cats, birds, geese, sheep, 
goats, even antlered deer.  There is a “Roman centurion” 
on a horse between the Cristo and San Dimas, although 
the horse looks like anything but one.  The surface of the 
base is textured to simulate earth.  Overall, it is a very 
interesting tableau.    

“Calvario” tableaux (Calvary scenes) were necessary 
appurtenances of Roman Catholic evangelization and 
catechesis in the past centuries.  They depicted the 
Crucifixion:  the “Cristo Expirante” (dying) or even the 
“Cristo Moribundo” (dead) Jesus Christ on the cross, 
his nearest and dearest --- “Mater Dolorosa” (Mary his 
Sorrowful Mother), “San Juan Evangelista” (Saint John the 
Apostle and Evangelist), and “Santa Maria Magdalena” 
(Saint Mary Magdalene) at the foot of the cross.  To the 
faithful, they were daily reminders of the ultimate sacrifice 
by Jesus Christ.  They were the visualizations of “Semana 
Santa” (Holy Week), “Viernes Santo” (Good Friday), “Las 
Siete Palabras” (The Seven Last Words), “La Procesion 
del Entierro” (Burial Procession), and “El Triduo Pascual” 
(Easter Triduum), all central themes of Roman Catholicism 
leading to Easter, the Resurrection of Christ, the most 
central theme of all.   
____________________________________

Born rich to the couple D Pedro Viola, scion of the hacendero 
Viola family of San Miguel de Mayumo, Bulacan, and Da Isabel 
Sison of the landed Sison family of Lingayen, Pangasinan, the 
medical doctor, writer, propagandist, and revolutionary leader 
Maximo Viola y Sison (o 17 October 1857 – + 03 September 1933) 
was an aesthete and connoisseur of the first order.  

Maximo Viola’s close friendship with the financially–strapped 
national hero Dr Jose Protacio Rizal Mercado y Alonso in 
Europe and his valiant financing of the latter’s controversial 
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novel “Noli Me Tangere” in 1887, paying for the first 2,000 
copies, earned him his place in the pantheon of Filipino history.  

On the other hand, the aristocratic D Maximo Viola was every bit 
the major Filipino aesthete equal to D Pedro Alejandro Paterno 
y Molo and sadly, both were ignored for their achievements.  
Viola’s patrician high taste and style, in the many beautiful 
objects and furniture he designed and created or commissioned 
from the finest artisans of the day, among them the highly– 
original escultor Isabelo Tampinco y Lacandola, garnered for 
him a rightful significance in Filipino culture.    

It can be assumed that Viola applied his connoisseurship and 
scholarship when commissioning the various ivory images 
designated for the “capilla” in his San Miguel de Mayumo 

residence.  He must have ordered them from the best “escultores” 
of the time, from the best “talleres” in Santa Cruz or Binondo, 
Manila.  They were most likely contemporaries and friends 
(several of the leading escultores had been educated at the 
Ateneo Municipal and at the Colegio de San Juan de Letran):   
Leoncio Asuncion y Molo, Asuncion’s protégé Domingo Teotico, 
Manuel Flores, Crispulo Hocson, and the “escultor principal” 
Romualdo Teodoro de Jesus (the top escultor of the time, as 
acknowledged by his peers).  This solemn, contemplative, 
elegiac, but glorious “Calvario” tableau is proof of that.   

Marriage beckoned in 1890 and D Maximo Viola married a 
beautiful Spanish mestiza also from San Miguel de Mayumo, 
Bulacan, Da Juana Roura.  They were blessed with five sons, of 
whom only three lived to maturity.
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140  PROPERTY FROM THE DON MAXIMO VIOLA COLLECTION

a) San Jose y Niño Jesus
b) La Inmaculada Concepcion
Binondo, Manila and San Miguel de Mayumo, Bulacan
ivory, silver, velvet, baticuling wood
1890s

a) San Jose y Niño Jesus
head to toe: 11" (28 cm)
body: 5" x 4" (13 cm x 10 cm)
VIRINA:

H: 22" (56 cm), D: 9" (23 cm)
BASE:

H: 6" (15 cm), D: 14" (36 cm)

b) La Inmaculada Concepcion
head to toe: 11" (28 cm)
body: 5" x 4" (13 cm x 10 cm)
VIRINA:

H: 22" (56 cm), D: 9" (23 cm)
BASE:

H: 6" (15 cm), D: 14 (36 cm)

P 300,000
PROVENANCE
Maximo Viola, Descendants of Maximo Viola

Commissioned by D Maximo Viola y Sison (1857–1933):  
an exceptional tabletop “San Jose y Nino Jesus.”  The 
San Jose has a serious, fatherly expression and the Nino 
Jesus he is carrying on his left hand has a playful but 
respectful mien.  The father carries a solid silver staff of 
lilies on his right hand.  Both San Jose and the Nino Jesus 
have long hair of “jusi” fibers;  the father wears a solid 
silver “paraguas” halo and the son wears solid silver “tres 
potencias” symbolizing the three powers of the Lord --- 
Authority (Exousia in Greek), Ability (Dunamis in Greek), 
and Strength (Kratas in Greek).  The San Jose wears a 
traditional green robe and yellow cape and the Nino Jesus 
wears a traditional yellow robe, both are embroidered 
with floral and foliar designs of the 1890s genre.  The 
father stands on an exceptional “peana” pedestal base of 
the rare type:  a lily emerging from four acanthus leaves 
which are supported by smaller leaves on a base of foliar 
forms.  The finely–gilded peana is found only with the 
highest quality ivory statuary.            

In Roman Catholicism, Saint Joseph is the foster father 
of Jesus Christ and the Patron of the Universal Church.  
During the Spanish period and up to prewar (up to 1940), 
the center of devotion to El Glorioso Patriarca San Jose was 
at the San Nicolas de Tolentino church (“Recoletos”) in 
Intramuros; there were weekly devotions on Wednesdays 
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and a big fiesta every 26 November.  Unfortunately, the 
Recoletos church, the 26 November fiesta tradition, and 
the image of San Jose Patriarca were all destroyed by 
aerial bombs in February 1945.  The other important, 
traditional centers of devotion to San Jose remain with 
“Tata Hosep” in Las Pinas, “Tata Bukot” in Navotas, and 
“Senor San Jose” in Mandaue, Cebu.  There is a renewed, 
worldwide devotion to Saint Joseph as Pope Francis has 
acknowledged that he often leaves a petition to the saint 
overnight and receives a resolution in the morning.   
____________________________________

Apart from being a medical doctor, writer, propagandist, and 
revolutionary leader, D Maximo Viola y Sison (o 17 October 
1857 – + 03 September 1933) was an aesthete and connoisseur of 
the first order.  Born to D Pedro Viola, a scion of the hacendero 
Viola family of San Miguel de Mayumo, Bulacan, and to Da 
Isabel Sison, heiress of the landed Sison family of Lingayen, 
Pangasinan;  Maximo was born to financial comfort and ease.  

The close friendship he had with the financially–strapped 
national hero Dr Jose Protacio Rizal Mercado y Alonso in 
Europe and his intrepid financing of the latter’s controversial 
novel “Noli Me Tangere” in 1887, paying for the first 2,000 
copies are the reasons for his historical significance.  

Viola’s patrician high taste and style, expressed in the many 
beautiful objects and furniture he designed and created or 
commissioned from the finest artisans of the day, among them 
the highly–original escultor Isabelo Tampinco y Lacandola, are 
the major factors for his cultural significance.  He was a major 
Filipino aesthete in the aristocratic style of D Pedro Alejandro 
Paterno y Molo, albeit unsung like the latter.  

It can be assumed that Viola appropriated the same principles 
of visualization, artistry, and perfectionism when he 
commissioned the ivory images for the “capilla” of his own 
residence.  Knowing Viola’s high tastes, he must have ordered 
them from the best “escultores” of the time, from the best 
“talleres” in Santa Cruz or Binondo, Manila.  They were most 
probably his contemporaries and friends in the first place --- 
the “escultor principal” Romualdo Teodoro de Jesus (the 
top escultor of the time, as acknowledged by his peers), 
Crispulo Hocson, Manuel Flores, Leoncio Asuncion y 
Molo, Asuncion’s protégé Domingo Teotico.  This 
hieratic, mysterious, and compelling “San Jose y 
Nino Jesus” is proof of that.   

D Maximo Viola married Da Juana Roura --- a 
lovely Spanish mestiza also from San Miguel de 
Mayumo, Bulacan --- in 1890.  While they had five sons, 
only three reached adulthood.
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Commissioned by D Maximo Viola y Sison (1857–1933):  
a beatific tabletop “La Inmaculada Concepcion.”  The 
Virgin Mary has a gentle downward gaze, reminiscent 
of the “La Purisima” festejada at the Iglesia de San 
Francisco de Asis (Franciscanos) in Intramuros (destroyed 
during World War II).  It has long hair of “jusi” fibers, a 
silvergilt crown, and an aureole of twelve stars.  The long, 
slender hands are held together in prayer.  The image 
is dressed in the traditional white robe and blue cape, 
“palikpik” style, embroidered with floral and foliar designs 
of the 1890s genre.  An enameled, silvergilt sun and 
silver crescent moon are at its feet.  The statuette stands 
on a (deliberately) oversized, silver–leafed, Ming–style 
“ensaimada” cloud base with the serpent interspersed 
between.  The cloud is supported by a traditional gilded 
“peana” pedestal with foliar forms.         

The Roman Catholic dogma of the Immaculate Conception 
states that:  “We declare, pronounce, and define that the 
doctrine which holds that the most Blessed Virgin Mary, 
in the first instance of her conception, by a singular grace 
and privilege granted by Almighty God, in view of the 
merits of Jesus Christ, the Savior of the human race, was 
preserved free from all stain of original sin, is a doctrine 
revealed by God and therefore to be believed firmly and 
constantly by all the faithful.”

During the Spanish era (up to 1898), and up until prewar 
(to 1940), the 08 de Diciembre procession of “La Purisima” 
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(“La Inmaculada Concepcion”) at the Iglesia de San 
Francisco de Asis (Franciscanos) was one of the much –
awaited events in the Manila calendar.  Although it was 
La Catedral de Manila that was under the patronage of 
“La Inmaculada Concepcion,” and although the Jesuits 
fervently venerated her under that title at the Iglesia 
de San Ignacio de Loyola on Calle Arzobispo, it was the 
Franciscanos who organized the annual fiesta in her honor.  
The late afternoon procession started at San Francisco on 
Calle San Francisco esquina a Calle Solana, through Calle 
Solana, entered the Iglesia de Santo Domingo de Guzman 
(Dominicanos) on Calle Beaterio esquina a Calle Solana 
for prayers and hymns, through Calle Beaterio, passed 
La Catedral on Calle Beaterio esquina a Calle Cabildo, 
then returned to San Francisco via Calle Real del Palacio 
(currently General Luna street).  It was a joyous affair as 
“Navidades” (Christmas) was already in the air with the 
cool December breezes;  five days later would be the 
13 de Diciembre fiesta of Santa Lucia de Siracusa 
(Saint Lucy of Syracuse) at the Iglesia de San Nicolas 
de Tolentino (Recoletos) on Calle Cabildo Recoletos, 
a time when country folk from the surrounding 
provinces --- Bulacan, Pampanga, Morong, 
Laguna, Batangas, Cavite --- descended on 
the church patio with their fresh delicacies 
and charming wares, to the delight of the city 
folk who eagerly purchased them, for even 
then, Manilenos inevitably suffered from “mal 
de ville” (“city illness”).
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141  PROPERTY OF A DISTINGUISHED LADY

La Virgen Maria:  
La Inmaculada Concepcion 
(The Immaculate Conception)/
Nuestra Senora del Rosario 
(Our Lady of The Rosary)/
Nuestra Senora Del Carmen 
(Our Lady of Carmel)
Binondo, Manila and Laguna province
first quarter of the nineteenth century (1800–25)
ivory, silver, baticuling wood, velvet, silvergilt threads
crown to base: 35 1/2" x 23" x 14" 
(90 cm x 58 cm x 36 cm)

P 700,000

This two hundred year–old image of the Virgin Mary 
with an ivory head and hands is remarkably clad 
in “gravado” engraved 80% Mexican solid silver 

sleeves and skirt in the style of venerated Laguna santos 
from the eighteenth to the early nineteenth century;  the 
skirt is embellished with engraved naïve, intertwined 
flowers, leaves, garlands, and vines.  She wears an old 
brown velvet cape with silvergilt thread embroidery.  
Although the image itself dates from the early part of the 
1800s, the style of her silver dress goes back to the Italian 
Renaissance and the French Baroque periods --- to the 
court of the Felipes, the Spanish Habsburgs, hence the bell 
shape of the skirt and the buttons from the breast down.  
The bigger size of the image probably indicates that it 
was venerated in a “visita” chapel, or even in a church;  
images of this size were rarely found in residential altars, 
although the rich certainly had them.  

The exact identity of the image could be narrowed down 
to one of the Virgin Mary’s three most popular titles during 
the Spanish era:  the Jesuit “La Inmaculada Concepcion” 
(The Immaculate Conception), the Dominican “Nuestra 
Senora del Rosario” (Our Lady of the Rosary), or the 
Augustinian Recollect “Nuestra Senora del Carmen” 
(Our Lady of Carmel).  The titles are associated with 
the religious orders who assiduously promoted them.  
(Although the promotion of the devotion to “Nuestra 
Senora del Carmen” was logically Carmelite, it was the 
Augustinian Recollects who promoted it when they arrived 
in Filipinas in 1606;  the Carmelites only arrived in the 
Philippines in 1958, three hundred fifty two years later.)  
As the Jesuit “La Inmaculada Concepcion,” the image 
would simply have her hands together in prayer, her gaze 
upwards to Heaven or downwards to the faithful;  As the 
Dominican “Nuestra Senora del Rosario,” with or without 
a Nino Jesus, she would hold a rosary;  As the Augustinian 

Recollect “Nuestra Senora del Carmen,” with or without 
a Nino Jesus, she would hold a brown scapular.  The 
“Theotokos” form of the Madonna and Child was not a 
requisite in the depiction of several popular Marian titles.     
         

In 1854, the Roman Catholic dogma of the Immaculate 
Conception was formalized:  “We declare, pronounce, and 
define that the doctrine which holds that the most Blessed 
Virgin Mary, in the first instance of her conception, by a 
singular grace and privilege granted by Almighty God, in 
view of the merits of Jesus Christ, the Savior of the human 
race, was preserved free from all stain of original sin, is 
a doctrine revealed by God and therefore to be believed 
firmly and constantly by all the faithful.”

The Dominican title of “Nuestra Senora del Rosario” (Our 
Lady of the Rosary) originated with a vision of the order’s 
founder (Saint) Dominic de Guzman wherein the Virgin 
Mary gave him prayer beads (later called the “rosary”) 
during the Albigensian heresy in 1208 in Albi, France.  
Three hundred sixty–three years (363 years) later, during 
the one–day Battle of Lepanto off the coast of Patras, 
Greece on 07 October 1571 where the Roman Catholic 
Holy League achieved a decisive victory over the Islamic 
Ottoman Empire (and halted the advance of Islam into 
Europe for four hundred years), Pope Pius V attributed 
the crucial victory to “Nuestra Senora de la Victoria” 
(Our Lady of Victory) who was also “Nuestra Senora del 
Rosario” (Our Lady of the Rosary).

The Carmelite title of “Nuestra Senora del Carmen” (Our 
Lady of Carmel) began with the vision of the Carmelite 
monk (Saint) Simon Stock wherein the Virgin Mary gave 
him a brown scapular and her promises to the faithful on 
16 July 1251 in England.
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142

San Rafael Arcangel/
Saint Raphael The Archangel
Santa Cruz or Binondo, Manila second quarter 
of the nineteenth century (1825–50)
ivory, gold, silver, baticuling wood, silk velvet, 
silvergilt threads
head to toe: 12" (30 cm)
left to right arm to arm: 6" (16 cm)
chest to back: 2" (5 cm)
base: H: 9 1/2" (24 cm) D: 10 1/2" (26 cm)

P 800,000
PROVENANCE
An old Cavite family

This compelling ivory statuette of “San Rafael 
Arcangel” comes from the cherished altar of an old 
Cavite trading, shipping, and logistics family and 

was likely acquired originally from a “taller” workshop 
of religious images in Binondo or Santa Cruz in Manila.  
The young Archangel is depicted wearing an exquisite 
coronet of flowers and leaves executed in chased 14 
karat gold and filigree wirework;  an unusual blonde 
wig of Victorian sausage curls;  silvergilt repousse wings;  
vestments embroidered with “catmon” flowers, buds, 
and leaves in silvergilt threads, along with appliquees 
of cherubs and leaves in “dorado de fuego” fire–gilded 
solid silver;  a lavishly embroidered center stole with 
vase, tree–of–life, “boteh” paisley form, and large flower 
motifs one on top of the other, the top vase/cartouche 
with the unmistakable Carmelite crest featuring Mount 
Carmel in Palestine and the three stars symbolizing the 
three periods of the history of the Order;  San Rafael’s 
attributes of a basket with loaves (an opulent chased 
and repousse 14 karat gold basket with “catmon” floral 
and “lubi–lubi” foliar details with ivory loaves) on the left 
hand and a simple silvergilt staff with a fish on the right 
hand;  and gilded feet to simulate shoes/slippers.  The 
gilded “peana” base is also exceedingly elegant:  four 
separately–carved acanthus leaves emanate from the 
midsection of the urn and act as bracket supports for the 
upper section of the peana.  It is a feast for a devotee’s, a 
connoisseur’s, and a collector’s discriminating eyes.          

This exquisite San Rafael Arcangel is outstanding because 
despite its being a “de vestir” (dressed) image with the 
expected ivory head, hands, and perhaps feet, the entire 
statuette is actually made of ivory.  It is thought that it was 
probably created at a transitional time from 1800–1850 

when solid ivory tabletop images, which were in entirely 
different styles (baroque, rococo, and neoclassical) and 
consumed more of the luxurious and expensive elephant 
tusk, were for economic reasons finally being overlooked 
in favor of the more sustainable albeit baroque “de 
vestir” ones with only the heads, hands, and occasionally 
even the feet of ivory.  However, one must be reminded 
that all kinds of classical Roman Catholic religious images 
--- the life–sized hardwood statues for the “retablo” altars, 
the smaller wooden statues for domestic veneration,  the 
luxurious solid ivory statuettes intended for the affluent 
religious orders in Intramuros and for export to Madre 
Espana, Mexico, and the Latin American colonies, the 
life–sized processional as well as tabletop ivory “de vestir” 
images --- were already being produced simultaneously 
by the Sangley artisans and their indio assistants since 
the formalization of the Spanish conquest of these islands 
in 1571:  the establishment of the settlements of Cebu 
(1565) and Manila (1571).  There are tabletop ivory “de 
vestir” images at the Museo Oriental in Valladolid, Spain 
that are documented to have come from Manila in the 
late 1500s. The famous “de vestir” processional image of 
the “Nuestra Senora del Santisimo Rosario”/ “La Naval 
de Manila”/Our Lady of the Most Holy Rosary at the 
Santo Domingo church dates from 1587–93.  

Three extant examples from the late–1700s to the mid–
1800s illustrating the collective transition in preference 
from solid ivory to “de vestir” come to mind:  1)  An 
unbelievable “Calvario” tableau of 12” inches/30.48 cm 
tall solid ivory figures (Cristo Expirante, Mater Dolorosa, 
San Juan Evangelista, and Santa Maria Magdalena), late 
eighteenth century (1775–1800), Ex Coll:  Maximino Molo 
Agustin Paterno family, Santa Cruz, Manila, currently in 

EXQUISITE ICONOGRAPHY:
Loaves, Fish, Coronets and Catmon Flowers
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the Paulino and Hetty Que 
Collection;  2)  A tabletop 
“Nuestra Senora del Pilar” 
with ivory head and hands, 
Nino Jesus with ivory head 
and hands, the linear body 
painted off–white and 
embellished with painted 
scrollwork (in gold leaf) to 
mimic a solid ivory piece 
from the eighteenth century, 
mid–nineteenth century 
(1850s), Ex Coll:  Maximino 
Molo Agustin Paterno family, 
Santa Cruz, Manila;  3)  A 

relatively big “de vestir” statuette of a kneeling “Santa 
Maria Magdalena Penitente,” 1860s–70s, in its high 
quality and singular style thought to have come from the 
taller of escultor Leoncio Asuncion y Molo, sold years ago 
at a major Leon Gallery auction, currently in an important 
Cavite collection. 

The opulent overall concept, excellent craftsmanship, 
prodigal use of ivory, and exquisite quality of the goldwork 
point to the distinct possibility of this “San Rafael 
Arcangel” piece originating from the “taller” workshop of 
the early maestro Leoncio Asuncion y Molo in Santa Cruz, 
Manila (1813–1888).  The preeminent sculptor was known 
to have produced magnificent and memorable religious 
figures life–sized and tabletop in ivory and wood (“marfil 
y madera”) with singular expressions, full gestures, and 
perfect, lean anatomies (almost ballet dancer–like) which 
set them apart from the undistinguished work of other 
sculptors of religious images.  Considered as Leoncio 
Asuncion’s magnum opus was a spectacular, life–sized, 
processional tableau of “La Tercera Caida”/The Third Fall 
of Jesus Christ --- featuring a burdened “Jesus Nazareno” 
collapsing from a heavy cross, a helpful Simon of Cyrene, 
three angry Jews, a trumpeteer, two Roman foot soldiers, 
including another Roman soldier astride a horse --- which 
was brought out in procession during the “Semana 
Santa”/Holy Week rites in Santa Cruz, Manila from the 
1860s until World War II, when it was assumed destroyed 
during the Liberation of Manila in February 1945.  

Leoncio Asuncion y Molo came from an artistic family 
with affluent origins in the Molo de San Agustin clan of 
Santa Cruz, Manila --- descended from a migrant Chinese 
apothecary in the late 1700s --- and were closely related to 
the Molo Agustin Paterno family, one of the richest, most 
highly–educated, and most cultured in 1800s Manila.       

In the Roman Catholic tradition, “San Rafael Arcangel” 
Saint Raphael the Archangel is one of The Three 
Archangels who are specifically named in the Bible.  In 
the larger Christian traditions, The Seven Archangels 
stand before the Throne of God:  Michael, Gabriel, 
Raphael, Barrachiel, Judiel, Uriel, and Sealtiel.  Raphael 
is the “Divine Healer.”  In the Deuterocanonical (“Second 
Canon”) books of the Roman Catholic Bible (called 

Apocrypha by the Protestants), in the books of Tobit and 
1 Enoch, is the story of the Archangel Raphael and how 
he guided and assisted Tobias the righteous father and 
Tobias the righteous son who were exiled to Persia during 
the Assyrian conquest, 800 years before Christ.  Tobias 
the father sent Tobias the son to Ragues, a distant city, to 
retrieve substantial money lent to a relative, with Azarias 
(the Archangel Raphael) as his companion.  The trip was 
dangerous at every turn.  At the Tigris river, a huge fish 
tried to devour Tobias the son but Azarias prevented it.  
At the city of Rages, at the house of his relative Raguel, 
Tobias the son was engaged to the former’s beautiful 
daughter Sara.  Seven suitors had died before him;  Azarias 
assured him that he alone would be spared.  Tobias the 
son married the beautiful Sara, daughter of his relative 
Raguel.  The journey back home ended up happily with 
Tobias the son and his wife Sara, and companion Azarias, 
returning to Tobias the father, who had become blind 
from pigeon droppings. Azarias instructed Tobias the son 
to cure his father’s blindness with the gall of the huge fish 
which tried to devour him; Tobias the father was promptly 
healed of his blindness. Thus, the iconography of Saint 
Raphael the Archangel with the staff, the fish, loaves of 
bread, and the young Tobias.

The most famous image of San Rafael Arcangel in the 
islands is the patron saint of Calaca city, Batangas: It is 
dark–colored --- the only exposed wooden parts are the 
head and hands --- whether from dark wood or from the 
patina of nearly two centuries, it is not known; stands 
about 12” inches/30.48 cm high (without its pedestal);  
wears a repousse silver coronet; is dressed entirely in 80
% Mexican solid silver repousse with floral and foliar 
motifs in the style of the 1860s–70s; depicts the saint with 
his attributes of a basket of loaves set on cloth on his left 
hand and a staff with a fish with his right hand; wears 
silver boots. The image dates stylistically from the 1830s.  

Aside from Calaca city, Batangas, other parishes with San 
Rafael Arcangel as the titular patron are in Linmansangan, 
Binalonan, Pangasinan; San Rafael, Tarlac city; Mabiga, 
Mabalacat, Pampanga; San Rafael, Lubao, Pampanga; 
San Rafael, Macabebe, Pampanga; Park avenue, Pasay 
city; Balut island, Tondo, Manila; San Rafael, Rodriguez, 
Rizal province; Lucena city, Quezon province; and Real, 
Quezon province.

This exquisite ivory 
San Rafael Arcangel, a 
magnificent example of 
Philippine religious art, is 
on par with the renowned 
holdings of the National 
Museum, the Intramuros 
Administration, as well as 
the AERA Collection at the 
Villa Escudero, the Paulino 
and Hetty Que Collection, 
and the Mario and Mimi 
Que Collection.
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143  PROPERTY OF A DISTINGUISHED COLLECTOR

Monstrance
Binondo, Manila and Bacaycay (Bacacay), Albay
dated 1789 (under the base)
80% Mexican solid silver (“dorado de fuego”/fire–gilded)
H: 19 3/4" (49 cm) D: 8" (20 cm)

P 200,000

This spectacular monstrance of fire–gilded silver in 
fullblown Filipino rococo style from 1783 features 
a round glass luna surrounded by a sunburst 

(a Latin American style of monstrance which sought 
to replace indigenous sun worship with that of Jesus 
Christ symbolized by the sun) supported by a multitiered 
baluster mounted on a round base surrounded by ogee 
curves.  The luna is surmounted by a cross and its frame 
is embellished with trademark Filipino rococo cartouches, 
curves and counter–curves, C–shaped volutes, seashells, 
festoons, garlands, leaves, and flowers; the entire frame is 
surrounded by stylized shells.  The luna and the sunburst 
are supported by a cartouche with the face of a cherub 
surrounded by stylized leaves.  The sphere of the baluster 
is adorned with four flanges of C–scrolls and counter C–
scrolls.  Underneath the sphere is an urn and its plinth 
terminating in the round base.  The sphere, urn, plinth, 
and round base are all decorated with an extravagance 
of trademark Filipino rococo exuberance, sinuous curves, 
twisting and winding undulations, curves and counter–
curves, C–shaped volutes, vegetal forms, palmettes, 
fleurettes in whimsical yet sophisticated asymmetry and 
dissymmetry.  As an austere counterpoint, the base is 
surrounded by molded and grooved ogee curves.  

It is a visual feast:  it is the highly–skilled Filipino (Sangley 
and indio) silversmith’s mastery of casting, soldering, 
riveting, punchwork, chasework (sinking), repousse work 
(raising), incising, and engraving on full display.  The 
luna of glass and its round silvergilt frame at the center 
contains the Blessed Sacrament, the lunette (the crescent 
moon below) secures it.  The monstrance comes in two 
parts:  the lunette and the sunburst are attached to a 
metal tube that slides with precision into the ornate base.  
The underside of the base is inscribed: “de la Yglecia del 
Pueblo de Bacaycay ano de 1783.”  Bacaycay, presently 
Bacacay, is a town in Albay in the Bicol peninsula.  The 
churches in the Franciscan territory of Bicol, Arzobispado 
de Caceres, waxed rich from the region’s trade in 
shipbuilding, abaca/hemp production, coffee, and 
coconuts and were able to afford luxurious wares such as 
this monstrance for their religious ceremonies.  

In Roman Catholic religious ceremonies, a monstrance 
was used for the exposition and veneration of the Blessed 
Sacrament (The Body of Christ) and less frequently relics 
relating to Jesus Christ (True Cross, Crown of Thorns, 
True Likeness/Veil of Veronica, Three Nails, Holy Blood, 
Shroud, etc), the Virgin Mary, and the Saints.  It was 
one piece in a panoply of magnificent ecclesiastical 
silver used for religious ceremonies in affluent churches/
parishes throughout Las Islas Filipinas, from the Spanish 
colonization in 1571 to its end in 1898 and even beyond 
to the misinterpretations of Vatican II in 1965, when many 
of them were deconsecrated and decommissioned and 
landed in private collections and later museums, and 
worse, in the hands of gold and silver recyclers at the 
crucibles of Meycauayan, Bulacan --- chalices, ciboriums, 
patens, communion cups, cruets, trays, sacras (prayer 
cards), salvers, incense boats, thuribulums (censers), 
aspersoriums & aspergillums (holy water buckets & 
sprinklers), ramilletes (silver bouquets), vases, candlesticks, 
candelabra, processional crucifix, guidons (processional 
banners), etc.  Notable among those churches/parishes 
were:  the seven churches of Intramuros --- La Inmaculada 
Concepcion (Catedral de Manila), San Agustin de Hipona 
(Agustinos), Santo Domingo de Guzman (Dominicanos), 
San Francisco de Asis (Franciscanos), San Nicolas de 
Tolentino (Recoletos), San Ignacio de Loyola (Jesuitas), 

REMARKABLE 
ROCOCO MASTERPIECE 
From the 18th Century
by AUGUSTO MARCELINO REYES GONZALEZ I I I
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Nuestra Senora de Lourdes (Capuchinos); Nuestra 
Senora del Santisimo Rosario/San Gabriel Arcangel 
(Binondo);  Nuestra Senora del Pilar (Santa Cruz, 
Manila);  San Juan Bautista (Quiapo);  Santo 
Nino (Tondo);  San Bartolome Apostol (Malabon);  
Nuestra Senora de Guia (Ermita);  Nuestra Senora 
de la Paz y Buen Viaje (Antipolo);  San Gregorio 
Magno (Majayjay, Laguna);  San Martin de Torres 
(Taal, Batangas);  San Sebastian Martir (Lipa, 
Batangas);  Santo Nino (Cebu);  Nuestra Senora de 
la Candelaria/Santa Isabel de Ungria (Jaro, Iloilo).         

The high point of excellence in Filipino ecclesiastical 
silver was during the 150 years spanning 1700–
1850.  Of course, beautiful, even exquisite, pieces of 
silverware had been produced from 80% Mexican and 
Latin American silver coins by Sangley and indio artisans 
from 1571 onwards (Las Islas Filipinas had no silver mines 
and no silver, but the islands yielded bountiful gold), but 
it was from 1700 that Filipino pieces became comparable 
in design, craftsmanship, and sophistication to the best 
French, English, and German models as the Sangley and 
indio artisans wholeheartedly engaged and interpreted 
the European baroque, rococo, and neoclassical styles.  

The Chinese were longtime experts at fire–gilding or 
mercury–gilding, and so were the Europeans (French, 
British, Germans, Spanish) with the equivalent “dorado 
de fuego.”  They taught the wondrous but dangerous 
technique to the indio artisans.  Fire–gilding or mercury–
gilding was a technique frequently used by the ancient 
Greeks, Romans, Persians, and Chinese.  It involved mixing 
gold with mercury into a paste to coat an object, usually 
silver (“vermeil”) or bronze (“ormolu”), then heating it to a 
high temperature in a furnace where the mercury would 
evaporate, leaving a beautiful and extremely durable 
gold surface on the object.  The downside of “dorado 
de fuego” was that the mercury heavy metal was easily 
inhaled by the artisan, causing mercury poisoning --- 
severe neurological symptoms and eventually death.   

This magnificent silvergilt monstrance from 1783 is an 
example and a tribute to the excellence of eighteenth–
century Filipino ecclesiastical silver.  Pieces of this 
highest quality are usually found in the collections of 
the San Agustin Church and Convent, Intramuros 
Administration, Arzobispado de Nueva Segovia 
(Vigan), Arzobispado de San Fernando (San 
Fernando, Pampanga), Arzobispado del Santisimo 
Nombre de Jesus (Cebu), Paulino and Hetty Que 
Collection, Richard and Sandra Lopez Collection, Atty 
Jose Maria Trenas Collection. 
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Antonio de Morga (1559 - 1636)

Annotated by José Rizal (1861 -  1896) 

Sucesos de las Islas Filipinas
por el Doctor Antonio de Morga; Obra Publicada
en Mejico en el Año de 1609, Nuevamente Sacada 
a Luz y Anotada por Jose Rizal, y Precedida de un
Prologo del Prof. Fernando Blumentritt (Sucesos 
de las Islas Filipinas by Dr. Antonio de Morga; 
A Work Published in Mexico in the Year 1609, 
Brought to Light and Annotated By Jose Rizal 
With a Prologue by Prof. Fernando Blumentritt.)
Libreria de Garnier Hermanos, Paris, 1890
First Edition
8 3/4" x 5 1/2" (21 cm x 14 cm)
depth: 1/2" (1 cm)

P 800,000
PROVENANCE
Private Collection, Manila

José Rizal's edition of Sucesos de las Islas Filipinas [Events 
of the Philippine Islands], the early history of the Philippines 
that Antonio de Morga published in Mexico in 1609, is, in 

a few words, the best work of research from the pen of the 
Calamba hero. 

To understand the significance of this fundamental title of the 
Rizalian bibliography, it is necessary to understand the context 
of indigenous identity vindication that the Filipino ilustrados were 
carrying out at that time. Pedro Paterno, an uncredited pioneer 
in this as in so many other things, had printed in Madrid a few 
years earlier an ethnohistorical essay with the eloquent title: La 
antigua civilización tagalog [The ancient Tagalog civilization] 
(1887). Paterno's thesis was that Tagalog was one of the great 
civilizations of Asia, and that traces of that greatness were also 
evident in the Filipinos during his years. Pardo de Tavera, who 
was always moved by a more scientific approach, published 
two linguistic studies in Europe's most prestigious journals that 
implicitly stressed a vindication of the Filipino identity through 
the Tagalog language: Contribución para el estudio de los 
antiguos alfabetos filipinos [Contribution to the study of ancient 
Filipino alphabets] (Lausanne, 1884) and El sánscrito en la lengua 
tagala [Sanscrit in Tagalog language] (Paris, 1887). In 1887 
Pardo de Tavera got a copy of Juan de Plasencia's manuscript 
on the ancient customs and rules of the Tagalogs, which he only 
published with annotations in 1892. With the same purpose, 
though in a more didactic and pragmatic spirit, Isabelo de los 
Reyes launched the bi-monthly journal El Ilocano in 1889.

Thus, Rizal's intention in publishing the magnum opus of the 
Andalusian oidor of the Audiencia of Manila was in accord with 
that of the best-educated intellectuals in the Philippines during 
those years. What perhaps set Rizal apart from his colleagues 
was undoubtedly his passion, his artistic and imaginative talent 
and, of course, his ambition. Why did Rizal decide to transcribe, 
edit and annotate the long chronicle of a Spanish colonizer? Let 
us recall the profile of Morga's chronicle: a work written from an 
imperial perspective, structured around the different governors 
who had ruled the Philippines until then, with special emphasis 
on their role in the defense of Manila Bay in the battle against 
the Dutch. Retana has stressed that the work must have been 
written to clear Morga’s own name, as his attitude during the 
heat of battle was far from honorable, according to some 
witnesses.

What must have caught Rizal's attention in his tireless 
bibliographic searches in the British Library must have been 
that the book was a rara avis among so many ecclesiastical 
chronicles: Sucesos de las Islas Filipinas is an interesting and 
engaging political and civil chronicle. But above all, what must 
have caught his attention was Chapter VIII, which contains a 
detailed description of Philippine cultures, nature, richness of 
resources, and geography during the early days of contact with 
the Spaniards, a description in which the natives are consistently 
delineated in positive terms. For example: “The people who 
inhabit this great island of Luzon [...] are medium in body, of a 
baked quince color, well built, both men and women, very black 

UNDERSTANDING RIZAL’S 
FIRST HISTORY BOOK: 
Annotations of the Sucesos de Morga
by JORGE R.  MOJARRO

Photograph of Jose Rizal in London. Image courtesy 
of Presidential Museum and Library PH.
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hair, little beard, good wits for whatever they put their minds to, 
sharp and choleric, and of good determination. They all live by 
their farms, labors and fishing and contracting, sailing from one 
island to another by sea, and from one province to another by 
land.” Rizal believed it was absolutely necessary that his fellow 
countrymen should know about this.

The juiciest part of this edition are, of course, Rizal’s footnotes, 
which intervene frequently to contradict Morga, to explain 
etymologies, to deepen the understanding of matters that would 
not be clear enough, or even, to emphasize that certain customs 
were still maintained in his time, and to confront Morga's 
opinions with his own or with those of the Jesuit chroniclers Pedro 
Chirino and Francisco Colín, or the guide of the Franciscans, 
Buzeta and Bravo. Rizal does not behave in any case as Morga’s 
ally. If Morga, for example, pointed out the tendency of the 
natives to get drunk easily, Rizal intervenes to comment that 
it is a custom that fortunately was no longer familiar. In this 
sense, Rizal's edition of Morga constitutes a very personal work, 
in which his love for the Filipino people sometimes makes him 
lose his philological and historical objectivity, as his friend and 
colleague Ferdinand Blumentritt delicately reproached him in 
the introduction — which Rizal, with his characteristic spirit of 
chivalry and loyalty to his friend, included without censure. 

However, it is difficult to reproach Rizal for anything when the 
point at the time was to underline a fundamental thesis: that 
the inhabitants of the pre-Hispanic Philippines had a high degree 

of civilization and that the supposed cultural and material 
development obtained thanks to the arrival of the Spaniards 
and, above all, the friars, was not so big as believed. If there 
is something we can criticize about Rizal's footnotes, it is his 
excessive patriotism, as Isabelo de los Reyes himself pointed out 
to him, and which provoked an angry polemic between both of 
them in La Solidaridad. Historian Ambeth Ocampo, commenting 
on this book, concluded that "the significance of Rizal's view of 
Philippine history is that its influence is still felt and, taken in 
the context of Philippine historiography remains the key to an 
understanding of the reconstruction of the Philippine past as a 
means to forge a national identity.”

José Rizal was the first Spanish speaker to see the value and 
rarity of Morga's work —even today there are very few copies 
of the original 1609 edition-, and the Spanish-language reprints 
that have followed must be credited to his re-discovery. The 
battle for the legitimate aspirations of the Filipinos that had 
begun through his literary talent in his well-known novels, gave 
way with this important textual rescue to a strategy of identity 
and historical re-definition. Therefore, José Rizal’s edition of 
Morga’s chronicle constitutes at the same time a pioneer work of 
Philippine scholarship and an essential chapter in the history of 
Philippine nationalism.
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Jose M. Del Castillo y. Jimenez 
El Katipunan o el Filibusterismo 
en Filipinas: Cronica ilustrada con 
documentos, autografos y fotograbados
The Katipunan or the Subversives in the 
Philippines, Illustrated Chronicle with 
Documents, Manuscripts and Photogravures
Asilo del Huerfanos del S.C. de Jesus, Madrid, 1897
leatherbound, 396 pages
7 1/2" x 5" (19 cm x 13 cm)
depth: 1" (3 cm)

P 70,000
PROVENANCE
Private Collection, Manila

E l Katipunan o el Filibusterismo en Filipinas (Madrid, 1897), 
by José María del Castillo y Jiménez is an essential work 
for understanding the Philippine revolutionary movement 

for independence, espeically during his first stages. And this is so 
in spite of being an extraordinarily polemic book, criticized both 
by the Filipinos for its radicalism -its bias always in favor of the 
Spaniards and against the Philippine aspirations- and also by the 
Spaniards, for the excessive animosity, for having given shape 
as facts to what were only rumors, for the lack of pragmatism 
of the solutions it proposed. Nevertheless, it is a work cited by 
all historians of the Philippine Revolution, especially by those 
interested in its origins, because this work contains a wealth of 
information not found in any other.

The author of this very early political study, published - let us 
remember - when the Biak-na-Bató Pact had not even been 
signed yet (December 14, 1897), was a high official of the Spanish 
administration who spent many years in the Philippines. His last 
post was head of the Bureau of Statistics of the Manila City 
Hall. There are two characteristics in his author's profile that 
determine the particular idiosyncrasy of his book: first, his position 
in the administration allowed him access to a large amount of 
confidential documentation and to talk to numerous people who 
knew those involved. Secondly, Del Castillo was a man with a 
certain cultural background, as he was a frequent contributor as 
a journalist to the prestigious Revista Contemporánea (Madrid, 
1875-1907). After returning to Spain in April 1895, he joined 
Carlism and died a few years later.  

In Revista Contemporánea he received, unexpectedly, a 
praiseworthy review: “this book is interesting in every theme, not 
only because it deals with a topical issue, but also because in 
the historical order it provides data and background information 
of such value that it will be useful to consultin the near future. 
[…] Mr. Castillo knows the subject very well and shows an 
impartial spirit free of passion. In dealing with the propagation of 
Freemasonry and its causes, among which the erroneous criteria 
and excessive tolerance of the authorities sent to that territory 

THE KATIPUNAN: 
An Extraordinary Account 
of Its Origins and First Days 
by JORGE R.  MOJARRO
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figure in the first place, Mr. Castillo 
understands that this is where the origin 
of the present insurrection stems from”.

Perhaps one of the values of this book lies 
precisely in the fact that it was published 
when the Katipunan insurrection was 
in full process. Thus, he states in the 
prologue: “The most interesting thing at 
the present time is the insurrectionary 
movement which began on August 20, 
1896, and which from a mere ‘accident’, 
as it was called in those days, has become 
a bloody war, all the more terrible and 
bloody because it is essentially motivated 
by the hatred of the Malay race against 
the white race, the spirit of rebellion of 
the Indian against the Spaniard, the 
ingratitude as a reward for so many 
efforts and so much care”. 

As we can notice, the fact that the book 
was written from a distinctly colonialist 
perspective does not make the book 
uninteresting to the Filipino reader of 
today. William Henry Scott has rightly 
claimed that, when dealing with Spanish 
sources, the fundamental and useful 
thing to do is to elide and ignore all that is 
pure opinion -that belongs to sociology-, 
and extract the information and data 
-which properly belongs to history as a 
field of study-, which constitute its true 

value. In this sense, Del Castillo's work is 
a veritable mine of data, even if at times it 
must be confronted, naturally, with other 
primary sources about the revolution.

The book is structured in three main 
parts: in the first, entitled “Causes and 
Origins of the Revolution”, he locates 
one of the roots of the problem in Jose 
Centeno Garcia, civil governor of Manila 
and known anticlerical Mason, who in 
1888 allowed an unprecedented protest 
against the archbishop, the Dominican 
Pedro Payo (1876-1889). During those 
years numerous Masonic lodges were 
founded not only in Manila, but also in 
the provinces, which had as a common 
denominator, in Castillo's opinion, the 
hatred of everything Spanish. Del Castillo 
also offers valuable comments about the 
people behind newspapers such as La 
Solidaridad and Kalayaan, and about the 
open collaboration of Spanish Masons, 
led by Morayta, with the rebels.

In the second part, the longest, entitled 
“effects and development of the 
revolution”, the first-hand information 
he offers about the founders of the 
Katipunan is exceptional, and he even 
reproduces the instructions regarding the 
first coup they planned, and details as 
concrete as the expenses incurred by the 

revolutionaries. It is here that Del Castillo 
narrates the controversial anecdote, 
denied by other sources, according to 
which the Katipunan revolution was 
discovered by the Augustinian parish 
priest Mariano Gil, who managed to 
extract the confession of a member of 
the insurrectionists, a certain Patiño, 
resentful after having received a beating 
for not having donated his corresponding 
economic contribution to the cause. 

These first two parts were written in 
Manila. Not so the third part, more 
personal, entitled “Judgments on persons 
and things”, where he confesses to have 
left the archipelago for fear of being 
beheaded. Del Castillo narrates in detail 
the murder of two friars in Cavite and 
in Bataan, and inserts some private 
correspondence: modest efforts to put an 
end to the insurrection and Freemasonry.

We are -we insist- before a very partial 
work, written from a decidedly colonial 
perspective, but, being the work a first-
hand witness, the wealth of information, 
of so many characters depicted, of 
documentation and of anecdotes and 
events is so abundant that it becomes 
an indispensable source to know the 
preliminary phases and the beginning of 
the Philippine insurrection.

Selected pages showing the organization of the Katipunan and a profile of Bonifacio.
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Marc Aran Reyes (b.  1996)

Sad Emitting Pancake 
signed and dated 2020 (lower right)
oil on canvas
84" x 180" (213 cm x 457 cm)

P 5,000,000
LITERATURE
Reyes, Marc Aran. Between the Shadow and the Soul. 
San Juan City: Art Underground, 2021. Full-color spread on 
pages 164 to 165 and painting description on page 165.

EXHIBITED
León Gallery, Sad Emitting Pancakes, Makati City, 
February 18 - 28, 2020

In the often abstracted and sometimes obtuse world 
of art, it is not uncommon to fall prey to a skewed 
understanding of a work of art itself, wherein it is 

tempting to view and internalize art as a set of elements 
or facts that are static or immovable. Instead, one must 
accept that art itself is fluid and this sort of fluidity is born 
out of art being a manifestation of both the intention of the 
artist as well as the interpretation of the work’s audience. 
Only through this interplay can art be understood and 
internalized in a holistic way

This relationship between artist and viewer is essential to 
the works of Filipino contemporary artist Marc Aran Reyes. 
The distinct and recognizable aesthetic of his works, which 
features hyper-realistic surrealist scenes often rendered 
in a monochromatic palette, is not merely a superficial 

choice, but one born out of the artist’s intentions as well as 
his understanding of the world. Reyes’ decision to utilize 
monochrome is born out of the desire to rid the work of 
any emotional bias and direction; effectively leading one 
to view his elements and symbols in a clear and focused 
manner. Such a decision seemingly references the often 
popular position of fine art photographers, especially 
those from the 20th Century, that color often distracts 
the senses, whereas its absence allows us to focus more 
on form, substance, and intention. The iconic landscape 
photographer Ansel Adams noted that ““Our lives at 
times seem a study in contrast… love & hate, birth & death, 
right & wrong… everything seen in absolutes of black & 
white. Too often we are not aware that it is the shades of 
grey that add depth & meaning to the starkness of those 
extremes.”
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Despite this, viewing Reyes’ works are anything but 
black and white. His elements, forms, and symbols 
are often highly conceptual. Borrowing from a slew of 
disciplines such as psychology, philosophy, history, and 
even sometimes popular culture, Reyes rarely makes 
the interpretation of his works as clear-cut as its palette. 
Such an approach allows the artist to have a much more 
engaging relationship with his viewers. Although he may 
have his own intentions, the process of meaning-making 
is not complete without the input and internalization of 
the viewer themselves. 

In this piece titled Sad Emitting Pancake, we are seemingly 
thrust into the alien yet familiar world of Reyes. The work 
features a vast mirror-like landscape populated only by 
a handful of things. At the very center is a figure lying 

on a half-done mattress; their hair strewn in places. By 
the figure’s head we see an empty teacup and a clear-jar 
whose glowing contents are seemingly being carried by 
an unknown wind. Towards the top-left of the canvas we 
see a tree bare and half-submerged within the anodized 
landscape. Accompanying the work is a poem suggesting 
the absurd or even existential nature of the work and the 
artist’s intention. But aside from that, the viewer is given 
only the monumental work to ponder upon. Is the work 
suggestive of an acceptance of absurdity in the same 
way that Camus and Sisyphus accepted their fate? Or is 
it more of a call to action? One that sees the purpose 
of being being the creation of purpose itself? Either way, 
one can assume that it is Reyes’ intention to merely act as a 
guide and not an interpreter of the work. For it is the viewer’s 
job to seek what is within the shadow and the soul. (J.D.)
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Jack Salud (b.  1964)

Joyful Silence
signed and inscribed 'Philippians 4:8' (lower left)
acrylic on canvas
48" x 32" (122 cm x 81 cm)

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

The creative praxis of contemporary artist Jack Salud espouses 
pointillist painting. Salud focuses on creating large-scale 
masterpieces rendered in his intricate employment of delicate 
specks of paint. Salud entered the art arena in 1996 when he 
participated in the annual invitational watercolor exhibition/
competition ‘Kulay sa Tubig’ (Color on Water). Since then, Salud 
has participated in numerous exhibitions, the latest being ‘Paint 
My Dreams’ in 2020, an online fund-raising exhibit for the Rotary 
Club of Bagong Silangan in Quezon City.

The title of this work, Joyful Silence, is encapsulated in the Bible 
verse Philippians 4:8, which Salud references in the painting’s 
inscription. “Finally, brothers, whatever is true, whatever is 
honorable, whatever is just, whatever is pure, whatever is 
lovely, whatever is commendable, if there is any excellence, if 
there is anything worthy of praise, think about these things.” 
Furthermore, Salud is driven by Henri Matisse’s maxim that says, 

“Creativity takes courage.” Thus, in discerning this work, Salud 
invites and encourages the viewer to revel in the inner intimacies 
of their passions in life. (A.M.)

147

Norma Belleza (b.  1939) 
Vendors 
signed and dated 1980 (lower right)
oil on canvas
21 1/2 " x 21 1/2" (54 cm x 54 cm)

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

Norma Belleza’s women are in constant search of their 
place in a male-dominated and patriarchally-oriented 
society. Moreover, they are in a continuous struggle 
against harsh circumstances borne out of systemic 
oppression. In this work, the master colorist depicts two 
women vendors sitting beside their fresh produce of fruits 
and vegetables. The central figure is the most intriguing in 
this work; her face is seemingly worn out, and her gesture 
is aloof. Her mind apparently wanders. Is she thinking of 
how to survive another day of toiling? Is she reflecting 
on matters surrounding her fate in this oppressive and 
exploitative world? As such, Belleza imbues her women 
figures with innate strength and resilience, represented 

by their full-bodied figures, compellingly showing that 
through their capabilities and collective power, women 
and other oppressed peoples will emancipate themselves 
toward betterment in all aspects of living. (A.M.)
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Mauro Malang Santos (1928 - 2017)

Woman 
signed and dated 1976 (lower center)
tempera
30" x 30" (76 cm x 76 cm)

P 1,600,000
Accompanied by a certificate issued by West Gallery
confirming the authenticity of this lot

Among the first generation of modernists to make their 
mark in Philippine Art is Mauro “Malang” Santos. An icon 
in abstract art and cubism, he was foremost an award-
winning cartoonist, illustrator, and fine arts painter. His 
canvases explore various themes and styles, crafted 
with a unique aesthetic that draws inspiration from the 
realities of urban life.

Woman is one of the tempera paintings by the late fine 
artist that depicts a female figure rendered in his abstract 

approach. In the oeuvres of Malang, the women are often 
dressed in traditional attire. The earliest appearance of 
his muses appeared like dots in a field, only a part of his 
abstract landscapes and not the center of the canvas. 
His female figures are the familiar faces in rural areas, 
namely the mothers and vendors. Furthermore, local art 
critics agree that Malang’s allure as an artist springs from 
his imaginative use of color. Cid Reyes identifies Malang’s 
works as “the most color-irradiated ever done in the 
history of Philippine art.”

Three years after the creation of this piece dated 1976, 
Malang was awarded the “Patnubay ng Sining at 
Kalinangan” or the “Guide of Arts and Culture” in 1981. 
(P.I.R.)
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Federico Aguilar Alcuaz (1932 - 2011) 

Night in Marantz
signed, inscribed Barcelona
and dated 1961 (upper left)
oil on wood
55" x 31" (140 cm x 79 cm)

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

PROVENANCE
Private Collection, Makati City

“At home, in his studio, he would have music to accompany him 
while he paints. He loves classical music—anything and everything 
from Chopin, Bach, Mozart, Beethoven to Mahler.”  

-  UTE SCHMITZ-AGUILAR,  IN 
ROD. PARAS-PEREZ’S  PARALLEL TEXTS : 

FEDERICO AGUILAR ALCUAZ ,  2005

National Artist Federico Aguilar Alcuaz's avant-garde 
"Barcelona Years" are highly acclaimed as his "golden 
period"; his works during these years are the most 

coveted in his oeuvre. During this prolific period, Alcuaz seemed to 
attain new peaks every year. He was unstoppable, and countless 
awards and honors were bestowed upon him: First prize at the 
Premio Moncada (Barcelona, 1957); Prix Francisco Goya Award 
(Burgos, 1958); Diploma of Honor at the International Exhibit 
of Art Libre (Paris, 1961); first prize at the Pintura Sant Pol del 
Mar (Spain, 1961); 2nd prize at the Premio Vancell at the Fourth 
Biennial of Tarrasa (Barcelona, 1964); Decoration of Arts, Letters, 
and Sciences Award by the French Government (Paris, 1964); and 
the Order of French Genius (Paris, 1964), to name only a few. 

Alcuaz mounted exhibitions in major Spanish cities and the 
esteemed European centers of Paris, France; Lisbon, Portugal; 
and Hamburg, Germany.

Barcelona was where Alcuaz came to terms with his artistry, 
having found his unique modernist language in the sunny 
city through his association with the "La Punalada Group" (La 
Punalada was a restaurant along Paseo de Gracia, Barcelona's 
most iconic avenue, where the group frequently convened), 
counting among its members Jaume Muxart, Sergio Aragones, 
and Jordi Aluma, disciples of the great Picasso and now, pillars of 
Spanish modern art.
 
Barcelona was Alcuaz's home base for forty years. He set up his 
studio on the fourth floor of 285 Calle de Aragón, which—even in 
interludes to other countries, including his native Philippines—he 
maintained from July 1957 until August 1997. 

Alcuaz's "Barcelona" paintings all share the same attribute: the 
artist's love for music. In these works, Alcuaz injects euphonious 
lyricism and melody into his enigmatic compositions, compellingly 
resonating more with the viewer's perspective.

The young Alcuaz grew up in a home where music takes center 
stage and inspires the everyday excursions of its inhabitants. 
In Rod. Paras-Perez's book on Alcuaz titled Parallel Texts, Ute 
Schmitz, the artist's wife, shares that her beloved other half 
always loved music. "He comes from a musical family," Schmitz 
says. "His father was a composer and played the violin and 
piano, and Fred played the cello. Other members of the family 
are accomplished musicians as well."

Painting for Alcuaz is like performing at his own concert; his 
vigorous strokes evoke the soul-stirring cadence of a conductor's 
baton or a cellist's dramatic fiddling of his violoncello. Music 
and painting are wed in absolute harmony: inseparable and 
inviolable. 

Schmitz further elucidates: "When the boys were young, Fred was 
a very good, patient, and cheerful father to our kids, if he was 
around… I remember that every weekend, he would buy a bunch 
of flowers to bring a touch of color to our home in Barcelona. 
There was always music in our home."

In the work at hand titled Night in Marantz, one discerns an 
enigmatic atmosphere, augmented by Alcuaz's dynamic and 
spontaneous brushstrokes and distinct take on Surrealism. The 
blazing oranges and the rich greens equally stand out vibrantly, 
seemingly conversing with each other through a riveting classical 
musical score. The work's title references the renowned audio 
manufacturing company, Marantz, founded in New York in 
1953 by American musician and pioneer of high-fidelity audio 
components Saul Marantz. 

Schmitz says: "At home, in his studio, he would have music to 
accompany him while he paints. He loves classical music—
anything and everything from Chopin, Bach, Mozart, Beethoven 
to Mahler."

One can easily imagine Alcuaz painting this work while playing 
in his Marantz turntable Chopin's melancholic and poignant 
Nocturne Op. 9, No.2, Mozart's exultant Eine kleine Nachtmusik, 
or even Beethoven's haunting Symphony No. 9. 

A year before Alcuaz made Night in Marantz, his firstborn, 
Christian Michael, was born in Hamburg. The joys of parenthood 
thus add to the poetic expressiveness of the painting. 

Night in Marantz is like being transported to a dream-like world 
in which music is ever-present, soothingly resonating to the 
delicate ears. It's like a "Night of Thousand Beethovens, Chopins, 
or Mozarts" condensed into a single, lyrical magnum opus. 

Night in Marantz brings a multitude of feelings, recollections, 
and sentiments, depending on the viewer's disposition. This is 
why Alcuaz's works in his Barcelona Series are the most desired 
by every discerning art collector; they lend a liberty of visual 
exegesis. (A.M.)
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Bernardo Pacquing (b.  1967)

Par-Tita
signed (verso)
oil, pencil, crayon on board
72" x 48" (183 cm x 122 cm)

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

Bernardo Pacquing is a one-of-a-kind abstractionist. 
He is an artist who perceives the world through 
extraverted sensing but creates works that are 

abstract. He acquires inspiration from mundane articles 
and scenes that surround him, but his minimalistic canvas 
remains vague and obscure enough to either invoke a 
universal understanding or invite its audience to meditate 
and interpret its meaning.

For the lot at hand, Par-Tita, the artist was moved by the 
allure of music. This might be true for it is not the first 
time he alluded a painting to a musical piece, among his 
recent ones was an assemblage which he titled Untitled 
#4 After J.S. Bach’s Partita No. 2 Chaconne.

Unfamiliar to most, there are several musical oeuvres 
with the word “Partita” written in their title. A partita is 
a suite of dances, usually made for a solo instrument. 
However, this is one of those terms that evolved with time. 
The root word is the Italian “parte,” which means a part 
or section. In the 17th century, though, “partita” gained a 
new connotation in Germany. From “a single instrumental 
piece of music,” it turned into “a collection of contrasting 
movements in a musical piece.” Johann Sebastian Bach 
was a composer and musician notable for his partitas on 
various chorale melodies. The Partitas are often regarded 

as some of the most sublime instrumental compositions 
that Bach ever wrote.

Artists share a special connection no matter their 
expertise. All writers, actors, painters, and musicians 
understand and implement similar concepts and ideas 
such as movement, rhythm, and harmony, into their craft. 
Furthermore, one’s art can also influence the other, as 
observed in this mixed media piece.

One might have encountered songs that were inspired 
by a certain artwork or paintings that had music as their 
muse. Well, at least for visual artists, it is believed that 
music can elicit deep and profound emotional responses 
that can be helpful in their creative process, manifesting 
its effect on their brushwork or color choices. For one, 
Henri Matisse played the violin every day. He appreciated 
the discipline and attention that it demanded of him and 
felt that it improved his concentration on painting. Even 
the modernist Georgia O’Keeffe, popular for her large-
scale floral paintings, also understood that art had the 
ability to evoke emotion in the same manner that music 
did. She was once intrigued with the idea that “music 
could be translated into something for the eye.” As well, 
Bernardo Pacquing is an avid listener of classical music 
in his studio – a particular favorite of his was the violinist 
Yehudi Menuhin’s versions of J.S. Bach’s partitas. (P.I.R.)

Bernardo Pacquing, photo courtesy of Silverlens Gallery.
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Ronald Ventura (b.  1973)

Cross Turismo
signed and dated 2014 (upper left)
oil on canvas
48" x 72" (122 cm x 183 cm)

P 12,000,000
LITERATURE
Paparoni, Demetrio. Ronald Ventura: Works (1998 - 2017). 
Milan: Skira editore, 2018. Full-color photograph and painting 
description on page 210.description on page 284. 

EXHIBITED
Tyler Rollins Fine Art, E.R. (Endless Resurrection), 
New York, September 4 - October 25, 2014

From crossed to Caravaggio and folk Christinanity 
to Maseratis, there’s no stone unturned nor 
cultural inference left unstudied by the wicked, 

all-encompassing attentions of Ronald Ventura.

In a single stroke, he alludes to the Japanese 
video game Gran Turismo as well as the legendary 
Italian touring car, the Maserati; and finds himself 
in the center of a Filipino Holy Week with its mock 
crucifixions. It is, of course, fodder for his deft social 
commentary on the commercialism of it all.

Faux Roman soldiers from the Moriones Festival 
and cartoonish explanations of pain (the “Aroouch! 
emblazoned across the work), as well as dogs and 
shrouds create “the hyper-real surreal” that has 
become the Ventura trademark. The rooster that 
crowed three times to mark St. Peter’s betrayal 
makes sure that none of it goes unnoticed.

Ventura is a serial subversive who specializes in 
throwing a light on media and reality. His modern-
day centurions look uncannily like riot police and 
imply that there are many sacrifices being made 
indeed in this day and age. In his works, there are 
always a thousand subtexts to explore.

FOLK CHRISTIANITY 
AND MASERATIS
by L ISA GUERRERO NAKPIL
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Jojo Legaspi (b.  1959)

Untitled 
signed (lower right)
charcoal on paper
45" x 45" (114 cm x 114 cm)

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

“The oldest and strongest emotion of mankind is fear, 
and the oldest and strongest kind of fear is fear of the unknown.” 
     
                                                   —H.P.  LOVECRAFT 

The idea that art is an avenue of expression, 
especially raw and often unfiltered emotions, is not 
an uncommon way to look at art. Yet, the concept 

is often skewed in favor of feelings of love, passion, beauty, 
and curiosity.  Rarely do we lump together these emotions 
with sentiments of anxiety, dread, and fear. But is there a 
need to do so? Shouldn't an aversion to fear be natural to 
us given that self-preservation is often an innate part of 
our character? Though it may seem second-nature for us 
to avoid things that incite fear let alone create things that 
produce or remind us of fear, history has proven otherwise. 
Fear, together with the other passions we often hold up 
to high esteem, has been central to a number of works of 
art, literature, and even music. Homer’s Iliad and Odyssey 
introduces us to supernatural forces that not only inhabit 
the edges of the known world, but heavenly firmament 
as well. Ovid’s Metamorphoses introduces us to a sort of 
cosmological horror beyond our understanding. 

While the spread of Christianity located fear within the 
devil and his temptations through the lessons of the 
Church and works such as Dante’s Divine Comedy and 
even Hieronymus Bosch’s paintings. Though one can 
easily reach the conclusion that the common thread 
between these eras are a fear of others, one can argue 
that a deeper look provides us with the idea that the 
fear that animates these things is not a fear of other 
beings, but a fear of both knowing the possibility that 
these creatures are at their very core human as well, and 
the fear that the breadth of their capabilities are in fact 
unknown to us. The gods of Homer are often seen as 
having the same flaws as us, yet possessing strength far 
beyond our capabilities. While the Judeo-Christian turn 
taught us to fear actions that go against the creator not 
only because of its roots in evil, but also because we are 
very much capable of it ourselves. To fear is to know that 
human beings are very much capable of inhuman things.

Though the modern period has relatively downscaled our 
imagination from myths and gods to men and machines, 
fear and our mysterious interest in it has not lost its 
conceptual touch nor its profound hold on us. Artists and 
writers alike, such as Shirley Jackson, H.P. Lovecraft, and 
Francis Bacon have shown us that despite the things we 
fear have changed, fear itself still remains innate and 
even divine. 

In Filipino art, no one has looked at fear directly in the 
face more than Jojo Legaspi. His practice has seemingly 
left no stone unturned. From religious trauma to violence 
and oppression, Legaspi has explored the horrors that 
reside within the recesses of our mind. But it is arguably 
this untitled piece that tackles fear in a way his other 
works do not; for it reveals the artist’s own fear as well. 
This particular work is the only work of his that features a 
cat, given that he has a phobia of them. His fear of cats 
is reportedly rooted in the fact that an eyeless cat would 
frequent his doorstep. The hollow and sunken visage of 
the cat incited a deep and lasting fear of the animal. 
It is unclear as to whether or not Legaspi’s fear is born 
out of him seeing the cat as an omen or whether he was 
traumatized by the cat’s gruesome constitution. Despite 
this, one thing is clear. Legaspi’s fear is rooted not only 
in our aforementioned conceptual definition of fear, but 
also in an acceptance that the inhuman things that drive 
fear are unknown as well. 

The work itself can be seen as an act of translating the 
artist’s personal fear into a language audiences can 
understand. The sunken eye holes of the cat seemingly 
peering into the viewer. Its stance is both afraid, yet ready 
to pounce. While the background of the piece features a 
street corner rendered in such a way that gives off an eerie 
and foreboding vibe. The unknown implications of the 
piece; the palpable sense of unease further solidifies the 
fear of the unknown. But in confronting his fear, Legaspi 
answers the question as to what value can fear give us. 
In this work we see the indomitable human spirit despite 
the possibilities of the unknown. Jojo Legaspi presents us 
with the reality that beauty is not the only thing that lies 
within the eye of the beholder. (J.D.)
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Fernando Amorsolo (1892 - 1972)

A Firelit Night with Musicians 
signed and dated 1938 (lower left)
oil on board
16" x 12" (41 cm x 30 cm)

P 1,800,000
Accompanied by a certificate issued by Sylvia Amorsolo-Lazo
confirming the authenticity of this lot

PROVENANCE
A gift from the Lopez Family to Dr. Wenceslao Pascual

Fernando Amorsolo's "Golden Period," which spanned 
the 1920s to the 1940s, is marked by the maestro's 
perennial homage to the Philippine sunlight, 

drawing influences from Joaquin Sorolla in "utilizing the 
sun to draw out the most dramatic effects," as Alfredo 
Roces notes in the book Amorsolo. 

But in the rare 1938 work at hand, romantically titled A 
Firelit Night with Musicians, Amorsolo diverts from the 
majesty of Philippine sunlight to focus on the sublime 
grandiosity of the moon. In this piece, the common folks 
cordially gather around a fire in front of their rustic bahay 
kubo. They indulge in joyful singing to the accompaniment 
of the melodic strumming of the guitar, chanting about 
their day's toiling and their hopes for another promising 
tomorrow. 

The silvery moon luminously reveals itself in the still of the 
night. The ethereal moonlight casts its reflection on the 
tranquil waters, making it glisten with a delicate glow. The 
towering palm tree rises nobly, becoming a silent witness 
to the folks' untroubled effervescence and their hopes 
and yearnings for the brighter prospects of the future. 

While depicting an unusual scene, Amorsolo remains 
authentic to the collective aspiration of the Filipino 
people in the milieu of the Commonwealth period; they 
are in eager anticipation for the rosy promises of self-
determination and genuine emancipation.
  
By 1938, Amorsolo had been appointed acting director 
of the University of the Philippines School of Fine Arts, 
succeeding his uncle, Fabian de la Rosa, who had died the 
year prior. Amorsolo held the rank of associate professor. 

A Firelit Night with Musicians would find its way—in the 
optimistic post-war milieu—to Dr. Wenceslao Pascual, 

Governor of Rizal Province from 1951 to 1955. He, along 
with his predecessor Gov. Sixto Antonio, undertook the 
task of post-war rehabilitation and reconstruction in the 
province. 

Born on September 28, 1898, in Malabon, then a part 
of Rizal, Pascual would become the first and only Rizal 
governor hailing from his town. A physician by profession, 
Dr. Pascual graduated from the Philippine Normal 
School in 1915 and earned his associate of arts and M.D. 
degrees from the University of the Philippines. He taught 
physiology at the UP for several years before becoming a 
pensionado to the prestigious Harvard and Cambridge 
Universities from 1927 to 1929. 

Dr. Pascual would assume the governorship of Rizal in 
1951, serving until 1955. A Firelit Night with Musicians 
would be gifted by the influential Lopez Family of Iloilo 
to Dr. Pascual around 1953 to 1955, when he became 
a member of the Nacionalista Party (The Lopezes had 
backed the candidacy of Nacionalista standard bearer 
Ramon Magsaysay in the 1953 elections, where he 
eventually won. Their kin, Fernando Lopez, Sr., also won 
a senate seat.).

Among the most prominent efforts of Pascual in the 
immediate post-war reconstruction was the construction 
and completion of new roads to further strengthen social 
and economic integration to the neighboring capital city 
of Manila and between towns in the province. Roads 
completed under Gov. Pascual's term include Gilmore 
Avenue (connecting Highway 54 (EDSA) to Pasig); 
Parañaque-Sucat Road; Pateros-Tipas Road (connecting 
Pateros and Taguig); Cainta-Kay Tikling Road, which 
eased travel from Pasig, Marikina, and Manila to the 
pilgrim town of Antipolo. Improvements in the road to 
the Provincial Capitol and the further development of 
the Hinulugang Taktak as a recreation area transpired 
under his term. Gov. Pascual was also responsible for 
constructing an annex building and a nurses' home for 
the Rizal Provincial Hospital.

When Dr. Pascual's term as governor ended, he served 
as governor of the Development Bank of the Philippines. 

Dr. Pascual’s ancestral house in Hulong Duhat, Malabon, 
built in 1930 and designed by National Artist for 
Architecture Juan Nakpil, is a heritage house conserved 
and protected by the Malabon LGU. Governor Pascual 
Avenue in Malabon, the city's longest national road, bears 
his name. (A.M.)

A Rare Moonlit Amorsolo
Harana by the Fire
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Romulo Olazo (1934 - 2015)

Permutation Series II No. 11
signed and dated 1990 (lower center)
acrylic on paper
30" x 42" (76 cm x 107 cm)

P 500,000
PROVENANCE
Acquired directly from the artist by the present owner

Romulo Olazo was among the premiere abstractionists 
who left an indelible mark on the culture of Filipino abstract 
art. Though he is best remembered for his renowned 
Diaphanous series, he also created numerous works in his 
Permutation series, which allowed the master’s audience 
to witness his range of artistic vision.

A charm of an Olazo piece is its simplicity, its artistic 
candor. Like his Diaphanous series, the Permutation series 
also deals with the theme of creating and building up 
forms, through linear overlapping instead of transparent 
layering. In addition to the black and white and gray 
lines, some pieces incorporated opaque forms and others, 
scumbling backgrounds. “A linear interpretation” of his 
“well-known diaphanous forms characterized by clean, 
sharp, well-defined lines,” is the Permutation series as 
described by his wife, Patricia, in Olazo’s 2013 monograph.

In 1990, the celebrated artist ushered in the decade with 
the debut of his Permutation series. He also held his 15th 
one-man show titled “Permutation Series II” at the Luz 
Gallery. (P.I.R.)
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Benedicto Cabrera (b.  1942)

Three Women
signed and dated 1981 (lower right)
watercolor on paper
17" x 21" (43 cm x 53 cm)

P 1,000,000
PROVENANCE
Claude Tayag Collection

In Benedicto Cabrera's Three Women, the artist depicts 
19th-century native women dressed in the traditional 
baro't saya and their heads covered in veils, suggesting 
they have just finished honoring their Catholic duties in 
the church. The ambiance of the work veers significantly 
from the socio-political nature of Bencab's first Larawan 
Series, which he debuted in 1972 at The Luz Gallery. In 
that seminal series, Bencab explores the relationship 
between the subjugated indio and the modern-day 
Filipino, unraveling themes related to the colonial past 
and the neo-colonial present. But in the work at hand, 
Bencab strips off the socio-political, focusing instead 
on depicting the lifestyles and fashion of 19th-century 
Filipinos. This artistic pursuit would reach its climax in 
Bencab's Larawan III Series (1998), which simply explores 
the Filipinos' everyday living towards the turn of the 
century—in 1898—the twilight of the Spanish colonial 
regime. (A.M.)
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MovEd
Molding Optimism and Values Thru Education

ABOVE: MovEd board members (L-R) Jesse Maxwell, Alexandra Eduque, 
Cristalle Belo, Marielle Po, and Isabel Francisco. BELOW: MovEd Kids. 

As we celebrate the tenth-year anniversary of 
MovEd, and prepare for the incoming school (2023-
2024) we do so with a grateful heart, as we are able 
to continue with our mission of providing free 
holistic and accessible early childhood education to 
underprivileged children in communities around the 
Philippines. 
  
As of this school year, MovEd has reached over 5,100 
children through its 19 Learning Labs currently 
carrying out its programs in the National Capital 
Region and the Third District of Camarines Sur. 
The organization aims to expand its yearly reach 
from the current 600 to 1,000 children, and it is only 
with the collective effort of the community that the 
programs designed and created can meet the needs 
of the children we serve, and their families. 
  
MovEd’s success is heavily dependent on the trust 
and collaboration of our various donors through the 
years. This year, with profound gratitude, we are 
honored to have found another generous partner in 
Leon Gallery and Jaime Ponce de Leon. As we launch 
this partnership at this year's “Spectacular Mid-Year 
Auction”, we are hopeful that through the arts, and 
a new platform of opportunity, together, we will be 
able to changes lives. 
 
Gratefully,  
Alex Eduque  
C H A I RW O M A N

MESSAGE FROM THE CHAIRWOMAN:
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Justin Nuyda (1944 -  2022)

Painting the Sky
signed and dated 1985 (lower left)
oil on canvas
24 1/8" x 18 1/8" (61 cm x 46 cm)

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

PROVENANCE
Galleria Duemila Inc.

*This lot is sold to benefit the various 
projects of MovEd

To call the works of the acclaimed 
visual artist and master Justin 
Nuyda a product of Abstraction 
or Abstract Impressionism would 
be doing a general disservice to 
the hidden genius and potential 
tucked away within the artist’s 
meticulous and alluring swatches 
of color and light. While one can 
argue that Nuyda’s works fall under 
the aforementioned umbrella term 
with its impressionistic and gestural 
visual cues that are undoubtedly 
hallmarks of the age-old artistic 
movement, a closer look reveals that 
his works seem to occupy an unusual 
and otherworldly divide between the 
purely abstract and sensuous and 
the distinctly representational and 
realistic. Although his works are 
heavily populated with a brilliantly 
curated array of colors and shades 
that seem to glow under the 
luminosity of an inviting radiance, 
his subjects are unmistakably taken 
from the material beauty of nature 
and everyday life.

Despite the seemingly boundless 
nature of his work, Nuyda’s 
signature style did not come to him 
instantaneously. An alumni of the 
University of Santo Tomas’ esteemed 
Fine Arts program, Nuyda showcased 
his mastery of various forms of 
styles and techniques, proving that 
he had unquestionably mastered 
the meticulous technicalities of his 
craft. Nuyda was also a founding 
member of the Saturday Group, an 

artist collective founded by National 
Artist for Painting H.R Ocampo and 
famed artist-writer Alfredo Roces. 
Aside from being a master of the 
brush and canvas, Nuyda is also one 
of the country’s top Lepidopterists or 
butterfly and moth experts. Nuyda’s 
fascination with the winged insects 
was cultivated by a shared familial 
fascination, wherein his father and 
uncles were pioneers of Filipino 
Lepidopterology. 

In 1957, he was trained by his father-
in-law Colin Threadway in the ways 
of butterfly and moth identification. 
This would then lead Nuyda to 
take multiple sojourns to Mindoro, 
Palawan, and Northern Luzon in 
search of indigenous and brand new 
species. In 1975, a newly discovered 

species of butterfly was found 
within the thickets of Mt. Kitanglad 
in Bukidnon was named after him. 
Dubbed the Delias nuydaorum by 
Dr. Schroeder of the Senckenberg 
Museum in Frankfurt Germany 
as a way of honoring Nuyda’s 
contributions in the niche field. Nuyda 
also incorporates his fascination for 
his antennaed friends in his art by 
exploring the possibilities of color 
and shape through the fascinating 
complexity of their wings, shades and 
shapes. For Nuyda, green is not only 
green but emerald or chartreuse, 
nor is blue not only blue but azure 
or cerulean. Nuyda’s multifaceted 
background and history proved a 
fertile breeding ground for one of the 
country’s most distinct and visionary 
voices in art and culture. (J.D.)



L E Ó N  G A L L E R Y229

158

Olivia d’Aboville (b.  1986)

Matrix of Creation
2017
abacca fiber and polyester thread
73" x 55" (185 cm x 140 cm)

P 140,000

Olivia d’Aboville is a French-Filipino artist whose oeuvres 
are inspired by nature. Tapestry and textile structures are 
her creative métier, but she also adapted the techniques 
to create her own woven forms – as observed in Matrix 
of Creation, an abaca fiber and polyester thread piece 
dated 2017.

Ordinary mass-produced objects captured the interest of 
d’Aboville, such as plastic spoons and water bottles. For 
her, such “objects refer to our society and our lifestyle that 

are inevitably destroying our environment and polluting 
our seas.” These materials are recycled, manipulated, 
and made into art with her deft hands and vision that is 
sensitive to light, fluidity, and movement. d’Aboville found 
in the theme of the ocean endless inspiration, aiming 
to raise awareness of the importance of preserving the 
biodiversity of our seas.

In 2004, she set up the D’Aboville Foundation to work with 
the indigenous Mangyans in hopes to improve the eco-
cultural tourism on the Island of Mindoro in the Philippines. 
Then, in 2013, she participated in UNICEF Philippines’ 
“Auction for Action” at the Yuchengco Museum, Makati. 
And, two years after the lot at hand was created, she held 
an exhibit titled “Everything, Everywhere, Everyone” at 
the Art Fair Philippines in 2019. (P.I.R.)
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Jose Joya (1931 -  1995) 

Marawi Suite II
signed and dated 
March 7, 1981 (lower center and verso)
oil on board
22" x 14" (56 cm x 36 cm)

P 1,600,000
Accompanied by a certificate issued by 
Mr. Alexander Richard Joya Baldovino 
confirming the authenticity of this lot

M arawi Suite II is a remarkable 
artwork created by the 
renowned Filipino artist 

Jose Joya. Completed in 1981, this 
painting holds significant historical 
and cultural importance, reflecting 
the artist's profound exploration of 
form, color, and abstraction, as well 
as a renewed sense of context given 
the city’s recent history.

Joya's Marawi Suite II captures 
the essence of the city's distinctive 
landscape, architecture, and spirit. 
The painting presents a dynamic 
composition, characterized by bold 
and expressive brushwork and hues 
that are emblematic of Joyas own 
style. The artist's mastery of abstract 
expressionism is evident in the 
energetic strokes and the interplay 
of colors, conveying a sense of 
movement and vitality. One of the 
notable aspects of the piece is its 
portrayal of Marawi's traditional 
architecture and cultural heritage.
Through his distinct style, he 
transforms these architectural motifs 
into abstract forms, blurring the 
boundaries between representation 
and abstraction. Color plays a crucial 
role in the painting, showcasing 
Joya's ability to capture the essence 
of his subject matter without relying 
on figurative forms. The artist 
employs a vibrant selection of hues 
found in Marawi's landscapes and 
local crafts. The juxtaposition of these 
vivid colors creates a harmonious 
and lively atmosphere, reflecting the 
city's vitality and cultural diversity.

Beyond its aesthetic qualities, "Marawi Suite II" carries a deeper social and 
historical significance. The painting was created during a time when Marawi 
was experiencing a period of cultural resurgence and economic growth. Joya's 
work captures this optimistic spirit and serves as a celebration of Marawi's 
unique identity and heritage. Within today’s context, especially given the 
recent happenings within the southern city over the last few years, Marawi 
Suite II can be seen as a reminder of not only the community’s culture, but 
also its resilience. (J.D.)
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RAMON PERALTA
Figurative Artistry on the Cusp of Modernity

R amon Peralta, born in the same generation as Fabian 
de la Rosa, Teodoro Buenaventura, Jorge Pineda, and 
Emilio Alvero, was a master of Philippine genre painting 

during the early 20th century. Peralta descended from a long 
line of genre painters, whose foundations were first laid by 
the engravers Francisco Suarez and Nicolas de la Cruz Bagay; 
developed by Lorenzo Guerrero, Miguel Zaragoza, their peers, 
and later, by Felix Martinez and Eusebio Santos; and mastered 
by De la Rosa and his generation. The painter and critic E. 
Aguilar Cruz calls the history of Philippine genre painting as 
steeped in the “autochthonous tradition” (which began in the 
1850s and peaked in the 1920s) since, for the longest time, the 
Filipino painter was not exposed to the academism of Western 
art, so “they chose to paint…in the modest way of workaday life,” 
as Lourdes Roa writes in the award-winning book on Philippine 
art history, Art Philippines.

Although trained in the academic style in his formative years, 
Peralta was among those early artists who espoused the 
gradual transition to modern art during the early 20th century, 
embracing the secular and painting from nature (to some extent, 
he was also inspired by Luna’s and Hidalgo’s prowess in their 
Impressionist works during the late 19th century). Living through 
the transition from the conservative Spanish period to the more 
liberal American era, Peralta thus “unwittingly revolted against 
the old ideal in art,” as The Sunday Tribune wrote in its homage 
to Peralta in 1941. 

Peralta was a native of Namacpacan (now Luna), La Union. He 
migrated to Manila in 1884, finishing his primary and secondary 
education there, the latter at the Colegio de San Juan de Letrán. 

It was in Letrán that he first manifested his passion for painting. 
In 1892, Peralta entered the famed Escuela Superior de Pintura, 
Escultura y Grabado, the same institution that honed Luna and 
Hidalgo. 

In 1893, a year into Peralta's higher studies, the Escuela 
came under the sole directorship of Lorenzo Rocha, the 
criollo stalwart of Philippine academism in the second half of 
the 19th century. Rocha mentored Peralta, teaching color, 
composition, perspective, figure drawing, and drawing from life 
and masterpieces. At the Escuela, Peralta bested other students, 
receiving honors and medals in yearly competitions. But in 1896, 
the Philippine Revolution against Spain erupted.

In 1898, Peralta temporarily halted his artistic pursuits and joined 
the Filipino cause for independence from Spain. He enlisted 
in the Philippine Revolutionary Army, working in the office of 
Secretary of War Gen. Baldomero Aguinaldo. Peralta, now a First 
Lieutenant of the General Staff, assisted in preparing plans and 
fortifications.
 
When the revolution concluded, and Spain relinquished its 
control of the islands to the US, Peralta resumed his painting 
career. In 1902, upon the invitation of Don Eulogio Garcia's 
Centro de Artistas, Peralta was appointed professor of Design, 
Decoration, and Landscape. 

Peralta also participated in the 1904 St. Louis World's Fair in 
Missouri, sending several paintings for exhibit and obtaining a 
bronze medal of honor. 

In 1910, Peralta became a member of the Sociedad Internacional 
de Artistas de Manila, then led by Rafael Enriquez, a peninsular 
painter who became the first director of the UP School of Fine 
Arts. Peralta soon joined the UP School of Fine Arts faculty 
in 1918, initially appointed as an assistant instructor before 
being promoted to laboratory instructor and, finally, assistant 
professor. 

By this time, Peralta had become the country's foremost 
scenographic painter, ascending the throne once held by Toribio 
Antillon, who died in 1913. Due to this, the UP administration 
appointed him artist-in-charge of the annual celebrations of UP 
Day, National Heroes Day, and tableaux vivants on campus. 
Starting in 1925, Peralta would also be the main stage decorator 
of the Manila Carnival. Around this time, Peralta mentored a 
fifteen-year-old Vicente Manansala, teaching him the rudiments 
of art, such as drawing and shading parts of the body. 

Peralta joined a committee in 1926 headed by eminent scholar, 
legislator, and historian Teodoro Kalaw in search of Gen. 
Gregorio del Pilar's remains at Tirad Pass. The expedition would 
inspire Peralta to produce a series of works depicting the tragic 
battle that resulted in the death of del Pilar. One of the paintings, 
Tirad Pass (1930), is now on display at the National Museum of 
Fine Arts. 

Ramon Peralta.
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Ramon Peralta (1877 - 1940) 

Country Life
ca. 1900
oil on canvas
27" x 40" (60 cm x 102 cm)

P 800,000
LITERATURE
“Cheer Prevails In Peralta’s Paintings.” 
The Sunday Tribune, September 28, 1941. 
“Peralta exhibit at Intercon.” The Manila Chronicle, 
November 27, 1992. Black-and-white photograph on page 14.

EXHIBITED
Hotel Intercontinental, Peralta…A Retrospective, 
Makati, December 9, 1992

ABOVE: Country Life, as featured in a tribute to Peralta in the September 28, 
1941 issue of The Sunday Tribune. The work is described as follows: "Native 
Philippine life, its quiet rusticity, its glorious hope in toil, fascinated the late 
artist. The rendering of this painting is mural, in intent if not in proportion."

BELOW: Lily Peralta, the artist's granddaughter, posing with the painting 
©The Manila Chronicle

In recognition of his artistic prowess and commitment to art 
education, the UP Board of Regents granted Peralta a European 
scholarship in 1931 for him to specialize in scenic and decorative 
mural painting. Peralta settled in Spain and studied under 
Salvador Alarma, the revered Catalan scenographic mentor 
and painter. Peralta would return to the Philippines shortly, 
reassuming his post as an assistant professor, which he would 
proudly bear until his death in 1940. 

The Sunday Tribune notes, "Native Philippine life, its quiet 
rusticity, its glorious hope in toil, fascinated the late artist." 
This affinity is epitomized in this rare, early work that captures 
Peralta's modernist instincts even at the initial phase of his 
career. Here, rural women are wrapping up their harvesting and 
winnowing duties. The composition possesses a noticeably dark, 
muted palette. The work is characterized by its plein-air quality 
encapsulated in the artist's penchant for the "great outdoors" 
and the accurate depiction of a sunset gradually transitioning 
to dusk.

The painting exudes more of a dignified and humanizing 
atmosphere rather than a charming, idyllic picture of the 
countryside. Peralta's rejection of Filipino beauty standards 
embodied by conservative painting is discerned in the women's 
physiques: full-figured and sturdy. Their bearings and facial 
expressions show Peralta's refusal to kowtow to the romantic 
ideal of the Filipina; they are the dignified cultivators of 
sustenance and possess physical endurance amid their laborious 
toiling in the fields, evoking the old Filipino adage "stronger 
than a carabao," which becomes interesting due to Peralta's 
juxtaposition of the women with an actual carabao that looks 
seemingly wearied.

Interestingly, this is Peralta's most refined, fascinating, and 
largest genre painting to enter the market. Country Life 
encapsulates Peralta in his prime, fostering the cause for the 
eventual transition to modernism, and painting his favorite 
subjects. (A.M.)
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Oscar Zalameda (1930 - 2010)

Landscape 
signed (lower right)
ca. 1980
oil on canvas
29" x 35" (74 cm x 89 cm)

P 700,000
PROVENANCE
Acquired directly from the artist

Oscar Zalameda’s landscapes are imbued with that 
particular kind of cosmopolitan quality mixed with an 
oriental sense of color. In this 1980 landscape painting, 
Zalameda depicts his beloved hometown of Lucban, 
rendered in gay colors of pink, lavender, and light 
blue. The mystical Mt. Banahaw towers prominently 
in the background (Lucban is located at the foot of the 
sacred mountain). The brightly colored houses evoke 
its inhabitants’ gaiety during the Pahiyas Festival, a 
thanksgiving celebration for a bountiful harvest and 

honoring San Isidro Labrador, the patron saint of farmers. 
In the center of the composition stands the 18th century 
Church of Lucban, formally known as the San Luis, Obispo 
de Tolosa Parish Church; it is where the procession 
carrying the images of San Isidro and his wife, Blessed 
Maria Toribia de la Cabeza, starts at 7 AM every May 15, 
the day of the Pahiyas. 

Rendered in his signature high-spirited cubist language, 
the work is Zalameda’s enduring homage to the town that 
birthed and inspired his artistic sensibilities and virtuosity. 

In 1976, four years before this work was created, Zalameda 
returned to the country after a prolific residence overseas. 
He lived in and set up his studio in an apartment complex 
along Makati Avenue and built a house in his native 
Lucban. (A.M.)
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Oscar Zalameda (1930 - 2010)

Flower Girl
signed (lower left)
ca. 1980
oil on canvas
30" x 35" (76 cm x 89 cm)

P 700,000
PROVENANCE
Acquired directly from the artist

Flowers and flower vendors have featured prominently in 
Oscar Zalameda’s sought-after works. With his brightly 
colored compositions, Zalameda evokes romantic 
images of his native Lucban, Quezon, and its exuberant 
thanksgiving festival, the Pahiyas, celebrated every 
May 15 in honor of the town’s patron saint, San Isidro 
Labrador, the patron saint of farmers. 

While living a jet-set lifestyle, Zalameda never once forgot 
his native roots, imbuing his works with the ecstatic 

colors of his homeland—a celebratory nod of profound 
thanksgiving to the prismatic spirit of his motherland. 

Although the work at hand is a manifestation of 
Zalameda’s homage to colorful Lucban, he also injects 
a mystical impression into it, seemingly honoring 
his town’s privilege of resting at the foot of Mount 
Banahaw, arguably the Philippines’ holiest mountain. 
The composition is noticeably ethereal, with Zalameda’s 
application of delicate yet luminous colors adding a layer 
of metaphysical quality to the work. It is as if the woman 
is peacefully sitting on a pile of clouds, with the softness of 
the blue background, her ensemble that complements the 
work’s ambiance, her tranquil bearing, and the palpable 
tenderness of her flowers evoking an idyllic paradise—
utopia if one may call it. (A.M.)
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Betsy Westendorp (1927 - 2022)

Painting #989-99
signed and dated 1999 (lower right)
oil on board
37 1/2" x 63" (94 cm x 160 cm)

P 1,800,000
PROVENANCE
Galleria Duemila, Inc.

LITERATURE
Reyes, Cid. Passages: Celebrating the Artistic Journeys of 
Betsy Westendorp. Manila: De La Salle Publishing House 
and The Metropolitan Museum of Manila Foundation, Inc., 
2021. Published on the occassion of Betsy Westendorp's 2021 
Retrospective of the same name at The Metropolitan Museum 
of Manila. Full-color photograph and painting description on 
page 106.

EXHIBITED
Metropolitan Museum of Manila, Passages: Celebrating 
the Artistic Journeys of Betsy Westendorp (A Retrospective 
Exhibition), Manila, January 29, 2020 - March 15, 2021

The art of Betsy Westendorp captures the beauty 
and purity of flowers, fresh and uncut, never placed 
in a vase but flourishing in their natural setting. 

Her floras awaken the eyes of its beholder to the wonders 
of nature. “I find flowers fascinating. Flowers are for 
everybody,” she once said.

Betsy’s earliest floral subjects were roses and carnations, 
most were gifted to her. Later, she painted her flowers en 
plein air. Her orchid paintings started when she visited 

a greenhouse in Madrid called the Centro de Jardinera 
Bourguignon. She asked permission to paint the orchids 
inside the greenhouse and was fortunately permitted. 
The Spanish-born artist believed that in order to be 
acquainted with her floral subjects, she needed to be 
in their presence. “At the beginning, I had to paint on 
location. So, I can get in touch with the orchids,” she said 
in a conversation with art critic Cid Reyes. “It’s like getting 
to know a person. With flowers, you have to know them 
also.” Betsy even painted with a sprig of orchids hanging 

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

Westendorp pieces have always found favor with all the 
succeeding regimes in Malacañang, as several of her 
works are still displayed in the palace. The Philippine 

government awarded Betsy Westendorp the second 
highest honor next to the Order of National Artists, the 
Presidential Award of Merit for Art and Culture. (P.I.R.)
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Arturo Luz (1926 -  2021)

Quartet Performers
signed (lower right corner, base
stainless steel
31" x 20"x 16 1/4" 
(79 cm x 51 cm x 42 cm

P 500,000
Accompanied by a certificate issued by Luisa Luz-Lansigan 
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

He studied at the University of Santo Tomas 
School of Fine Arts, where he was mentored by the 
renowned artist Guillermo Tolentino.  Luz's journey 
in the art world began with painting, but he 
eventually turned to sculpture in the 1960s. His 
early sculptures were made from wood and 
metal and were often inspired by the human 
form. However, he soon began experimenting 
with other materials, such as marble and 
bronze, and began to focus more on abstract 
forms. Luz’s sculptural practice was born 
out of the opening up of the country 
to not only new and novel concepts 
and ideas, but also the international 
and almost utilitarian predisposition 
of Modernity. Thus, Luz’s minimalist works 
often sought to capture the brevity of shapes 
and forms as a way of understanding the essence 
behind visual languages. (J.D.)
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Jose Joya (1931 -  1995)

Daybreak
signed and dated 1989 (lower right);
signed, titled, and dated November 25, 1989 (verso)
acrylic collage
22" x 29 1/2" (56 cm x 75 cm)

P 2,000,000
Accompanied by a certificate issued by Josefa Joya Baldovino
confirming the authenticity of this lot

LITERATURE
Arcellana, Francisco. Joya. Manila: Dick Baldovino Enterprises, 1996.
Full-color photograph. Listed as "Daybreak, November 25, 1989"
in Joya's Catalogue of Works compiled by Ruben D.F. Defeo.

Earlier in the ‘70s, Jose Joya entered his experimental 
phase. He worked in a variety of media and forms and 
explored the limits of acrylic and collage, resulting in 
oeuvres that revealed multilayered space penetrated 
with vibrant hues and sometimes neutral tones. The 

spectrum of colors on his canvas is believed to draw 
inspiration from tropical landscapes. For the lot at hand, 
the fine artist depicted in his distinct abstract approach 
the time in the morning when daylight appears, and thus 
the title Daybreak. One can also observe in this acrylic 
painting his usual brilliant palette. Furthermore, Joya’s 
iconic textural detail is evident in the gestural strokes that 
create a motion implied in the amorphous forms, and the 
paint seems to be applied intuitively and spontaneously. 
His use of complex swathes of collage effects and 
overlapping strokes shows us how he perceived the world 
with a creative vision that gives importance to controlled 
freedom.

Only two years prior to the creation of this piece dated 
1989, Joya became a recipient of the Order de Chevalier 
des Arts et Lettres from the French government in 1987. 
Then, in 1991, he received the Gawad CCP Para sa Sining, 
the highest award granted by the Cultural Center of the 
Philippines. (P.I.R.)
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Victorio Edades (1895 - 1985)

Muslim Waving Goodbye
signed and dated 1982 (lower right)
oil on canvas
38 1/2" x 33" (98 cm x 84 cm)

P 2,400,000
PROVENANCE
Genluna Gallery, Davao City

Among the pioneers of Filipino Modernism, one 
individual arguably holds the title of having truly 
pushed the movement and the boundaries of art 

forward. Often hailed as the father of Philippine modern 
art, Edades subversive philosophy was a result of the 
artist’s desire to go beyond the dominance of classic and 
genre scenes that dominated the local art scene during 
his time. Edades challenged traditional artistic norms, 
introduced modern techniques, and inspired generations 
of Filipino artists to explore new artistic expressions. This 
desire was further exacerbated by his studies abroad. 
This exposure to international art played a crucial role in 
shaping Edades' artistic vision and fueling his desire to 

LEFT: Edades in front of Modern Art 
Museum. RIGHT: A sticker from GenLuna 
Gallery is attached verso. 

break away from the confines of conventionalism. Edades 
introduced a radical artistic approach that challenged the 
prevailing academic style. He rejected the romanticized 
depictions of Philippine landscapes and traditional subject 
matter, instead embracing a more realistic and critical 
representation of Filipino society. This particular piece is 
emblematic of that novel approach to art. Wherein older 
schools and disciplines of art were focused on recreation, 
Edades wanted to push the limits of the medium. 
Effectively creating works that went against tradition and 
fostered a much more critical disposition towards the role 
of art in society and perhaps even in life. (J.D.)

Malongs and Vintas
By Modern Master
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Manuel Ocampo (b.  1965)

Untitled 
signed and dated 2019 (lower right)
oil on canvas
43 1/4" x 34" (110 cm x 86 cm)

P 300,000

Ocampo’s works have always been seen 
as different, if not subversive. That is not 
to say that this was not Ocampo's intent. 
In fact, the acclaimed artist’s practice 
and philosophy is arguably built upon the 
expressive power of thinking outside of 
the box; straying from the pack. Whether 
socially, politically, or even aesthetically, 
Ocampo wanted his hard-edged and 
seemingly contrarian style to not only 
shock, but to question art and the 
institution that it has built. The acclaimed 
visual artist Manuel Ocampo has always 
been regarded as an irreverent voice in 
the Philippine Art Scene. His works, which 
often feature subversive iconography, are 
regarded as some of the most nuanced 
and complex critical works of visual art in 
the local art scene. This particular untitled 
work seemingly critiques one of the oldest 
institutional practices in the world of art: 
the still-life. Before the 20th century, still 
life paintings carried symbolic meanings 
and served various purposes beyond mere 
representation. Still life paintings often 
conveyed symbolic messages through 
the careful selection and arrangement 
of objects. Each item had a particular 
meaning, creating a visual narrative 
for the viewer. For example, in 17th-
century Dutch still life paintings, a skull 
represented mortality and the transient 
nature of life, reminding viewers of the 
inevitability of death. Similarly, flowers 
could symbolize the brevity of beauty or 
the passing of seasons. Religion played a 
significant role in shaping the meaning of 
still life painting before the 20th century. 
Many artists incorporated religious 
symbolism into their compositions. 
For instance, in Christian art, still life 
paintings often included religious objects 
like crucifixes, prayer books, or chalices. 
These objects served as reminders of 
faith and devotion, encouraging viewers 
to contemplate spiritual matters.

But, as symbols began to become more 
common, the distinct and novel nature of 
art began to lose its edge. For if art simply 

became a collection of symbols, what 
would be the difference between art and 
language? This is what Ocampo arguably 
tries to explore through his still-life pieces. 
Through an unfinished and deliberately 
shoddy approach, Ocampo deconstructs 
the meaning of still-lifes and situates 
uniqueness over mere interpretation. 

Ocampo received his formal education 
in the arts from the University of the 
Philippines. He then supplemented 
this with programs at the California 
State University. He then held his first 
solo exhibit, titled Lies, Falls Hopes, 
and Megalomania in 1988 La Luz de 
Jesus Gallery in Los Angeles. In 1992, 
Ocampo showcased his works as part 

of Documenta IX, the 9th edition of 
the quinquennial contemporary art 
exhibition. He was then given the chance 
to showcase his works at the 1993, 2001, 
and 2017 Venice Biennales. During 
his 2017 biennale, he represented the 
Philippine Pavilion through an exhibit 
titled The Spectre of Comparison which 
features a selection of paintings from 
the 1990s in dialogue with his recent 
works. Ocampo’s works have since been 
exhibited at notable institutions such 
as Whitney Museum of American Art, 
MOCA Museum of Contemporary Art, 
Los Angeles; the Asian Art Museum, 
San Francisco, Museo Nacional Centro 
de Arte Reina Sofia, Fukuoka Asian Art 
Museum and the Fonds National d’Art 
Contemporain. (J.D.)
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Ramon Orlina (b.  1944)

Madonna and Child - 2022 
signed and dated 2022 (bottom)
carved green glass
16" x 10 1/4" x 11" 
(41 cm x 25 cm x 28 cm)

P 2,600,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

Ramon Orlina's ethereal glass sculptures offer a well-
spring of values grounded in the artist's high regard 
for his family, environment, and, notably, his profound 
spiritual connection with his Creator.

In Madonna and Child – 2022, Orlina acquires creative 
inspiration from the enduring religious theme of the 
Blessed Mother carrying the Child Jesus in her loving arms. 
By using the translucent quality of glass, Orlina fosters his 
spirituality and faith in the Almighty. The artist casts a 
divine spell on this work, with the clarity of his medium 
seemingly acting like a portal into paradise and the 
ethereal bliss found in its heavenly domain. 

In a June 26, 2021 Inquirer article by Millet 
Mananquil, titled "Ramon Orlina: Art, 
cars, and family," the artist says, "To 
be a good father, love your wife and 
children. Guide them to be spiritual. 
And lead them into God's ways." 
Orlina's statement resounds through 
this hallowed work, in which the 
highly acclaimed glass sculptor pays 
reverence to his God, the fountain of his 
creative prowess. (A.M.)
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Fernando Amorsolo (1892 - 1972)

On the Way Home
signed and dated 1945 (lower right)
oil on canvas
12" x 16" (30 cm x 41 cm)

P 3,000,000
León Gallery wishes to thank Sylvia Amorsolo-Lazo 
for confirming the authenticity of this lot.

PROVENANCE
Finale Art File, Makati City

Amorsolo would define the good, the true, and the 
beautiful for the ‘Peacetime’ Filipino — a quaint 
term for the idyllic period before the horrors, fire 

and brimstone of World War II. He would singlehandedly 
invent the idea of farmers tilling their rice fields, maidens 
bathing in brooks, mothers tending to noonday meals or 
washing their linen. 

He would go from strength to strength, painting tirelessly; 
and would illustrate commonwealth textbooks and an 
endless stream of magazine covers. Amorsolo would 
animate the Manila Carnival but also paint historical 
allegories for French expositions.

Like his ancestors — Simon Flores and Fabian de la Rosa 
— he would create indelible vistas of the Philippines. In 
the 1930s, he would be selected to provide murals for Juan 
Arellano’s Art Deco elegant monolith, the Metropolitan 
Theater, and also to represent the country at the New 
York World’s Fair.

In 1938, he would succeed his uncle de la Rosa as head of 
the School of Fine Arts of the University of the Philippines.

It would be a perfect time that would be shattered in 
1941.

The man who would tirelessly pursue beauty, however, 
would not be able to unsee the War. For the tortured 
duration of World War II, Amorsolo would watch his 
beloved city of Manila torn to shreds, engulfed bit by bit by 
flames and bombs, witnessing fleeing families tormented 

by crazed soldiers. His daughter Sylvia would recount 
that he would send them to safer quarters elsewhere 
since the family home was across a police station that 
was eventually turned into a Japanese garrison. He 
would follow the horrific news of each day maniacally, 
amassing a huge collection of newspaper clippings and 
memorabilia. One senses that these became the fodder, 
perhaps a therapeutic balm to what ailed his soul at the 
sight of these outrages. He would paint dutifully every 
day, according to his daughter, adamant that he would 
never forget the sights not matter how cruel.

Finally, and miraculously like the rest of the Philippines, 
Amorsolo emerged on the other side of the fiery, 
impossible crucible.  He had survived.

The work at hand, On the Way Home, painted in 1945, 
expresses the relief of a man who had lost all hope — but 
had found it again.

Husband and wife traverse a golden field. The woman 
carries a basket, symbolizing a season of plenty, a harvest. 
They travel unafraid and undeterred. They painting is rife 
with all the symbolisms of Filipino life — a steadfast father, 
wearing a farmer’s straw hat, the comely mother, by his 
side and true. They sit astride a strong water buffalo, their 
faces obscured to embody everyman; they are painted 
in exuberant splashes of color. Amorsolo was painting 
quickly and briskly, in a spirit of triumph.  They are honest 
country folk, on their way home at last to both purity and 
happiness. The pink skies above them herald a return to a 
golden age and the dawn, at last, of a new day. 

A RETURN TO PEACE 
AND HAPPINESS
by L ISA GUERRERO NAKPIL



A Rare 1945 Amorsolo 
Celebrates the End of War
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Dino Gabito (b.  1989)

Shroud No. 61
signed (lower right)
oil on canvas
48" x 72" (122 cm x 183 cm)

P 700,000
Accompanied by a certificate issued by The Metro Gallery
and signed by the artist confirming the authenticity of this lot

EXHIBITED
The Metro Gallery, Setback, San Juan, April - May 2018

The shroud has enjoyed a long history of use and symbolism 
throughout history and across multiple cultures. The origins of 
the shroud can be traced back to ancient times, with evidence 
of its use for protective, ritualistic, and most commonly, burial 
practices. The ancient Egyptians, for instance, wrapped their 
mummified bodies in linen shrouds, believing in their protective 
powers in the afterlife. Similarly, other civilizations, including the 
Greeks and Romans, adopted the practice of shrouding their 
deceased with fine fabrics. Another early use of a shroud can 
be found within the pre-colonial nations of North America where 
it was common practice to wrap the deceased in animal skin, 
while across the Pacific, Aboriginals were practicing something 
similar with animal skins, wild herbs, and flowers. It is thus no 
surprise that often associated with burial, has been woven 

into the tapestry of religious, scientific, and artistic discourse. 
Many objects of importance and works of art have concerned 
themselves with the mysterious allure of the shroud. From relics 
such as the Shroud of Turin and the Sudarium of Oviedo, to more 
recent pieces such as Shirazeh Houshiary’s 2000 piece titled 
Shroud. One might see humanity’s shared interest in the use of 
the shroud as an act of concealment.

But, in true dialectical fashion, one can argue that the things we 
conceal, in turn, reveal something else. In our attempt to conceal 
the dead, one might suggest that such an act is an act born 
out of a fear of losing one’s humanity. Whether one ascribes 
our innate uniqueness in the chain of being towards our souls, 
minds, or rationality, it is often painstakingly clear that in death, 
whatever that is is now gone. In the use of the shroud we reveal 
our insecurities, our vulnerabilities.

But Dino Gabito’s now iconic use of the shroud in his artistic 
practice has seemingly turned a perceived fear over its head. 
Unlike most popular iterations of the shroud, whether for 
ritualistic or aesthetic purposes, Gabito’s shroud is depicted as 
dynamic, moving, almost as if it were alive. Such an approach is 
arguably uncommon, if not novel. In doing so, Gabito seemingly 
suggests that our humanity is located not in what separates us 
from other beings, but in our awareness that much like everything 
else, we are vulnerable as well. Gabito’s shroud no longer exists 
to conceal, but to reveal that even in our most vulnerable states 
we are bursting through the seams. (J.D.)
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Angelito Antonio (b.  1939)

Taga-Barrio
signed and dated 1981 (upper right)
oil, charcoal, and pastel on canvas
36" x 36" (91 cm x 91 cm)

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

PROVENANCE
Private Collection, Manila

Taga-Barrio is among the oeuvres that reveal all the 
charms remarkable in the art of Angelito Antonio.

The most notable is his predilection for the folk genre – an 
artistic trait that he and his wife who is also a fellow artist, 
Norma Belleza, share. As observed in the lot at hand, 
Antonio is truly drawn to depict the day-to-day life of the 
native folks. The people that inhabit his canvases often 

are cockfighters or vendors, but in this painting is a family 
in their home.

His characteristic use of color is also present in this 
painting, particularly his luminous shade of yellow and 
his black that juxtaposed with strong primary or muted 
tertiary colors. Well, early in his artistic career, Antonio 
opted for monochromatic tones. However, later, he 
was able to hone a unique brand that highlighted his 
individuality through the use of color schemes, resulting 
in a palette that is intense and saturated.

Furthermore, this painting exhibits the figurative-
expressionist approach that made the modernist rise to 
prominence. He is said to be inspired by the likes of Pablo 
Picasso, but his art at first showed the influence of Vicente 
Manansala. Still, his art remains Filipino in color, flavor, 
and context.

In 1984, only a few years after Taga-Barrio was created, 
Antonio received the “Patnubay ng Sining at Kalinangan 
Award” from the City of Manila. (P.I.R.)
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Ronald Ventura (b.  1973)

Profile
signed and dated 2010 (lower right)
mixed media
72" x 48" x 11 1/2" (183 cm x 122 cn x 29 cm)

P 3,000,000
PROVENANCE
Private Collection, Italy

LITERATURE
Ventura, Ronald, Primo Giovanni Marella, Adjani Arumpac, 
Alice G. Guillermo, Daniela Palazzoli, and Igan D'Bayan. 
Realities: Ronald Ventura. Bologna: Damiani editore, 2011. 
Full-color photograph and painting description on page 73.
Woon Tai Ho. "Contemporary Hits." The Business Times, 
May 14, 2010. Full-color photograph on page 29.

“I came into a place mute of all light,
Which bellows as the sea does in a tempest,
If by opposing winds ‘t is combated.

The infernal hurricane that never rests
Hurtles the spirits onward in its rapine;
Whirling them round, and smiting, it molests them.

When they arrive before the precipice,
There are the shrieks, the plaints, and the laments,
There they blaspheme the puissance divine.

I understood that unto such a torment
The carnal malefactors were condemned,
Whose reason subjugates to appetite.”

-  DANTE’S  INFERNO ,  FROM THE DIVINE COMEDY

In her essay "Human Study and the Politics of Gender," 
published in the book Realities: Ronald Ventura, the 
eminent art critic Alice G. Guillermo writes: "With 

his 2008 National University of Singapore solo show, 
"Mapping the Corporeal," the artist [Ventura] seems to 
leave behind as an episode the idealized nudes coming 
into their own and focuses on other hitherto untouched 
aspects of the human animal: his overwhelming carnal 
appetites that distort his human nature. This direction 
has led to grotesqueries and monstrous creatures with 
exposed viscera where the cravings take over the higher 
faculties…."

It is in this relevant quote from Guillermo that Ventura 
steers this work titled Profile. The work forms part of a 
series of exploits for Ventura regarding the correlation 
between humanity and the modern-day inferno we 
inhabit, which strongly began in his iconic and highly 

acclaimed 2005 exhibition Human Study, mounted in 
both his home country and Sydney, Australia.

Here, we see a naked, decapitated human body with its 
veins and arteries exposed. Canvases seemingly appear 
as replacements for its head, where the human brain, 
the faculty for rationality, dwells. The overall work sees 
a ghastly amalgamation of the macabre and surrealism. 

Harrowing images of Ventura's trademark surrealism 
populate the canvases. One painting in the center 
particularly fills in for the man's head; it depicts a centaur 
(tikbalang in Philippine mythology), characterized by 
its virile bearing, brawny physique, and the horrifying 
ballooning of its testes. 

Ventura paints an overall image of a human profile of 
carnal desires taking over rationality and willpower. It 
becomes more compelling when situated within the larger 
context of machismo, misogyny, and the commodification 
and exploitation of women’s bodies prevailing in a 
macho-feudal and patriarchal society. The man’s veins 
and arteries have blackened, seemingly being poisoned 
by lechery. A half-open zipper runs through the center of 
his body, revealing the animal inside when expanded. The 
image of the centaur, representing the insatiable lust for 
flesh, has taken over the man's brain, symbolizing how 
animalistic instincts and impulses have driven him into 
savagery and assault towards other humans, and thus, 
trampling on their inherent and inviolable dignity. 

More tormentingly, images of teddy bears and rainbows 
appear. Is Ventura painfully alluding to child molestation?  

The images in the respective canvases appear behind 
ominous fumes of smoke akin to a horror movie setting 
or a psycho-killer thriller film. They seemingly appear as 
ghostly images from Dante's Inferno, particularly the 
narrative where Dante and Virgil leave Limbo, the first 
circle of hell, and enter the second circle, where "carnal 
sinners who subordinate reason to desire" are condemned 
to eternity. 

Ventura depicts an image of humanity metamorphosing 
into an infernal incubus. 

A conundrum and riot of images capture anarchic tension, 
the Armageddon of humanity towards its profanity. A 
lighter can be seen in the lower-left corner of the work. 
It may signify two things: igniting the inferno of savage 
carnal hunger or suppressing it and enkindling the flame 
of rationality, the impulse to safeguard and foster others' 
autonomy and sanctity. 

Lastly, Ventura grippingly asks through this work: Is 
humanity becoming the beasts it once feared? (A.M.)
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Florencio B. Concepcion (1933 -  2006) 

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

P 700,000
PROVENANCE
Finale Auctions, Finale Auctions: Fine Art, 
Makati City, 18 - 19 May 2019, Lot 22

Florencio B. Concepcion’s art is notable for its soothing 
spectrum of colors painted in abstraction instead of 
simply creating a poetic portrayal of a subject or object. 
Oftentimes described as ethereal and divine, the oeuvres 
of the maestro are perceived as processes rather than 
products. To truly appreciate a Concepcion piece, one 
must see it in person and experience the mood it exudes.

This oil painting embodies the masterful approach of the 
revered artist in abstraction. His signature palette and 
fine-tuned brushwork is exhibited in the canvas. His hues 
are always harmonious, complementing his trademark 
evocation of spatial depth through the texture of the 
medium. The colored oils were brushed smoothly over the 
canvas in a horizontal motion, blending seamlessly and 
freely with another — a result of Concepcion’s transition 
from impressionistic landscapes to abstract expressionist 
works, which began in the 1950s. And, similar to every 
other Concepcion piece, this one allures its audience into 
serene contemplations. (P.I.R.)
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Arturo Luz (1926 - 2021)

Imaginary Landscape
signed (lower right)
dated 2005
acrylic on paper
21" x 35" (53 cm x 89 cm)

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

PROVENANCE
Private Collection, Manila

Asia’s monumental landmarks were reconstructed as 
abstract panoramic landscapes in the hands of Arturo 
Luz. The palaces and temples that inspired his oeuvre 
have been notable since ancient times, but some of 
the settings he also depicted are nowhere to be found. 
As observed in this acrylic piece, a never before seen 
architecture but is familiar to the eye inhabits the canvas. 

That is not to say, though, that the artist simply drew a 
random structure because it was actually culled from 
his vivid memory. His recollections of the extensive Asian 
pilgrimages he embarked on in the late ‘80s, supported 
by the photographs he took with his film camera, resulted 
in a series called Cities of the Past, which included works 
with the title: Imaginary Landscapes.

For the National Artist, his architectural paintings have 
“one common element: they are not literal but rather 
composite images from memory. They are imagined, 
transformed, invented.”

The structures in this series were deconstructed of their 
defining characteristics, retaining only their simplest 
elements but never sacrificing their magnificence. Owing 
to his iconic brand of abstract-minimalist art, the lines 
that formed into grids created a pictorial surface that 
penetrated and animated the desolate space with its 
imposing upward movement. (P.I.R.)
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Tam Austria (b.  1943)

Fiesta Scene
signed and dated 1976 (lower right) 
oil on canvas
36" x 60" (91 cm x 152 cm)

P 500,000
PROVENANCE
Private Collection, Manila

Tam Austria is widely revered for his mastery of 
watercolor, a medium that allows him to express 
his artistic vision with finesse and subtlety. His 

delicate brushwork, meticulous attention to detail, and 
ability to capture the nuances of light and shadow 
demonstrate his technical prowess. With a masterful 
command of the watercolor medium, he creates ethereal 
and evocative compositions that transport viewers into a 
realm of beauty and contemplation. 

His works often revolve around the beauty and serenity of 
nature. Inspired by the landscapes, flora, and fauna of the 
Philippines, he creates paintings that exude tranquility, 
harmony, and a sense of awe. Through his meticulous 
brushstrokes and careful layering of colors, Austria invites 
viewers to connect with the inherent grace and majesty 
of the natural world. But what arguably sets Austria 
apart from his peers is the perceived lightness of his 
works. While, relatively speaking, most artists belonging 
to Austria’s generation often employed a hard-edged, 
rough, and almost utilitarian approach to their works, 
Austria has managed to utilize his chosen medium to full-
effect. Bringing out the airy and graceful essence of both 
his style and subject-matter. (J.D.)
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176  PROPERTY FROM THE COLLECTION OF A DISTINGUISHED FAMILY

Cesar Legaspi (1917 - 1994)

Orchids
signed and dated 1985 (lower right)
oil on canvas
30" x 22" (76 cm x 56 cm)

P 800,000
PROVENANCE
Acquired directly from the artist

Apart from elusive works that evoke deep and powerful 
emotions, Cesar Legaspi also painted flowers. A charming 
subject since ancient times, flowers portrayed in art could 
symbolize love, passion, and purity. For the lot at hand, 
orchids are the chosen muse, and this kind of flower is 
said to represent beauty, femininity, and even affection 
for the dead. The artist was renowned for his distinctive 
style and daring themes, and thus his floral paintings 
are regarded as more than imaginative decorations. 

His still life compositions of flowers were the physical 
manifestations of his recurring interest in natural life.

The petaled plants, a theme that is considered unique 
from the usual ones he pursued throughout his artistic 
career, were depicted often as freshly-cut and arranged 
in an ornate vase on a cloth-covered table. However, as 
observed on the canvas, the orchids bloom in their natural 
state, beautiful and glowing in the dark background.

Years after the Legaspi oil piece was created in 1985, his 
career and contributions to the modern art world led him 
to be granted the most-coveted title of National Artist in 
1990. (P.I.R.)
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177  PROPERTY FROM THE LLITA TORRALBA LOGARTA COLLECTION

Manuel Rodriguez Sr. (1912 - 2017) 

Artists in Central Park, N.Y.C. 
signed and dated 1993 (lower left)
acrylic on artist paper
24" x 30" (61 cm x 76 cm)

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

PROVENANCE
Heritage Art Gallery

Although most noted as the Father of Philippine Printmaking, 
Manuel Rodriguez Sr. also crafted numerous masterful works 
with oil painting. He engaged in painting to considerable 
acclaim while aligning himself with the modernists. His technical 
capabilities with prints were excellent, but he was as well playful 
with colors, forms, and much later in his career, textures. Be it 
abstract or figurative, a penchant for color is often expected in 
the oeuvres of Rodriguez Sr.

The admired paintings of Mang Maning, as he was fondly 
referred to by his fellow artists, are mostly his multicolored 
representations of pastoral life and rustic celebrations. In this 
particular oil on paper piece, the modernist master showcases 
his unique and unparalleled knack for figurative forms. His 
figurative approach resembles impressionism, and his brand of 

pointillism evokes nostalgic memories and familiar scenes. Early 
in his career, Rodriguez Sr. was mainly concerned with the natural 
beauty of his surroundings, given that he was mentored by the 
likes of Fernando Amorsolo and Fabian de la Rosa. However, 
while Rodriguez Sr. spent most of his life outside the country, his 
subjects never veered away from local themes, always harking 
back to his beloved hometown of Cebu.

A year before his passing in 2017, the mayor of New York City, 
Bill de Blasio, issued a proclamation that declared August 17, 
2016 as “Manuel Rodriguez Sr. Day” in recognition of the artist’s 
contributions to society through art. (P.I.R.)
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Isabel Diaz (b.  1943) 

Untitled
signed (lower right)
dated 2006
sketch on arch paper
37" x 48" (94 cm x 122 cm)

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

Famous artists such as Claude Monet and Georgia 
O’Keeffe who were enamored with the beauty and 
rich hues of flowers might have been cast with the 
same spell as Isabel Diaz, who has focused on the 
pelated-plants as a subject in her still-life paintings. 
A visual splendor that invites its beholder to 
contemplate on nature’s wonders, her canvas abloom with vivid 
colors and grand forms, almost crowded like massive bouquets, 
giving the impression of abundance and prosperity. For the lot at 
hand, however, Isabel’s brilliant palette is absent, letting our eyes 
linger on her deft sketch instead. This particular piece proves 
that flowers are admired not only for their beauty but also for 
their environmental significance and aesthetic symbolism.

Aside from flowers, Isabel also paints palms and portraits. The 
Philippines Tatler has called her “word-class” as an artist, but 
she remains humble nevertheless. "I usually don't want to talk, 
even about myself," admits Isabel. Her first solo show was in New 
York, 1972, which was followed by several exhibits at prestigious 
art galleries in the city – Bergdorf Goodman, Zoltan Gallery, and 
Bonwit Teller. (P.I.R.)
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Fernando Amorsolo (1892 - 1972) 

Portrait of a Spanish Woman
signed and inscribed Madrid (upper right);
dated 1919 (verso)
oil on canvas
21 1/2" x 16 1/2" (55 cm x 42 cm)

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

In 1919, a twenty-seven-year-old Fernando Amorsolo 
sailed to Spain under the auspices of Don Enrique 
Zóbel, who had offered him a grant to study abroad. 

Just a year prior, Amorsolo had been promoted from 
instructor in Elementary drawing to instructor in painting 
in his alma mater, the University of the Philippines School 
of Fine Arts, where he had graduated in 1914. 

Don Enrique Zóbel was particularly fond of the young 
Amorsolo and his works. As quoted by Alfredo Roces in his 
seminal monograph on Amorsolo, Don Enrique elucidated 
in the following words his high praises for the young artist: 
"I know your work quite well…and I appreciate very much 
what you are doing for art in this country." Don Enrique 
remarks. "But I think you need to study more. You must 
go to Europe, study there, and visit the art galleries of the 
world. It will help improve your art."

When Amorsolo left for Spain, Don Enrique provided 
him with an additional monthly pension of 200 pesos, a 
portion of which he gave to his wife, Salud, and their child, 
in Manila. 

Upon his arrival in the Iberian Peninsula, Amorsolo 
settled in Madrid and immediately started his studies at 
the Real Academia de Bellas Artes de San Fernando, the 
same prestigious institution where Luna, Hidalgo, and 
Amorsolo's uncle, Fabian de la Rosa, studied. 

In his leisure time, Amorsolo had the opportunity to visit 
the Prado Museum, where he, as Roces puts it, "obtained 
permission to make a copy of [Francisco] Goya's "Maja 
Desnuda" and [Diego] Velazquez's portrait of "Don 
Fernando de Austria." This he had done in fulfillment of 
his patron, Don Enrique's wishes and conditions. 

Roces succinctly narrates that Amorsolo "seemed to have 
had little time for the bohemian frolics of artists in Europe 
at the time, prodigiously sketching and painting instead." 

Despite his limited finances, Amorsolo produced many of 
his best works during this period, including El Violinista 
(1919), from the collection of Don Luis Araneta, and the 
work at hand, 1919's Portrait of a Spanish Woman.

In Portrait of a Spanish Woman, from Amorsolo's brief yet 
prolific seven-month Spanish sojourn, one can see heavy 
influences of his luminary Velazquez: the sitter's highly 
individualistic attribute, the naturalism of the overall 
composition, and the trademark chiaroscuro, of which 
Velazquez was a virtuoso and one that Amorsolo would 
become revered for throughout his career. 

In the March 6, 1920 issue of the newspaper Manila 
Nueva, Amorsolo reveals that Velazquez is, in his own 
words, "indisputably number one" in his list of highly 
regarded artists whose magnum opuses he saw at the 
Prado. 

Amorsolo first encountered Velazquez's works while still 
a UP student. Its director then, Rafael Enriquez, was 
described by Amorsolo's friend Dominador Castañeda in 
his 1972 book Art in the Philippines as someone "whose 
forte was to lecture on the thoroughness of Velazquez's 
manner of painting and the vividness of his colors."

"Amorsolo experimented with Velazquez's use of delicate 
grays in his pigments," says Castañeda in the same 
monograph. "And also attracted by the bright colors of 
Monet and other impressionists, like Sorolla and Renoir, 
he used these bright colors but toning them down with 
the delicate grays of Velazquez…Thus, the Amorsolo color 
was born." 

Portrait of a Spanish Woman is a testament to Amorsolo's 
fertile mind and perseverance in fine-tuning his craft. It is 
a tangible heralding of the artist's penetrating influence 
in the decades to come. (A.M.)

Fernando Amorsolo as a young man in his studio in Spain.
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Emmanuel Garibay (b.  1962)

Liyab
signed and dated 2016 (lower right)
oil on wood
24" x 12" (61 cm x 30 cm)

P 180,000

Fire has long been associated with 
enlightenment, transformation, and 
purification. In the Bible, the descent 
of the Holy Spirit upon the Apostles in 
the form of tongues of fire symbolized 
the start of their mission to proclaim 
the Gospel to the Gentiles. In Greek 
philosophy, fire represents energy and 
passion. There is also this myth of 
Prometheus, who stole fire from the 
gods and gave it to humans, endowing 
them with intelligence and civilization. In 
simple cooking, fire transforms food from 
its crude, unprocessed, and unpurified 
state into something that sustains and 
nourishes humanity’s survival. 

Fire is also associated with destruction. 
And it is in this affiliation that Emmanuel 
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Mark Andy Garcia (b.  1984)

Sunflowers 5 
signed and dated 2021 (lower right)
oil on canvas
24" x 24" (61 cm x 61 cm)

P 70,000
Accompanied by a certificate issued by 
Finale Art File and signed by the artist 
confirming the authenticity of this lot

The oil painting at hand, a still life with 
seven sunflowers in a vase, is among 
the works of Mark Andy Garcia that pay 
homage to Vincent van Gogh and his 
sunflowers. In both their depictions of 
sunflowers, Garcia and van Gogh share 
a love of light and colors that convey 
specific attitudes. Also known as the anti-
trend painter, he informed in an article 
from Manila Bulletin that his pieces 
focus on telling stories that he himself 
understands. His still life images take 
inspiration from his personal experiences.

“It’s important to me that I only paint 
what’s within my territory. That’s why I 
value my experiences because these are 
what influences me on what I am going 
to create,” Garcia shared in the said 

article published in 2021, which is also 
the year this piece was dated. “When you 
do things that are not naturally you, your 
audience will feel that your work is just a 
copycat.”

Garibay steers this work titled Liyab. 
Here, the artist depicts a woman with 
long brown hair and an aloof facial 
expression. She wears a white dress and 
holds a burning paper. Is it a letter from 
a past lover? Is it a hidden page from her 
diary? Does it contain dark secrets about 
her personal life? But it remains clear 
that the woman wants to burn things 
from her past that she no longer wants to 
be associated with. Her cold expression 
shows that she is without remorse in 
alienating her past from her present and 
even her future. In this regard, Garibay 
shows fire’s beautiful contradiction: 
a destructive force that engenders 
something renewed, resurrected, and 
revitalized. 
 
The composition is like a window or an 
enchanted mirror in which one can peek 
through the thoughts and emotions 
of the subject. As such, Garibay, the 
compelling storyteller, offers a multitude 
of perspectives in this thought-provoking 
piece. (A.M.)

In 2021, Garcia was included in five group 
exhibitions, among those was “Art Fair 
Philippines” at Silverlens Gallery. Makati 
City, Philippines. (P.I.R.)
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Anton Mallari (b.  1981) 

Halimuyak Series VI
signed and dated 2018 (lower right)
oil on canvas
48" x 72" (122 cm x 183 cm)

P 300,000
PROVENANCE
Blanc Gallery, Quezon City

“Eros, again now, the loosener of limbs troubles me,
Bittersweet, sly, uncontrollable creature….” ― SAPPHO

Love has also been at the heart of a number of 
philosophical inquiries. Dating back to antiquity, the 
question of love has eluded even the most enlightened 
thinkers. For Plato, love is a longing for the eternal 
and a desire for beauty and truth. He argued that 
love is a spiritual and intellectual pursuit that aims at 
transcending the physical world and attaining a higher 

form of love and understanding. Meanwhile Aristotle 
posited that love is a mutual and virtuous relationship 
between two individuals. He emphasized the importance 
of friendship, companionship, and shared values as the 
foundation of love. According to Aristotle, love involves a 
deep connection based on respect, trust, and the pursuit 
of common goals. But thousands of years later, we are 
still dumbfounded about its true nature. Perhaps our lack 
of understanding is not a lack of knowledge per se, but 
rather a matter of merely looking at only a small part of 
a bigger whole. Perhaps the true nature of love can only 
be understood and expressed not only through written 
and verbal language, but also through the visual as well. 

Anton Mallari’s Halimuyak series examines the nature 
of love through a number of specific scenes that are 
both distinct yet universal. In it, Mallari’s scenes explore 
themes and gestures of intimacy that elevate them 
to the phenomenological and the sensual. Though an 
understanding of love has yet to fully reveal itself to us, 
what Mallari offers us is assurance. That love, no matter 
how grand, exists even in the smallest of spaces. (J.D.)



L E Ó N  G A L L E R Y261

183

Charlie Co (b.  1960)

Here They Come Again
signed and dated 2012 (upper right)
oil on canvas
72" x 72" (183 cm x 183 cm)

P 600,000
PROVENANCE
The Ritz Towers, Makati City

*This lot is sold to benefit the restoration/renovation 
projects of the The Ritz Tower

Constructed in 1982, The Ritz Towers sits on some 
6,755 square meters along Ayala Avenue.

A sought-after location in Makati CBD, it is 
considered one of the most exclusive addresses in 
Metro Manila. The residential complex consists of 
two towers labeled A and B, both 28 stories high 
and with a total of 216 spacious units. Residents 
have access to multiple facilities and amenities 
like a swimming pool and large sundeck, function 
room, fully-equipped gym, and kid’s play area – all 
of which have been recently renovated along with 
the main and lift lobbies.

Entitled “Here they Come,” by the expressionist 
and surrealist artist Charlie Co, the painting has 
graced the lobby of The Ritz since 2013.

Continuing with his surrealist-expressionist 
paintings imbued with themes of social realism, 
Charlie Co’s Here They Come Again is a compelling 

critique of the country’s elections and the overall fragility 
of Philippine (procedural) democracy. 

The work depicts three figures rendered in Co’s trademark 
satirical style. They appear as acrobats dressed in circus 
clothes, all the while riding a unicycle and blowing 
trumpets. Microphones suspend from an invisible ceiling, 
further resounding the blare of their trumpets. Confetti 
falls from above, signifying a “celebratory atmosphere.”

Co painted the work in 2012, a year before the 2013 
Philippine midterm elections. The artist says the piece is a 
visual allegory for politicians campaigning and laying out 
their deceptive platforms to the people, sham manifestos 
that they would only use to leverage their self-serving, 
mercenary interests.

The three figures represent the connivance of imperialism, 
feudalism, and bureaucrat capitalism, the three ills of 
Philippine society. The Philippines’ electoral system only 
allows those with the best political machinery to win—
and these winning candidates usually come from the 
big comprador-landlord class, agents of imperialists and 
monopoly capitalists in protecting their vested economic 
interests in the country. They are trained to become the 
bureaucrat capitalists, the lapdogs of imperialism in the 
government, be it on a national or local government 
scale. 

Under this system of procedural democracy, the people 
are manipulated to believe they are participating in 
choosing their representatives in the government. US 
imperialism has been instrumental in determining 
the election results. It installs its local agents in the 
government, resulting in puppet regimes with cosmetic 
reforms and mercenary interests. Especially in the age 
of the internet and social media, big foreign political 

The Ritz Tower, Makati

firms and strategic communication companies engage 
in violating our data privacy and launching misleading 
propaganda in favor of the “imperialist bet,” thus 
manipulating the people. 

In this semi-colonial and semi-feudal system, we only have 
the illusion of choice in our elections: different political 
parties but the same oppressive classes. A revolutionary 
and progressive resistance may be the answer to these 
entrenched ills. (A.M.)
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Eduardo Castrillo (1942 - 2016)

The Race to Progress 
signed and dated 11-79 (right)
bas-relief sculpture in antique and sanded finish 
30" x 86" (76 cm x 218 cm)

P 1,600,000
Accompanied by a certificate issued by Nixxio L. Castrillo 
confirming the authenticity of this lot

The 1970s marked Eduardo Castrillo's artistic coming of 
age. During that decade, Castrillo was at the forefront of 
Philippine sculpture. In 1970, he became one of the first 

recipients of the inaugural CCP Thirteen Artists Awards. In 1971, 
Castrillo received a string of prestigious awards: the Republic 
Cultural Heritage Award, the Araw ng Maynila Centennial 
Award, the Outstanding Makati Resident Award, and the Ten 
Outstanding Young Men Award. 

It was also in 1971 when Castrillo became the Philippine 
representative in Sculpture at the Paris Biennial. There, he 
became convinced that "some of his techniques are not being 

used in Europe, particularly embossed copper, and constructed 
and welded brass," as Alfredo Roces writes in his book Breaking 
Out: An Eduardo Castrillo Sculptural Tour. He also visited 
Germany in 1974 as a cultural visitor and guest lecturer upon 
the invitation of the Federal Republic of Germany, becoming the 
first Filipino sculptor to do so. 

Castrillo also created many of his most iconic works during this 
decade: La Pieta (1971); The Redemption (1974); The Spirit of 
Pinaglabanan (1974); Rajah Sulayman (1976); Pillar of Growth 
(1977); and The Organized Quest for Health (unveiled at the 
World Health Organization Center, Geneva, Switzerland, 1979). 

Maturing in the '70s, Castrillo integrated his art within the larger 
context of societal struggle against the dictatorship of Marcos, 
Sr. Castrillo found empathy with the toiling masses, drawing from 
his distressed and deprived younger years. From his first major 
public sculpture, 1966's Youth's Cry of Defiance, installed at Fort 
Santiago, which encapsulates the revolutionary rage of the youth 
during Marcos Sr.'s first term (characterized by indiscriminate 
borrowing of funds for his edifice complex and granting behest 
loans to his cronies), Castrillo's social conscience and the social 
imperative of art that is in line with the masses' interests and 
ideals are evident. Even Castrillo's entries to the Paris Biennial, 
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Clash and Oppressed, deal with the struggle against injustice in 
Philippine society. 

In 1968, Castrillo became involved in the protests against the 
brewing dictatorship. For his association with the opposition, he 
would be incarcerated in 1976, receiving death threats, and his 
Makati studio mysteriously burned down. 

From 1973 to 1980, Castrillo worked on his Catharsis series 
to vent out his rage against the social cancer and his burning 
desires for radical societal development. Roces notes that "on the 
strength of his Catharsis series alone, Castrillo has hammered 
out a secure niche in Philippine art."

Castrillo created the work at hand concurrently with the Catharsis 
series. It depicts a congregation of people gathering in solidarity, 
with their fists raised and their physiques as sturdy as their 
aspirations for the motherland. They concertedly bolt toward 
that elusive yet realizable vision of genuine progress, proving that 
they are the makers of history and the potent force in achieving 
a progressive society. Castrillo created the piece in 1979, the 
height of Martial Law and a time of economic fragility due to 
the ills of a neoliberal economic trajectory—the liberalization of 
the economy to foreign monopoly capital, inducing a foreign-
investment-driven and export-oriented industrialization, killing 

our industries, hampering national development, and further 
worsening the inequality gap between the rich and the poor. 

The jagged planes powerfully evoke an agitating feeling. The 
horizontal lines and orientation convey a sense of moving 
forward and Castrillo's amplification of the peoples' eagerness to 
liberate themselves from darkness. The Race to Progress not only 
encapsulates Castrillo at the peak of his creative prowess but, 
moreover, his unswerving commitment to make art that echoes 
the people’s desire for liberty from socioeconomic distress and 
inequality, repression, and fascism. The work can also be seen 
as a precursor piece that would culminate in Castrillo's Inang 
Bayan (Bantayog ng mga Bayani, 1992) and People Power 
Monument (EDSA, 1993), monuments that embody the nation's 
struggle towards democracy. 

Castrillo once said in a 1974 interview with the Associated 
Press: "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 the great 
number of people…."

Indeed, no one should be left in the race to progress—that 
painstaking yet rewarding path to emancipation. (A.M.)



LOT 111

Romulo Olazo (1934 - 2015) 

Diaphanous B-XLIV
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LOT 154

Fernando Amorsolo (1892 - 1972)

A Firelit Night with Musicians 



LOT 24

Ang Kiukok (1931 - 2005) 

Seated Figure



LOT 63

Benedicto Cabrera (b. 1942) 

Imaginary Portrait of Sabel II
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RO M E O  TA B U E N A  (1921 - 2015)

Madonna
signed and dated 1963 (upper right)
egg tempera on board
30" x 24 1/2" (76 cm x 62 cm)
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LOT 136

Mauro Malang Santos (1928 - 2017)

City Vendor
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