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Foreword
Dear Friends,

León Gallery is honored once more to partner with the prestigious Asian Cultural Council 
(ACC) to raise funds in support of giving grants to Filipino artists in the pursuit of excellence 
through study and exposure abroad.

We humbly present to you this catalog which features the fruition of the difficult task  
to secure the hard-fought honor to handle what is inarguably the most famous and  
important work of the great National Artist and ACC grantee Jose T. Joya.  Perhaps  
to date, no other work has been published, awarded, and exhibited more than this work 
that graces the cover of this catalog — the stunning 1959 ‘Space Transfiguration.’

The Golden Years of Philippine Modern Art are further represented by stellar works:  
A 1960 Anita Magsaysay-Ho from the collection of one of her closest friends; a 1960  
Fernando Zóbel from an American Collection; and a 1957 Arturo Luz from a private  
European Collection.  These works would be original counter-weights to round out  
— or begin — any collection.

The late antiquarian Ramon N. Villegas had been known to collectors for having kept  
the very best for himself.  León Gallery has again been given the honor to handle some 
exquisite pieces from his personal reserve such as the pristine 19th Century Sheraton 
Sideboard . This remarkable piece was just exhibited at the “Curated by Federico de Vera” 
exhibition at the Ayala Museum which featured objects that define Philippine art and  
culture. For the discerning purist, who is particular about wanting everything original,  
then this is for them.

Equally enchanting are two chairs of Tampinco from the legendary Maximo Viola  
Collection.  These pieces, perhaps the only ones left with the family, are part of this  
unforgettable auction.

Exceedingly rare and historically important Bonifacio documents, consisting of three 
extraordinary letters to the great man’s best friend Emilio Jacinto, Jacinto’s appointment 
papers and its philatelic cover make this auction even more phenomenal.  Three of the 
documents were written after the tumultuous Tejeros Convention which unseated Bonifacio 
and installed his nemesis Aguinaldo as president. All were created in the very last weeks,  
if not days, before Bonifacio’s arrest, trial and subsequent liquidation.

On behalf of the staff of Leon Gallery, we invite you to be part of this sale, in conjunction 
with Art Fair Philippines which happens on the same week, on Saturday, March 3, 2018.

Jaime Ponce de Leon 
Director

León Gallery
F I N E  A R T  &  A N T I Q U E S
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Once again, we set sail to navigate another exciting year of fostering new connections 
and anchoring lasting friendships.

We chart another course of partnership with Jaime Ponce de Leon as we acknowledge 
Leon Gallery’s role in helping us steer and carry out our aims for the advancement of 
Filipino artists and scholars.  With pride in the Filipino artistry, we launch the 2018 
ACC Philippines Art Auction featuring a collection of foremost Philippine artworks and 
important masterpieces by our National Artists. 

As always, we present this special fundraising event, curated by Leon Gallery, to all our 
donors, friends, patrons and trustees to whom we are most grateful for. We sincerely 
commend their kindness in choosing to journey with us every year to support the ACC 
Philippines Fellowship Program. 
 
With assistance from our partners in ACC New York, more and more artists and 
institutions are enabled togo on studies and residencies in Asia or the United States, 
participate in arts immersions, cultural exchanges, and creative collaborations through 
the ACC grant.  With marked vibrancy, artistsreturn with a renewed sense of purpose. 
Thereafter, their accomplishments and pursuits offer a glimpse of the impact from the 
international exposure and creative experience. Amidst all these, we glide with joy 
and cheer on their triumphs as we remain optimistic and ever more inspired to work 
further and go the distance. 
 
We hope that you can all join us in further supporting the spiritual and technical 
growth of Filipino Artists as they try to immortalize our Heritage through their  
endeavors.
 
Cheers!

Ernest E. Escaler 
Chairman, ACC Philippines Foundation, Inc. (ACCPFI)
Trustee, ACC New York

Asian Cultural Council Philippines Board:  
Front Row (L-R):  Missie Rennie, Ruby Shang, Yuji Tsutsumi, Wendy O’Neill, Ernest Escaler, Mercedes 
Zobel, Susan Rockefeller, Isabel Caro Wilson, Maribel Ongpin, Nelly Fung 
Second Row (L-R): Tess Rances, Josie Natori, Louie Locsin, Dr. Joven Cuanang, Ching Cruz, Maria 
Spears, William Spears, Kenneth Fung, David Rockefeller Jr., Rajo Laurel, Marissa Fung Shaw, Malu 
Gamboa, Yumiko Tsutsumi
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As one of the founding members of the Dimasalang Group, Romulo Galicano rejected 
the high-midedness of Modernism and instead focused on sharpening the exacting 
techniques of figuration to achieve the most life like of forms.  In this particular sketch 
of a nude, Galicano offers the viewer an insight into the germination of his process, 
which reveals that it is not all about a fidelity to reality but also an infusion of energy 
into human form, so much so that what the viewer sees is flesh made alive  
by a collection of subtle shades and tonalities.  
 
Slouched on a sofa and her head tilted away from the viewer, the figure has a distinct 
weight and presence — a characteristic which is also evident in Galicano’s large-scale 
figurative works.

1

Romulo Galicano (b.1945)
a.)  Nude (front)
s igned and dated  1987 ( lower  le f t )
charcoa l  on  paper
29 1/2”x  21 1/2” (75 cm x  55 cm)

b.)  Unt i t led (back)

P 80,000

2

Erwin Leaño (b.1971)
Remembrance
s igned and dated  2012 ( lower  r ight )
ac ry l i c  on  canvas 
48” x  36” (122 cm x  91 cm)

P 40,000

Provenance :
P in to  Ar t  Museum

Leano’s style is spare, dry, stark, and more limited in color range.   
His paintings, in addition to their pictorial formal beauty, contain strong  
emotional currents, symbolic content, and underlying abstraction.  His use  
of light and shadow lets the subjects illuminate the canvas.  His art has an 
extraordinary intimacy with everything earthbound and strove for a spiritual 
understanding based on unspoken emotion. 

(a) (b) 
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Graphic works at the turn of the century were filled with bitter  
sarcasm.  By the mid-twentieth century, humor as a tool for social  
criticism in the graphic arts is attenuated in the case of both comic 
strip artist and printmaker.  Not so with Malang, who kept his  
cartoons on a light, almost trivial vein.

At the age of ten, Santos studied drawing under Teodoro  
Buenaventura. When he was 19, he decided to stop schooling  
and joined the staff of the Manila Chronicle's art department under 
noted cartoonist Liborio (Gat) Gatbonton.   

In 1955, he set up together with Gat, Larry Alcala, Hugo Yonzon, 
and Elmer Agustan the only gallery specializing in cartoons called the 
Bughouse.  In 1972, he studied at the Otis Art Institute under a special 
grant.  Malang was first known as a cartoonist before he became  
a renowned painter. 

3

Mauro Malang Santos (1928 - 2017)
a.)  Kosme
s igned ( lower  r ight )
pen and ink  on paper
14“ x  8  1 /4” (36 cm x  21 cm)

b.)  Kosme
s igned lower  r ight
pen and ink  on paper
9  3 /4“ x  11 1/2" (25 cm x  29 cm)

P 80,000

This piece is accompanied by a certif icate issued by  
West Gallery confirming the authenticity of this lot

Provenance : 
P r i va te  Co l lec t ion , Mani la
 

(a) (b) 
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Eufemio Rasco IV (b.1981)
Pursuits  of  Happiness 
s igned and dated  2005 ( lower  le f t )  
o i l  on  canvas 
37 1/2” x  30 1/2” (95 cm x  77 cm)

P 70,000

Provenance:
Galerie Joaquin

Rasco is known for his mastery of the female figure.  This nude  
was created by Rasco when he was only 25 and barely out of art 
school.  This early nude already shows his talent and his passion for 
the female anatomy.  The white background brings out the thick 
strokes of shades of beige, khaki, and ochre, that creates a woman 
who is sensous and yet simple and down to earth.  The woman is 
caught sitting with knees folded with her arms hugging her  
knees.  Her face is hidden by her legs.  This will later prove to be  
a trademark of Rasco.   
 
In an interview, he explained why he somewhat hides the face  
of his models or merely shows parts and angles of their faces.   
In hiding the face of the model, he is able to make his woman 
“every woman”. Each nude then becomes a universal  
representation of women. 

5

R.M. de Leon (b.1960)
Spin
s igned (midd le )
ac ry l i c  on  paper
43” x  31” (109 cm x  79 cm)

P 80,000

Provenance : 
P r i va te  Co l lec t ion , Mani la 

Exh ib i ted :
F ina le  Ar t  F i l e, "R.M. de  Leon, At t i tude  & Form: A  
S imul taneous  Exh ib i t ion  o f  Recent  Drawings  &
Pa int ings,"  Makat i , Mani la , August  28-September  14, 1990

“Bobby was like a Zen master,” de Leon was once quoted about his 
late mentor Chabet. “He taught me how to behave.  Maybe he felt  
I was too loud, talkative, boastful.  I cannot really tell what I was  
to him.  Bobby and I used to go swimming every morning; we’d  
do lapping.  Some thought I was a Chabet boy, but I wasn’t really  
a groupie.  May pagkasutil din ako.  For the most part, I was absent  
in his group shows".

de Leon usually shows the method of compositing imagery through the 
Rorschach Effect: “You fold, unfold.  If they match, then it’s done".

Alice Guillermo wrote in Asian Art News September/October 2005: 
“These works by Ramon Manuel de Leon are highly original and  
valuable because they serve to remind artists that visual power is the 
fruit of a long conceptual process.  Important art is not only appealing 
to the eye but intriguing to the mind as well".

12
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Arturo Luz is one of the few exponents of abstract art in the Philippines.  He describes his works as 
"semi-representational and semi-abstract". Both his sculptures and paintings are characterized by  
simple lines and geometric forms. Among his peers and contemporaries such as Manansala, HR  
Ocampo and Legaspi, he was the one who veered towards pure abstraction.  His Minimalism was  
a stark contrast to works of other artists who had a preference for bright colors and canvases full  
of forms from corner to corner.  Luz's aesthetic sensibilities were global and his subjects morphed  
from recognizable objects to mere artistic elements like lines and forms. 

These two elegant works or diptych are reminiscent of the playful grafitti-like paintings of Swiss 
German Paul Klee and the doodle paintings of Spaniard Joan Miro.  Luz's paintings are collages which 
explore the use of material in expressing basic element of painting — in the case of this triptych, lines, 
form, and tone.  His light lemon yellow squares are lighthearted elements and the only touch of color 
on the black background, while the doodles and scribbles explore tonality — the gradations of shades 
from white to black and gray; and gradations of white, cream to yellow.  The touch of yellow on black 
almost looks like mod yellow earrings that perk up a little black dress. 

6

Arturo Luz (b.1926)
a.)  Unt i t led 1 
acry l i c  co l lage 
36” x  24” (91 cm x  61 cm)

b.)  Unt i t led 2 
acry l i c  co l lage 
36” x  24” (91 cm x  61 cm)

P 400,000

Provenance : 
P r i va te  Co l lec t ion , Makat i 
C i t y

(a) (b) 
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Cesar Legaspi (1917 - 1994)
Nude
s igned and dated  1976 ( lower  r ight )
charcoa l  on  paper
18”x 12” (46 cm x  30 cm)

P 60,000

Provenance :  
P r i va te  Co l lec t ion , Mani la

Legaspi’s attention to line, form, and volume reveals him to be a first  
rate observer of the human figure.  The soft force of her physical  
presence and quality of execution  could not be avoided, even for  
the undiscerning viewer.  The figurative work deals as much with  
the accurate depiction of a woman as with capturing the essential  
intangible qualities of the woman she portrays. The image of the  
naked woman still has sculptural qualities. 

Modelled by the interplay of these several lights, the figure stands  
out in sculptural roundness.  Hard edges and flat passages gave way  
to a rounder modeling, there was more envelopement by atmosphere; 
his color, while often dark, added a wide variety of grays, and a new 
depth and body.  The viewer senses a hidden erotic appeal in all of this, 
but Legaspi did not create a carnal vision of female flesh.  The note of 
sentiment was clearer but still reserved, implicit rather than explicit: an 
appropriation of feminine grace but no emotional situations.  The special 
aura of his work is an intimacy that arouses sensual curiosity but in the 
end frustrates it.

8

La Ilustracion Artistica
Barcelona
1886
Montaner  y  S imon
17” x  12” (43 cm x  30 cm)

P 30,000

Provenance : 
P r i va te  Co l lec t ion , Mani la

It was in May 1884, when Luna shipped the famously 
large Spoliarium to Madrid for the year's Exposición  
Nacional de Bellas Artes.  Being the first recipient of the 
three gold medals awarded in the exhibition, Luna  
gained recognition among the art critics and connoisseurs 
present.  Fame followed and on June 25, 1884, Filipino  
and Spanish nobles organized an event celebrating  
Luna's win in the exhibition.  This succession of  
eventswere enough for his works to be published 
in the magazines of the day including La Ilustracion  
Artistica.

Published by Montaner y Simon, the first issue of  
La Ilustracion Artistica appeared on January 1, 1882. Initially Montaner y  Simon gave priority to engraving in lieu of photography but in the last 
years of the 19th century photography was to grace its pages. In its succeeding editions, around 1887 onwards, the magazine would pioneer the 
inclusion of translations of stories from Japan in Spain.

14
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Elaine Navas (b.1964)
Love Letters ,  after  Sam Kiyoumars i
2016
s igned lower  r ight
o i l  on  canvas
48” x  72” (122 cm x  183 cm)

P 400,000

Provenance :  
B lanc  Ga l le ry 

Navas blends linear forms essence; Each line creates its own shapes.  
The shapes are juxtaposed against each other, the fusion and  
definition of colors offer a dynamic rhythm, engendering a visual  
journey of advancement and retrieval.

Her distinctive use of lines creates an intense physicality to her works. 
The lines are changing shapes from thick to thin, crisscrossing  
and intersecting to give a sense of encounter and discovery.

This work is both an appropriation and a compliment to a fellow 
young artist.  She memorializes the works of artists not just by merely  
copying them but also by making them her own.

Navas has also previously appropriated other artists’ images  
for her paintings including her mentor Chabet, and foreign artists  
Roni Horn’s River Thames and Michael Wolf’s Bastard Chairs.

She paints with abandon and transforms the flat images into sentient 
moving forms, quite the same way as Kiyoumarsi sets his everyday 
objects into paradoxical collisions.  The agitated lines contribute to the 
rough textured energy of the canvas, which is relieved by the general 
neutrality of the colors.

Paint is alive in Navas’ works; it gains its own momentum as soon  
as she lays it on her canvas.  Her pulsating brush strokes have a frenetic 
energy all to their own.  While uninhibited and unrestrained, her 
expressive and bold handling of paint also imparts a kind of familiarity 
and tenderness for her subjects.

Navas deepens her imagery by working the surfaces with passion,  
allowing the perceived texture greater sway to create a visual language  
of ever greater richness.  “Love Letters, After Sam Kiyoumarsi” offers  
a daring approach to color and texture with the canvas reeling with  
an effulgence of swirling pigment.  Like many other artists, she also 
paints from photographs but what sets her apart is that she does not 
confine herself to the strictures of photoRealism.

Navas studied Painting at the University of the Philippines College  
of the Fine Arts (UPCFA) in the late 1980s under Chabet, and since 
then has been his close follower and friend.  Chabet curated several  
of her exhibitions, including her first major solo exhibition called About 
Face at the Ayala Museum in 1997.

15
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A veduta (Italian for “view”; plural vedute) is a highly detailed, usually large-scale  
painting or, more often print, of a cityscape or some other vista.  Idiosyncratic varieties  
of vedute evolved internationally.  Giovanni Paolo Pannini was the first veduta artist  
to concentrate on painting ruins.  The Dutch painter Gaspar van Wittel, also known 
as Vanvitelli, worked in Rome and painted veduta esatta (italicize), i.e. exact vedute, 
which was a topographically accurate depiction of a cityscape or monument and in 
which the human and animal figures played a secondary role.  In the Philippines, Isidro 
Ancheta may well be the successor to the genre called vedute, although he did not do 
compositions in large scale and the demarcation in his works between the real and the 
imaginary was never quite clear-cut. 

10

Isidro Ancheta (1882 - 1946)
Guadalupe Ruins
s igned ( lower  le f t )
o i l  on  canvas 
14” x  19” (36 cm x  48 cm)

P 120,000

Provenance : 
P r i va te  Co l lec t ion , USA 

11

Elmer Borlongan (b.1967)
Untit led
s igned and dated  2003 ( lower  r ight )
pen and ink  on paper
17” x  12” (43 cm x  30 cm)

P 60,000

Provenance :
Pr i va te  Co l lec t ion , Mani la

Honored with a retrospective show, "An Extraordinary Eye for the Ordinary,"  
curated by the historian Ambeth Ocampo and currently on view at the Metropolitan  
Museum of Manila, Elmer Borlongan is now considered as one of the leading  
lights of Philippine Visual Arts, with his depictions of simple men and women who  
negotiate the tight spaces of Contemporary life.  In this work, one sees a Christ-like 
figure (notable for a crown of thorns affixed on his head) listening to a stereo  
blasting into his ear, an argument on how the commonplace could be spiritual,  
and the spiritual commonplace. 

16
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Isabel Diaz is an artist who enjoys the sporting life in a Contemporary mode, yet her painting evokes 
an equestrian ideal that is timeless.  Distancing herself from the new and avant-garde in art, she 
dwelled in a visual world of flowers and the high life with its accoutrements and conviviality.  

With her expressive renderings of dynamic three-dimensional forms, Diaz transmutes  
a singular-sporting scene into a poignant, enigmatic narrative.  She never overworks her paintings  
yet the eternally delicate collision of drawing and color is always balanced in her works.  The subject  
is rendered in bright neutral colors, and with the absence of fine details, as though seen through  
a gauze.  It is figurative, but it is not quite Realism.

The elegant milieu Isabel Diaz portrayed is the one in which she lived.  She stayed true to a  
time-proven approach to the art and craft of painting, as well as elegant, old-fashioned notions  
of the life of people of leisure.

12

Isabel Diaz
Untit led
s igned ( lower  r ight )
o i l  on  canvas
28 1/4” x  30” (71 cm x  76 cm)

P 100,000

Provenance :  
P r i va te  Co l lec t ion , Mani la
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Charlie Co (b.1960)
Faith
s igned and dated  1999 ( lower  r ight )
o i l  on  canvas
60”x 72” (152 cm x  183 cm)

P 400,000

Provenance : 
F ina le  Ar t  F i l e 
 
L i te ra ture :
B luPr in t : ANGELS AND DEMONS,  
Mega Pub l i sh ing  Group, Or t igas  
Center, Pas ig , 2011, p. 61 ( i l lus t ra ted)
 

For decades, Charlie Co has been creating a body  
of work that explores the intersection of history with  
native imagination, sometimes inflected with dark 
humor.  In this work, Faith, the viewer sees some of the 
best qualities of Co’s figuration through its depiction  
of blind faith which, when seen in the context  
of a collective, could dangerously verge on mass hysteria.   

A hybrid animal presides over the scene populated  
by women wearing ceremonial robes that create the 
peaks of this threatening landscape.  The Biblical snake 
slithers, triumphantly wagging its forked tongue.   
The faith alluded to in the title is devoted to dark things 
as it ushers in an apocalyptic moment, the back of the 
crucifix turned to the viewer as though God has left  
mankind.  The painting is a reckoning of the final days 
— a terrifying vision that something only with the talent 
of Charlie Co can create.

18
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Justiniani loves to place his characters in precarious conditions courting danger.  While Justiniani 
introduces a comic note, he is more complex than a cartoon figure, for he is also the sign  
of the ludicrous and the absurd, as well as the oppressive grotesque as he leapfrogs over lesser 
creatures, or plays the power game with other equally hefty colleagues.

The kneeling everyman, dressed in camisa de chino, bears angelic wings yet is about to pick  
up a hammer.  What is he going to do next?

At the same time he also signifies a fleshy bumbling playfulness defying gravity and giving  
the lie to appearances.

His paintings in oil can also be seen as explorations of Filipino folk culture that show the  
intertwining of indigenous and colonial elements.  They often have the large sky for  
a background, not a neutral, undifferentiated space, but flecked with clouds.

It is a longing allied to a clear folk romantic strain that permeates through the artist’s work,  
but is often clothed in 19th century colonial imagery with its quaint poetic discourse.

Mark Justiniani often identified with the lineage of Social Realism through the 80s and 90s  
in the Philippines through artist-activist initiatives like Salingpusa (1984) and Sanggawa (1994), 
have been working with notions of how we perceive reality.  After returning from the USA  
in 2006, he has developed his oeuvre through “magic Realist strains” and has moved  
to configurations of space, the nature of vision and their ever vacillating relationship with  
time through the use of reflective media in recent years.  His practice has had him represent  
the Philippines in conferences and exhibitions in overseas since 1992.

14

Mark Justiniani (b.1966)
Untit led
s igned and dated  2007 ( lower  le f t )
o i l  on  canvas
36” x  48” (91 cm x  122 cm)

P 700,000

Provenance : 
P r i va te  Co l lec t ion , Mani la 

19
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Kawayan De Guia (b.1979)
a.)  Unt i t led 1
mixed media
39 1/4”x  32” (100 cm x  81 cm)

b.)  Unt i t led 2
Scu lpture
mixed media
H: 14” (36 cm)  x  D : 9” (23 cm)

P 000,000

Provenance : 

15

Kawayan de Guia (b.1979)
a.)  Unt i t led 1
mixed media
38” x  31” (97 cm x  79 cm)

b.)  Unt i t led 2
scu lp ture
mixed media
H: 14” (36 cm)  x  D : 9” (23 cm)

P 340,000 

Kawayan de Guia's art is a fresh take on the country’s changing urban 
cultural mores; he is the consummate Urban Art Warrior.

Kawayan de Guia has discovered a new visual language that allows 
him to depict people and objects through an assortment of objects 
and irrationally arranged icons and texts to compose each painting.

The series of seemingly disconnected images operate as Kawayan  
de Guia’s poetics, and each painting rests as a metaphor for his whole 
world inhabited by these strange stimuli.

His use of stimulating details adds to the pathos and surreal nature  
of the scene.  These niches of memories that evoke a mood of amity  
are constructed within pocket universes.  We also see the wryness of 
de Guia’s humor and his sense of irony.

Perhaps the reason these two-dimensional assemblages do not remain 
alien to us is because in one way or another they are housed in familiar 
places.  Kawayan de Guia packs many stories into one painting, here 
divided by rulers.

It is clear that Kawayan de Guia is fascinated by the complexity of the 
situations he shows us, both in the complex narrative of the everyday 
and the understated intricacies of relationships.

Despite their references to popular culture and mass media, these  
are far from the makings of a consumer paradise —  Places upon  
places, pictures upon pictures, signs upon signs; the tumult of the 
crowded sum of objects is cancelled out by the immobility of these 
elements.  The hubris of existence is settled into a review of the  
miscellaneous.

De Guia at once manages, with him gently staying true to the basic 
forms of things and places, to strike the frantic elements of industry 
with a calming, meditative ambience.

For him, painting and the three-dimensional provide different  
platforms through which to express his ideas on “urban culture”  
and his views on both the role of art and the part it plays in life.
Achieving a spiritual limbo within the jolt of the city, his art helps  
not only himself to make sense of the world, it also helps his  
audiences, for we are all in transition.  Growing up in Baguio City  
— a place where being in touch with nature and spirituality is like  
a second skin — is perhaps that which fuels the artist’s capacity  
to stay centered.

The paintings come close to freewheeling methodology with their  
use of unexpected juxtapositions.  Despite of a lack of premeditated 
composition, the result is an irrevocable symbiosis.

De Guia also does small but no less striking sculptures.  The sculpture  
of a woman in office wear standing above the hubris of everyday 
shows how de Guia merges the simple and the curious into unusual 
relationships that suggest myriad patterns of life.

He has taken tutelage under numerous artists and craftsmen and  
sojourned to places like Thailand, Nepal, and Japan.  Aside from  
painting he also does installation art and performances, as well  
as curates the Victor Oteyza Community Art Space in Baguio.

(a) 

(b) 

20
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In one sense this is a great strength; Albor’s paintings are secure from incorporation  
in any movement or tendency towards "design".  Albor freed painting from all imitative  
or conventional contexts.  The viewer becomes sensitive to its intrinsic qualities and  
unencumbered with preconceptions.

Of particular interest is the textural treatment in some areas of the work in which the gray  
is superimposed with rust like incrustations that connote decay and the irreversible action  
of time and the elements.  It also results in an increased visual “feeling” of rawness.

16

Augusto Albor (b.1948)
Untit led 
s igned and dated  1977 ( lower  le f t )
mixed media  on  canvas
35” x  39” (89 cm x  99 cm)

P 300,000

Provenance :  
P r i va te  Co l lec t ion , Mani la 
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I spent my career as Director of the Pacific Asia Museum, engaging with scholars in the 
Asian Pacific region, sharing collective knowledge, often resulting in exhibitions and 
published material which brought new insights into the field of the art and cultures of the 
Asian Pacific region.  Most of the insightful information was learned from local country 
scholars.  Ramon was one of the brightest of these people which I had the privilege  

to meet.  A visit to his shop was a very special experience.  One often found Bebe Virata  
or other members of Manila's glitterati in Ramon's office hoping to be the first to be offered the 
latest treasure being sold by Ramon.  Jealous rage was often the result of a lost treasure. 

One of the most endearing qualities which Ramon possessed was fairness and humility.   
He was scrupulous in his insistence on giving credit where credit was due.  His tremendous  
knowledge of Philippine art history and his pioneering work on the decorative art of the  
Philippines was unmatched.  I think that a huge wealth of knowledge has been lost with  
his death.

I shall miss his beautifully written letters and amusing stories told wickedly over a delicious  
repast at merienda.  

David Kamansky  
Director Emeritus  
Pacific Asia Museum.

Ramon Villegas 

Pacific Asia Museum director Lennox Tierney, far right, 
photographed in the museum courtyard in 1999.  
He is seated with the two museum directors who  

succeeded him, David Kamansky, left, and Jae  
Carmichael. (Pacific Asia Museum) © LA Times

Portrait of Ramon Villegas by Tore Juell
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Ramon Villegas with co-curators LIsa Guerrero-Nakpil and Tats Manahan  
with Jaime Ponce de Leon at theThe Gilded Age Exhibiiton of Leon Gallery

23



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

|     Leon gaLLery

ProPerty FroM the raMon villegas ColleCtion

17

Comoda
2nd Quarter  of  the 19th Century
Kamagong
H: 44” x  L : 41” x  W: 20 1/4” (112 cm x  104 cm x  51 cm)

P 1,100,000

Provenance : 
Vigan, I locos  Sur

Kamagong (Diospyros philippinensis), a type of ebony, has always 
been highly prized, not only because of the hardness and beauty 
of its wood, but also because of its rarity.  Several varieties, like 
the Mabolo (Diospyros blancoi) with its black heartwood and the 
Bulong Aeta with pinkish streaks running through the blackwood, 
are found in the Philippines.  

Kamagong was ideal for making carved furniture, since the density 
of its grain enabled the carvings to be made as crisp and thin  
as possible.  Its hardness, however, made it very difficult to work 
with and required frequent sharpening of plane blades and chisels.  
This made its production time-consuming and thus more expensive.  
Furthermore, artisans did not enjoy working with it, as the fine 
sawdust not only irritated the eyes, but also went into the pores  
of the skin and made it very itchy.

This two-door comoda, made entirely of kamagong, including the back 
panels and the shelves, was the work of a master craftsman who had  
to make do with narrow pieces of the wood.  He joined the pieces  
in such a way that they seem to be entirely of one piece. 

The piece has rounded corners in front and stands on four bun feet  
supporting a turned cup topped with rings.  The aprons, like the feet,  
are on pinkish kamagong, with the sides plain, but the front one in the 
form of an inverted pediment with a truncated central portion, all edged 
at the bottom with half-round molding.  The carcass base and the sides 
are entirely of black kamagong, the former decorated with a convex 
molding on the upper edge of the front and the sides.  

The comoda has a pair of doors with the frames of pale pinkish  
kamagong wood without black streaks, the inner edges of which are 
carved with quarter-round molding.  The door panels consist of several 
pieces of black-streaked kamagong skillfully joined together to look like 
they are of one piece and carved with an oblong panel with joined tiny 
quadrants at each corner.  Each panel is bordered by a line inlay of pale 
kamagong emanating from a stylized bat at each corner in the same 
material.  The bat is a symbol of longevity, prosperity, happiness, and 
good fortune.  The door has a brass keyhole shield with a brass ring 
pull.  When opened, the inside has three shelves with a pair of drawers 
beneath the top shelf. 

The top of the comoda, consisting of several panels of black-grained  
kamagong, is miter-framed by dark kamagong, with rounded edges  
in front and at the sides and carved with an ogee molding at the bottom.

-Martin I. Tinio, Jr.
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Ambie Abaño (b.1967)
Moment Musicaux op 16, Rachmaninoff  by IP
s igned and dated  2017 ( lower  r ight )
engraved tangu i le  pane ls  jo in t  together
44”x  102” (112 cm x  259 cm)

P 120,000

In her 30-year practice as a visual artist, Abano's shifting from painting  
to printmaking brought her to a passionate encounter with the  
medium which she continuously explores, creating various imagery  
in mixed media print works, sculptures, and installations, always  
originating from traditional printmaking techniques.  An active visual 
artist, she has mounted 22 solo exhibitions and has participated  
extensively in local and international exhibitions since 1986.

Abano won the Grand Prize in the Painting Category of the Art 
Association of the Philippines Open Art Competition in 1987,  
and the Grand Prize in the Philippine Art Awards in 2006.  She  
is the first recipient of the Alliance Française de Manille Philippine  
Artist Residency Program which brought her to Cité International  
des Arts in Paris for a 3-month artist residency and further training  
in various intaglio techniques at La Taille Douce in 2011.  She is a  
2012 grantee of the Asian Cultural Council for a 6-month artist  
residency at the International Studio and Curatorial Program (ISCP)  
and the Robert Blackburn Printmaking Workshop (RBPMW) for  
training in lithography.  She was the Philippine Representative for  
Speaking House Art Camp in Kerala, India (2012); in the 27th Asian 
International Artists Exhibition Art Camp in Krabi, Thailand (2013); 
the Visual Art for ASEAN in Nan Province, Thailand (2015); Barehands 
Asian Artist Residency Project in  Bandung, Indonesia (2015), Fukuoka, 
Japan (2016), and Kuala Lumpur, Malaysia (2017).

After serving as President of the Philippine Association of Printmakers 
(PAP) from 2007 to 2012, she is now a member of the board and 
continues to actively participate in the PAP projects.  She has given 
numerous lectures and workshops in printmaking all over the 
Philippines.  Abaño has a Master in Fine Arts Degree from the  
University of the Philippines College of Fine Arts where she  
is currently a teacher.  Concurrently as an art educator, she  
continues to devote her time in her art practice and involves herself  
in various art-related projects.

She was featured in the Asia Art News in the November to December 
2014 Issue, Hong Kong.  Her exhibition, "Beyond my Body," included 
in Manila CNN Philippines Life Best of 2016 Art this year, January 
2018. 

”What I try to do, when writing down my music, is to make it say 
simply and directly that which is in my heart when I am composing". 
Thus, spoke the Russian composer Sergei Rachmaninoff, whose 6-part 
composition “Moments Musicaux” (Musical Moments) served as the 
inspiration for Ambie Abaño’s show now on view at the Altro Mondo 
Arte Contemporanea.

Adapting the same title for her show, Abaño took cognizance of the 
work’s history, which was impelled by Rachmaninoff’s reproduction  
of the musical forms of previous eras, such as the nocturne, song 

Without words, barcarolle, virtuoso etude, and themes and variations. 
Indeed, visual and musical parallels have long been propounded by 
the pioneer abstractionist, Wassily Kandinsky, also a Russian, who 
compared specific colors to musical instruments.  

He was, in effect, the inventor of “musical painting”.  Indeed, it is the 
same yearning that inspired our own HR Ocampo to regard his abstract 
works as “visual melodies”.

Against this brief historical background, the viewer will be in a better 
place to appreciate the latest body of works by one of the country’s 
superlative printmakers.  Indeed, for a well-nigh 20 years, Ambie Abaño 
has been a pillar of the Contemporary graphic art movement in the 
country.  With printmakers within the edifice of the Folk Arts Theater, 
generations of Filipino printmakers have had the opportunity here to  
improve their art and craft.  Ambie has served this association  
as president for 6 years, and to this day, the workshop has become  
a second home to her, even as she continues to teach the graphic  
arts at the state university.

In her younger years, Ambie herself learned to make woodcut  
from observing other graphic artists at work in the workshop.  
Her knowledge of the craft has been enlarged by studies in New  
York for lithography and in Paris for viscosity.  But woodcut seems 
to have been an ideal medium for her temperament.  Ambie’s large  
scale works in woodcuts in shows, titled “Lifted Veils” and “Beyond  
My Body,” both dominantly representational and figurative, prove  
this beyond a doubt.
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In contrast, these current works are done in an abstract vein,  
in a panoramic span of over 8 feet, evoking distant horizons  
of seas and above, a turmoil of clouds, a pitted surface texture  
of a multitude of cuts and gouges, each stroke literally, a physical  
caress, a tender awakening of the wooden surface, responding  
in action equivalent, bereft of ingratiating shrill colors, save for some 
subtle and gentle hues that barely rise to a whisper.  While woodcut 
print has been pulled, the exhibited works include the massive  
engraved planes of tanguile wood.

How refreshing to realize that these new body of works came into  
existence from Ambie’s intense pleasure in music and her intimate  
connection with nature and the universe.  Often, she would take  
a break from her work at the print workshop, on an evening, stepping 
out on the edge of the breakwater, and simply immersing herself  
in the immense space and grandeur of the overhead skies, the  
billowing clouds dispersing, by turns shrouded in a gathering  
darkness and coming to twinkling light at the gradual appearance  
of a million stars.

With the music of Rachmaninoff — or of Chopin, Schubert,  
or whichever composer’s music has gripped her in that particular  
moment — ringing in her ears, she is grateful that art has always  
been the joy and redemption of her earthly existence.  

To paraphrase Rachmaninoff, Ambie Abaño has made these marvelous 
woodcuts as simply and directly, in response to that which is in her 
heart.

- Cid Reyes
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Sto. Tomas de Villanueva
4th Quarter  of  the 18th Century
molave
H: 66” x  L : 27” x  W: 13 1/2” (168 cm x  69 cm x  34 cm)

P 360,000

Provenance : 
Cebu 

The son of a miller who regularly distributed food and provisions  
to the poor, as did his mother, Tomás García y Martínez grew  
up and was educated in Villanueva de los Infantes, in the province 
of Ciudad Real, Spain, thus the name Thomas of Villanueva.   
In spite of his family's wealth, as a young boy he often went  
about naked, because he had given his clothing to the poor.

Thomas entered the University of Alcalá de Henares to study Arts 
and Theology at the age of sixteen.  He later became a professor 
there, teaching arts, logic, and philosophy, despite a continuing 
absentmindedness and poor memory.  Eventually, he joined the 
Augustinian friars in Salamanca and became renowned for his 
eloquent and effective preaching in the churches there.  He became 
noted for his beautiful sermons, some of which stand out as great 
examples of sacred oratory of the sixteenth century.  Emperor 
Charles V, upon hearing him preach, exclaimed, "This monsignor 
can move even the stones!"  Charles named Thomas one of his 
Councilors of State and Court Preacher in Valladolid, the residence 
of the Emperor when on his visits to the Low Countries.

His scathing attacks on his fellow bishops earned him the  
title of ‘Reformer’.  He even sermonized against the cruelty  
of bullfighting, but to no avail.  He also had a great devotion  
to the Virgin Mary, whose heart he compared to the burning  
bush of Moses that is never consumed.

Within the Order, he successively held the positions of Prior of his 
local monastery, Visitor General, and Prior Provincial for Andalusia 
and Castile.  In 1533, he sent out the first Augustinian friars  
to arrive in Mexico.  When Charles V offered him the post  
of Archbishop of Granada, he refused to accept it.  When  
nominated as Archbishop of Valencia, he continued to refuse the 
position until ordered to accept by his superior.  Given a donation 
to decorate his residence, he sent the money to a hospital in need 
of repair.  He began his episcopacy by visiting every parish in the 
Archdiocese to discover what were needed by the people, thereby 
putting in order an Archdiocese that for a century had not had 
direct pastoral government.  He organized a special college for 
Moorish converts and set up an effective plan for social assistance, 
welfare, and charity. 

Well known for his great personal austerity, he even sold the straw  
mattress on which he slept in order to give the money to the poor.   
He wore the same habit that he had received in the novitiate, mending  
it himself.  His continuous charitable efforts towards orphans, poor  
women without a dowry, and the sick made him known as the “Father 
of the Poor”.  Thomas, however, had an intelligent notion of charity,  
so that while he was very charitable, he sought to obtain a solution  
to the problem of poverty by giving work to the poor, thereby making  
his charity bear fruit.  "Charity is not just giving, rather removing the 
need of those who receive charity and liberating them from it when  
possible," he wrote.  He established boarding schools and high schools.  
He died in Valencia at the age of sixty seven and was buried at the 
Cathedral there.

This molave statue of Sto. Tomas de Villanueva must certainly have been 
one of those that stood in a retablo of a Cebu church.  It shows him  
as an Archbishop with a miter and a crozier, with an accompanying  
statue of a beggar at his foot pleading for alms.  The bag of coins he is 
often depicted with, symbolizing the alms he gave to the poor, is now 
missing.  His episcopal robes are magnificently gilded in the estofado 
style so typical of Cebu, with the entire raiment covered with twenty 
two-karat gold leaf and colorful designs painted over the gold.  The state  
of preservation of the gilding and polychrome is remarkable, considering 
that the image is over two centuries old.  This is due to the dry climate  
of Cebu, which resembles that of Mexico and Spain.

-Martin I. Tinio, Jr.

(detail) (detail) 

(detail) (detail) 
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Fernando Amorsolo (1892 - 1972)
Noonday Meal
s igned and dated  1959 ( lower  le f t )
o i l  on  canvas
30” x  42” (76 cm x  107 cm)

P 3,400,000

Th is  p iece  i s  accompanied  by  a  ce r t i f i ca te  i s sued by  Mrs. Sy lv ia 
Amorso lo-Lazo  conf i rming the  authent i c i t y  o f  th i s  lo t

Provenance : 
Acqu i red  d i rec t l y  f rom the  a r t i s t  by  Le land L . Gardner  who  
f i r s t  went  to  Mani la  in  1929 to  work  fo r  the  Mani la  E lec t r i c 
Company  (Mera lco ) .  In  1941, the  company  sent  women and 
ch i ld ren  back  to  the  U.S. , but  he  d idn ' t  get  out  in  t ime and 
spent  the  war  in  the  Japanese  pr i son  camp for  c i v i l i ans  a t 
Santo  Tomas.

Af te r  the  war  he  re turned to  the  U.S. and cont inued to  work  
fo r  Mera lco, f i r s t  in  Read ing PA, then in  New York  C i ty.   
In1958 he  re turned to  Mani la  and became Execut ive  Vice  
P res ident  o f  Mera lco  unt i l  h i s  re t i rement  in  1971,  when  
he  went  back  to  the  U.S. and se t t led  in  F lo r ida .  He  brought 
the  pa in t ing  wi th  h im and i t  hung on h i s  wa l l  unt i l  h i s  death .

When Amorsolo went to Spain as a scholar, his exposure to works 
of artists he admired such as Diego Velasquez, John Singer Sargeant, 
Impressionist Auguste Renoir, and early 20th century Spanish painters 
Joaquin Sorolla and Ignacio Zuloaga influenced his style.   
 
He co-opted the Impressionists' handling of light especially Sorolla's  
handling of intense sunlight which became his area of expertise.   
Amorsolo's use of light and illumination which contrasted with the  
shadows; and the way he cast light on the skin of his subjects and  
portraits became the hallmarks of his style.  However, his penchant for 
rural scenes and farmers; and the softness of the lines of his Realism, 
is similar to the French Barbizon School - an art movement which 
influenced the move from Romanticism to Realism.  Amorsolo's choice 
of rural subject, his depiction of landscapes, and the composition of the 
scenes with rural folks were similar to Jean Francois Millet's paintings  
of peasants and the French farm life and landscape.

In "Bahay Kubo" we see how Amorsolo co-opted these French painting 
techniques and adapted them to a Filipino setting and genre.  On the 
left side, the farmers bending over on the rice paddies are similar to Jean 
Francois Millet's "Gleaners".  We see the intense sunlight on the farmers 
and the rice paddies.  On the right side is a shaded darker area where a 
carabao is relaxing and a farmer holding a scythe is taking a break from 
cutting the rice stalks.  His wife is assisting their toddler who is amusing 
her father.  A lovely farm maiden, possibly a relative is cooking their 
lunch.  The patches of sunlight and the fire gives a glow on the maiden's 
face.  The theme of taking a break from farm work is similar to Millet's 
"Harvesters Resting” and "Peasants Resting".  The little, fragile shanty  
of a "bahay kubo" is their refuge.  Although they have a humble  
existence as farmers, there is a joy in their lives. Their feeling of  
contentment and happiness with what they have turns their simple  
life and simple meals into a feast.
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Ramon Orlina (b.1944)
Mon Amour
s igned and dated  2012
carved b lue  green g lass
H: 8” x  L : 9” x  W: 6  1 /2” (21 cm x  23 cm x  17 cm)

P 180,000

Th is  p iece  i s  accompanied  by  a  ce r t i f i ca te  i s sued by 
the  a r t i s t  conf i rming the  authent i c i t y  o f  th i s  lo t

Provenance :  
P r i va te  Co l lec t ion , Mani la

In Mon Amour, Ramon Orlina, the Filipino sculptor who has 
brought the medium of glass to expressive heights, captures 
— and preserves forever — the grandiose expression of three 
roses in bloom as an avowal of love.  Translucently emerald,  
absorbing and giving off light, and asserting an ethereal  
presence, the sculpture starts with a strong solid base,  
fountains outward, and blooms into the whirls of a rose —  
an enduring symbol of romantic love.  In this work, the  
flowers are no longer prone to ravages of time but immortal 
and responsive to the environment — a work of art that knows 
how to play with light.

ProPerty FroM the raMon villegas ColleCtion

22

Arturo Luz (b.1926)
Performers
Ca.1990
s i l ve r 
619 grams
H: 13 1/2  “  x  W: 8  3 /4" x  11” (34 cm x  22 cm x  28 cm)

P 300,000

In this work by the National Artist Arturo Luz, the lines and shapes of his 
famed abstraction are translated into three-dimensional forms — sculptures 
that still retain the master’s Minimalist yet elegant sensibility.  Aside from the 
base which is a rectangle, Luz used only circles and squares to evoke the  
two themes connected to his name: the unicyclist and the acrobat.   

Connected through lines of wire, the forms increase in height as the feat 
becomes more difficult.  The negative space of the sculptures allows air and 
light to penetrate through the forms, which altogether maintain a balancing 
act that is svelte, balletic, and unforgettable. 
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The turreted church must be from a place in Southern or the Mediterranean coast 
Europe (because of the palm-like configuration of the trees) which Zalameda, a jet set 
citizen of the world, has visited.

Without human presence, his painting becomes an extensive narrative of time  
and place, of the listlessness of nature, of architectural mysteries that have the feel  
of landscape about them. 

Lyrical, colorful abstract views of the architecture possess a sense of meditative silence.
Time and place are of particular relevance to painters such as Zalameda because of the 
ephemeral nature of their art.

23

Oscar Zalameda (1930 - 2010)
Untit led
s igned ( lower  r ight )
o i l  on  paper
24”x 20” (61 cm x  51 cm)

P 200,000

Provenance : 
P r i va te  Co l lec t ion , USA
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Mauro Malang Santos (1928 - 2017)
F lower Vendor
s igned and dated  1973 ( lower  r ight )
o i l  on  canvas 
32” x  36” (81 cm x  91 cm)

P 3,000,000

This piece is accompanied by a certif icate issued by  
West Gallery confirming the authenticity of this lot

Malang’s artwork is distinguished by a rigorous concern with  
pictorial structure, spatial illusion, and relationships of forms.  
Malang believed that abstract art was a way to get at the  
important reality — the ability to eliminate the unnecessary  
so that the necessary may be seen.

Malang avoided to integrate the festively dressed woman, the 
densely voluptuousness of the flowers and the abstracted/Cubist 
earthscape into one great natural whole.  Yet Malang was  
interested in the structural relationship between the woman   
and its side by side integration with the flowers and the  
abstracted landcape, a masterpiece of artistic harmonies.

Malang’s work suggests a peculiar rhythm to life and place,  
slow, almost still, yet it is easily accessible to the viewer.  In this 
hemmed-in world, there is an emphasis on the vegetation,  
his large and billowing clustered flowers and trees seem to  
overwhelm or get the attention from the other key visual  
elements.

Working in a sensitively economical style and with a dazzling sense 
of drama and space, Malang treats the viewer to charming details.
Malang’s oeuvre showed that he cannot be wholly abstract,  
in the sense of a non-objective or non-representational work  
of art, it follows that he did not so much abstract from the  
actual as what had previously been real only as a passionate  
apprehension.

The art of Malang celebrates everyday life, rural folk and the  
fiesta spirit, and his abstractions of Filipino women sans the  
lugubriousness that other artists would rather add in depicting 
common folk.  In the provincial universe that was Malang’s, the  
tradition of a poetic world outlook did not clash with the acute 
sense of life’s imperfections.

In this picture, he changed natural proportions to fit the needs of the 
composition and welded the simplified planes of the earthscape into the 
picture space.  The woman depicted reveals many sides to Malang’s  
Cubist expression by her awkwardly elegant vitality and tendencies 
toward exaggeration and angularity.  Malang’s depiction of women 
is representative of his countless icons of an idee fixe, a woman from 
among the common folk, usually with an elegantly long neck.

Everything in the abstracted woman is recognizable but everything is also 
out of place or reconstructed into new forms of reality.  Reality which  
is not in appearance alone but reality which is felt, imagined, and 
thought of.  The composition displays a favorite device: a clustering of 
hemmed forms stuck end-to-end, projecting a light-hearted festiveness.  
It is all so very whimsical.

Such spatial provisions manage to give his filled in spaces a compact 
appearance, trim, and square at the edges, and to avoid the congested 
look of wretched excess that leads to instant glut.

Familiar themes have recurred over and over again in Malang’s paintings 
as much as Picasso shifted to and from his familiar subjects: the woman 
and the minotaur; or how Josef Albers paid homage to the square  
almost all his life; or how Kenneth Noland has practically done nothing 
but color chevrons; or how Robert Motherwell sang elegies to the  
Spanish Republic a hundred times over.  In the same vein that these 
famous artists have used their singular themes to make their artistic 
statements, the recurring themes of Malang have served him in holding 
his own.  After all, originality is but saying or combining old things in a 
new way.
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Isidro Ancheta (1882 - 1946)
a.)  Intramuros 1
s igned and dated  1937 ( lower  le f t )
o i l  on  canvas
16”x 12” (41 cm x  30 cm)

b.)  Intramuros 2
s igned ( lower  le f t )
o i l  on  canvas
13”x 10” (33 cm x  25 cm)

P 120,000

Provenance : 
P r i va te  Co l lec t ion , USA

 

Transcendent expressiveness is the moving quality in Ancheta’s works, and persons  
who are fully sensitive to it will take almost as a matter of course the charm of the  
architecture, the bits of foliage, the ornamental ruins of all sorts, which would  
distinguish them even in a European museum of old art.

About two thirds of the pictorial space are walls of stone.  Eventually the beholder 
emphathizes with the architectural solemnity of the scene.

The vedutisti (or “view maker”) in Ancheta reveled in the beauty of the sunlit place, tak-
ing on what from a modern perspective, seemingly erecting labyrinthine structures, epic 
in volume.  The random and horizontal growths of grass provide accents to the vertical 
regularity of the stone walls.

More clearly than elsewhere, in fact, the articulation of gigantic, bare architectural 
 structures allow for compositional solutions worked out  
in terms of the most varied rhythms.
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Years after his period of post-Venice Biennale“breaking loose”, as the Dean of the College of Fine Arts 
at the U.P., a position he held since 1969, Joya worked on plans for a campus-based research center for 
Philippine design, based on folk crafts, and Joya has gone as far as incorporating some of the designs 
plastically in his works in the 70s.

From 1974 to 1979 in the 70s and onwards, Joya did work in a variety of forms: acrylic collages with 
effects similar to “kiping” the leitmotif of the Pahiyas celebrations in Quezon, or threads of the “papel 
de Japon” of the Philippine parol.  His paintings of this long phase suggest the gossamer and the elusive.  
With their rhythmic transparent planes, they enter into the realm of illusion. Thread-like streaks and 
deliberate gestural lines break the larger expanses of color.  There are many aspects of Joya’s art that are 
clearly influenced by Western forms and styles, but at the heart of his painting is the meditative Filipino 
spirit.

Space is multilayered, interpenetrated with delicately slender-colored hues with collage-like surfaces.   
Joya gives in to Clor Hedonism which assumes a symphonic quality.  Interest resides in textural variety, 
currents of color movement with slender shapes.  Layers of overlapping colors with textures of fragile 
surfaces suggest the eccentricities of uncharted skies lit by a red oriental sun.

26

Jose Joya (1931-1995)
Morning F l ight
s igned and dated  1982 (ve rso )
co l lage
21” x  13” (53 cm x  33 cm)

P 400,000

*Th is  lo t  i s  so ld  to  benef i t  the 
UA&P for  i t s  va r ious  
char i tab le  p ro jec ts

Th i s  p iece  i s  accompanied  
by  a  ce r t i f i ca te  i s sued by  Mrs.
Jose fa  Joya-Ba ldov ino 
conf i rming the  authent i c i t y  
o f  th i s  lo t
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27

The Ah-Tay Tinio Mariposa
3rd Quarter  of  the 19th Century
Narra  and Rat tan
H: 39 1/2” x  L : 75” x  W: 26” (100 cm x  191 cm x  66 cm) 

P 180,000

Provenance :  
From the  Ah-Tay  Workshop, B inondo, Mani la
Don Cas imi ro  Gonza les  Tin io  aka  Cap i tan  Berong
Dona Bernarda  S ta . Romana Tin io  de  Gaba ldon
Senen Tin io  Gaba ldon
Mar ia  Lu i sa  Va le ra  Gaba ldon de  Campos
He i r s  o f  Mar ia  Lu i sa  Va le ra  Gaba ldon vda. de  Campos

Ah Tay, the foremost furniture maker of the 2nd half of the 19th 
century, had his workshop in Binondo.  His clientele included, not 
only the rich families in Manila and the big hacenderos in the  
surrounding provinces, but those as far North as the Ilocos and 
South to the Visayas.  This was due to the quality of his work, 
which was second to none and, therefore, in great demand.    

This sofa originally belonged to Casimiro Tinio, the country’s  
largest landowner and the 2nd richest man in the Philippines  
(next to Marsman), when he died in 1923.  It was inherited  
by his daughter, Bernarda Tinio de Gabaldon, who kept  
it in the Casa Hacienda of the 5,000+ hectare Hda. Bertese  
(BERnarda-TEresa-SEnen) that covered the whole town  
of Quezon, Nueva Ecija.  Bernarda’s estate was inherited  
by her son, Senen Gabaldon, who gave the sofa to his  
daughter Maria Luisa aka Maita.

This sofa is locally-known as Mariposa Sofa, because its shape  
resembled that of a butterfly (mariposa in Spanish).  It was  
influenced by the Belter Style of furniture that became popular  
in the US after 1850.  Made of veneers and usually upholstered 
with horsehair, the style underwent transformation when it became 
fashionable in the Philippines as the Revival Luis Quince Style.   
Solid narra instead of veneer was used in its construction and, due 
to the hot and humid climate, the upholstery was dispensed with 
and replaced with rattan caning.  This elegant sofa has a pair of 
short cabriole legs in front and splayed back legs.  The arm support 
consists of an acanthus leaf scroll emanating from a graceful 
inward-curling volute that has a small curl attached that becomes 
the arm.  

The serpentine-shaped seat, caned in 1 piece, has the front of the 
seat frame carved with a narrow apron of symmetrical curved and 
scrolled moldings.  The back follows the serpentine contour of the 
seat frame and is composed of 3 balloon-shaped backrests, each  
resembling that of a Luis Quince side chair with the middle one 
lower than those on either side.  A caned panel in between  
connects the backrests to each other.  The balloon-shaped grooved 
frames and caned backrests are surmounted by a pierced crest 
featuring a central tri-lobed flower flanked by graceful leafy scrolls 
interspersed with berries.  

-Martin I. Tinio, Jr.
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very distinguished FaMily 
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Ang Kiukok (1931 - 2005)
F ish
s igned and dated  1972 ( lower  r ight )
o i l  on  canvas
36” x  36” (91 cm x  91 cm)

P 8,000,000

Th is  p iece  i s  accompanied  by  a  ce r t i f i ca te  i s sued by  F ina le  
Ar t  F i l e  conf i rming the  authent i c i t y  o f  th i s  lo t

In this still life, even elements such as the tell-tale objects that can  
be gleaned surrounding the fish are rendered rigid so as to add  
structure to the composition.

Hence the still life is built up using the abstract planes of acid color.  
This work perfectly recalls the early twentieth century synthetic  
Cubist method of making abstract elements signify objects through 
positioning and the addition of details.

Ang Kiukok’s still life of fish were notable for probing into the  
internal skeletal structure beneath the scales.  Often reduced to bare 
bones and fins, Ang’s Fish provided a sometimes stern, sometimes 
disconsolate look, with a moon or half moon adrift in the background 
sky, creating an atmosphere of enchantment.

The painting sums up Ang Kiukok’s attitude toward color  
orchestration: sour or acid clashes of cool and hot, the pivotal  
combinations being ultramarines and mandarin reds, cool  
magentas, and warm grays.

Whenever the color design begins to turn ingratiatingly harmonious  
or conventionally sweet, he deliberately throws in an unpredictable  
hue to create a dissonant, piquant effect.  This painting contains  
no riddles, nothing to puzzle the beholder, nothing to stir violent 
emotions. 

The strength of composition is achieved without the hardness and  
linearity of his other works, which it surpasses also in its unity  
of pictorial elements.  The painting reveals another side to Ang  
Kiukok’s style of expression by his awkward vitality and tendencies 
toward exaggeration and angularity.

The atmosphere surrounding what he was painting was a part  
of its sensational reality, the powerful immediacy of expression which 
he had finally arrived at in his art.  His paintings are mostly extremely 
forceful but not overly detailed. 

 

Art critics have noted Ang's singular ability to allow his audience to find 
their own catharsis in the images.

The viewer might initially tend Ang Kiukok’s creations as abstract  
patterns and constructions, yet the weighty formal arrangements  
began to disintegrate as colors became more intense, the surface more  
agitated, and the character of the subject itself accounts for something.

The extravagant disproportions were not spontaneous but the result  
of calculated pictorial decisions which transformed an unexceptionable 
charcoal drawing of a nude model sprawling on a bed into this  
heroically scaled picture.  The painting proves that Ang Kiukok’s  
works cannot be wholly abstract, in the sense of a non-objective  
or non-representational work of art, it follows that he did not totally  
go abstract from the actual image.

The content of the painting accurately reflects its title, in it we can  
indeed see a fish, but it is so powerfully assembled, so organized  
and so constructed that all reference to that object is soon forgotten.

The highly charged colors generate immediate emotional response. 
Strong, biting colors in their maximum intensities emerged on his 
canvases.

Alice Guillermo wrote: “Ang Kiukok … may produce an image  
almost literally representational.  In either cases, he has produced work 
so powerful in feeling and so imaginative in design that it contains 
inexhaustible suggestions for further development.  These are not just 
visual suggestions, but meticulously structured details for which the 
overall image is more than it’s interpretation to the viewer.  The shapes 
have evolved from Ang Kiukok’s work over the years; they are the 
vocabulary he feels comfortable with.

The painting is in a way disorienting with its uncentered patterns and 
no place to gain perspective, testing the imagination with intersecting 
planes and large to small forms jutting in the picture.  The painting 
makes viewers ask questions to understand how the details actually are 
in relation to one another.  Is that a moon with a red orb in the upper 
left?

On one hand, the work has Cubistic qualities but at the same time the 
planes of color are non-representational and in a way cannot  
be grasped.  The Surrealist method of presenting familiar objects  
in unfamiliar combinations produces a disorienting effect.  It is Kiukok’s 
metaphor of a world where something stable is not what it seems.
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29

Rodel Tapaya (b.1980)
Haircut Day
s igned and dated  2016 ( lower  r ight )
mixed media
30” x  22” (76 cm x  56 cm)

P 200,000

Provenance : 
ARNDT 

In Haircut Day by Rodel Tapaya, considered as one of the best mid-career 
artists working today, the viewer is introduced to an ordinary, everyday 
scene.  But a closer investigation reveals a surreal dimension to the 
painting: the man who is having his haircut appears to be made entirely 
of patches of colors, but his face reflected in the mirror is remarkably full. 
The barber, who has a definite physical presence, stalks the mirror like  
a ghost.  The link between them transcends everyday reality, as though 
both of them have undergone an irrevocable transformation.  The scene 
where the painting is set appears less like a barbershop than a stage, 
provoking a cognitive dissonance that questions the boundary between 
reality and fantasy, art and life.

In the long-spanning career of the iconic modern Juvenal Sanso, we have seen  
countless renditions of the artist’s sought after landscapes.  Usually done in acrylic,  
these well-recognized works possess a distinct allure that is Sanso — considered by many 
as ‘poetic Surrealism‘, a term coined for the genre forged by the artist’s predilections.

Sanso has remained faithful to this vision of reality, or surreality, prompting critic Eric 
Torres to write: Brooding images of desolation and fine traditional draftsmanship have  
remained rock steady elements in Sanso’s paintings proving in the process that artists 
need not to change style if there is no intrinsic need to.

ProPerty oF a distinguished lady

30

Juvenal Sanso (b.1929)
Landscape
s igned ( lower  r ight )
waterco lo r  on  paper 
14 1/2” x  18” (37 cm x  46 cm)

P 70,000
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Angelito Antonio is one of the living masters of Modernism.  He is popular for painting scenes 
from the Filipino rustic life in his famous Cubist style which incorporates the use of bright 
festive colors.  His favorite subjects are farmers, fighting cocks, vendors selling their wares  
and produce in markets, churches, and sidewalks. 

He also painted many versions of the Mother and Child such as this particular work.   
Although he had a Cubist style which he was famous for, he often explored Expressionism.   
In 1968, poet and writer Jolico Cuadra, mentioned that Antonio's brushstrokes and colors  
had a "harshness" which were "Expressionist explosions of fire”.  This Mother and Child was 
painted with thick robust brushstrokes that have spontaneity and energy.  The palette which 
Antonio used are earth tones which are not the usual colors he uses for most of his paintings.  
Here he uses shades of burnt sienna, cinnamon, ginger, yellow ochre and butter yellow.  
Although this Mother and Child is not a holy image, these brown woodsy shades are  
reminiscent of the primitive style wooden "santos" with distressed paint.  The earth colors are lit 
up by the shades of emerald green and light jade green.  The patches of green signifies new life 
and the optimistic thought that hope springs eternal. 

31

Angelito Antonio (b.1939)
Mother and Chi ld 
s igned and dated  1977 (upper  r ight ) 
o i l  on  canvas 
36” x  24” (91 cm x  61 cm)

P 240,000

Provenance : 
P r i va te  Co l lec t ion , Baco lod  C i ty
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Manuel Ocampo’s striking images first garnered major attention in the 1993 exhibition 
Helter Skelter: LA Art in the 1990s, at the Los Angeles Museum of Contemporary Art  
as well as raised controversy at Dokumenta IX, providing a sense of tragicomedy.  From  
doing an outright turnaround from mainstream art to slowly provoking censorship,  
Manuel Ocampo is an artist who has consistently tested the boundaries of acceptance  
in the fundamentally conservative Filipino art scene and society in general.  In the hands  
of Ocampo, what was once considered low style became high art.  Ocampo’s nihilistic  
art has consistently thrown down the gauntlet on the prude.  With this nihilistic  
alienation, Ocampo opposed the trend of aesthetics, practiced, and thought in Filipino art.  

Ocampo is prepared, as no other artist, to catch both the horrors and the bitterest images  
in a semblance of humor.  With a rapid shorthand, Manuel Ocampo paints a briskly  
abbreviated character.

In 1998, Patrick Flores wrote about Manuel Ocampo for the show At Home Abroad  
(held at the Asian Art Museum of San Francisco).  In this spilling of seminal seed, there  
are profuse traces of fluids and feces, or a surplus of excrement as Ocampo depicts  
a negative utopia of wreckage.  This becomes ultimately an eschatology of colonial  
baroque faith — hysterical..horrifying.

32

Manuel Ocampo (b.1965)
1971
dated 1989
oi l  on  wood 
48” x  24” (122 cm x  61 cm)

P 240,000

Provenance : 
Ph i l l ips  de  Pury  & Company, Par t  I I  
Contemporary  Ar t , 16  November  2007,  
New York , Lot  371

Exh ib i ted :
Fred  Hof fman Ga l le ry, Manue l  Ocampo  
a t  Fred  Hof fman, Santa  Monica , Ca l i fo rn ia , 
February  1991 
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Painting is an arena of paradoxes.  It is the most silent of the arts, yet it can contain 
noise.  Edwin Wilwayco’s work is part lyrical abstraction, part visual agitation.  A new 
language based on an old language.  Thus making a nod to mid-century abstract 
Expressionism.  

In the Book of Edwin Wilwayco by Cid Reyes, it is stated that the Birds of Paradise are  
naturally endowed with a unique kind of 'life' in different stages of plant growth.   
The piece is described to be when they are in their blossoming best, virtually screaming 
in passionate rage (red color range).

ProPerty FroM the ColleCtion oF rene 
and ann Puno 

33

Edwin Wilwayco (b.1952)
Birds of Paradise #65
s igned and dated  1994 ( lower  r ight )
o i l  on  canvas
48”x 42” (122 cm x  107 cm)

P 300,000 

Provenance : 
Ga l le r ia  Duemi la  Inc .

L i te ra ture :
Reyes, C id , Edwin  Wi lwayco, Fat ima Un ivers i t y 
Ga l le ry  Foundat ion  Inc . , S ta . Cruz , Ant ipo lo 
C i t y, R i za l , Ph i l ipp ines  p.89 ( i l lus t ra ted) 
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34

Fernando Zobel (1924-1984)
Virev ia I I 
s igned ( lower  le f t  and verso )  dated  1960  
o i l  on  canvas 
44” x  28” (112 cm x  71 cm)

P 8,000,000

Th is  p iece  i s  accompanied  by  a  ce r t i f i ca te  i s sued by  Don 
Rafae l  Perez-Madero  conf i rming the  authent i c i t y  o f  th i s 
lo t

Provenance :
Acqu i red  f rom the  Luz  Ga l le ry  by  Ludwig  Armerd ing

Exh ib i ted :
Luz  Ga l le ry, Pa in t ings  and Drawings  by  Fernando Zobe l  
de  Aya la , Her ran  & Dakota , Mani la , January  14 -  31, 1961

L i te ra ture :
Tor res, Emmanue l , Pa in t ings  and Drawings  by  Fernando 
Zobe l  de  Aya la , Luz  Ga l le ry, Mani la 

Seeming Accidental Executions — Zobel introduces a vibrant sense 
of spontaneity and impact in his painting, which in turn results in a 
work that creates an astonishing sense of calm in the viewer.

An austere notion of beauty is clearly evident in the Zobel work 
Virevia (1960).  Virevia is very close in spirit to the saetas except that 
the painting was done in black and white.  It belongs to that group 
fo paintings done in 1960 and the following years which critic Eric 
Torres refers to as the “auisterely and subtly atmospheric black and 
white calligraphies," which have become Zobel’s hallmarks since 
1960 in the international scene.

In this visual improvisation, what looks like a splash conjures   
a world of matter reduced to “pure” fields of energy, in a state fo 
flux, transformation, and becoming.  Nothing is still, set, or finished 
about it.  The spontaneity is no chance happening, but deliberate,  
intellectualized.

When Spanish and European critics speak of certain Oriental  
or Filipino elements in the art of Zobel, they refer to the elements 
that have to do with the artist’s early fascination with the Chinese 
language and brushwork.  Professing himself to be a Classical  
painter, Zobel believed in the essence of a painting which  
is beautiful in itself.  When the artist presents for contemplation,  
it is the result of an inner experience.  The idea is to distill the  
separate experiences of these artists and present them through  
the sieve of his own sensibility.

The work reveals a major side to his character, namely his wish  
to maintain a balance between a very rational preference for  
moderation on one hand, and a visually assertive instinct on the other.

A year later after Virevia was executed, Spanish critic Antonio Sangria 
wrote in 1961 about “…the elegant, harmonious, marvelous, floating 
art of Fernando Zobel". Emphasis here on the word “floating”.

In “Sketchbooks” by Fernando Zobel (1954), Arturo Luz says: “In  
a one-man show some time ago, Zobel exhibited what appeared to be  
paintings but were listed as paintings and drawings.  For Zobel,  
painting and drawing are at once alike and different.  A drawing can 
be large, colored, and finished.  A painting may be small, colorless and 
simple".

Zobel’s formal abstraction, which reveals the workings of a logical  
reductive vision, is one of the most coherent and rational expositions  
in all Contemporary Philippine art, and marks a transitional stage  
in Zobel’s development, as well as providing an introduction to his later 
style.
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What is probably the secret of Alcuaz’ art is that he was a true Hedonist  
in his approach to life and the world at large.  This is what is true in this 
work in which Alcuaz’ refined and sophisticated way of seeing, feeling,  
and transforming the banal onto the canvas guides his art purely and  
uninterruptedly, with the least interference of common considerations.

The otherwise Contemporary domestic setting seems inspired by exotic 
Persian miniatures, as emphasized by her richly colored “malong” like dress, 
but the woman’s langurously reclining form is pure Alcuaz.

Alcuaz also took great pleasure in his materials and knew how to bring out 
their best properties, and discover their secrets of color and tone, as can be 
seen in this picture of a woman partially reclined on a lounging chair.

If there was an actual sitter for this work, then being a mood painter,  
he catches the sleeping subject in an uncharacteristic posture and  
gesture within the standard period of an hour in swift, sure, and  
evermoving strokes of the brush and of the mind, which after all directs  
the hand.

ProPerty FroM the Mr and Mrs jaiMe v.  
ongPin ColleCtion

35

Frederico Aguilar Alcuaz (1932-2011)
Untit led
oi l  on  canvas
22” x  27 1/2” (56 cm x  70 cm)

P 240,000 
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During the early 1960s, Tabuena created several paintings featuring cocks and cockfights  
a sport called “sabong” in Filipino.  Although Tabuena studied in Paris and the US and was 
a resident of Mexico for a long time, his Ilonggo roots and the Filipino provincial life provided 
inspiration for many of his works. 

Here, a dark male figure wearing a polo and a country hat seems to float on the background. 
The painting has no depth or sense of perspective in a Western sense.  His sense of space  
is very Eastern and Oriental.  This two-dimensional perspective which is popularly used  
in Chinese and Indian paintings creates a feel of flatness.  Tabuena is fond of using this  
Oriental sense of space in many of his works.  The man and the rooster are recognizable 
figures.  

The light blue and navy blue background suggests a feeling of dusk or twilight on a provincial 
street without street lamps.  This implies that the man is on his way home after spending time 
at the cockpit with his beloved rooster which he is carrying affectionately.  The rendering  
of the bamboo and the fence is Oriental and done with delicate calligraphic brushstrokes.  
The painting with its blue to black hues combined with the Asian sensibilities creates  
a calming effect.  

36

Romeo Tabuena (1921-2015)
Man with Rooster 
s igned and dated  1961 ( lower  le f t ) 
o i l  on  mason i te  board 
27” x  23” (69 cm x  58 cm)

P 300,000

Provenance:
Private Collection, USA
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These days it is easy.  Faces are everywhere and they did everything.  When not making  
runway or magazine appearances, models or supermodels lived the kind of fabulous  
life-  rockstar boyfriends, jet set itineraries.

If today, one’s face has to capture fashion’s moment favoring, shall we say, less conventional 
beauty-  edgy at best, in the prewar days it was different.  One had to be the favored face of 
an entire era.  And once in a while there comes along a face that sums up the era:  the time 
was the 30s and the face was Susan Magalona.  The standard her face set was classic, a high 
ground from the scrolls of old: our version of Helen of Troy.

She was the legendary name who defined the genteel elegance and mystique of the 1930s 
and 1940s.  Ever so often, a woman manages to captivate society with her beauty, style, grace 
and that elusive, intangible factor that keeps people looking at her. It is then that an "It girl" 
is born.  And more often than not, she captures the attention of everyone in and out of her 
orbit.

She was born Susana Clarita Magalona on August 17, 1921 in Parroquia de Saravia, Provincia 
de Negros Occidental, to Enrique Barrera Magalona and Consuelo Gayoso.  Thus she was 6 
years old when halfway around the world, the movie “It” started screening in mainland U.S. 
theaters, and the term “It Girl” was also born, a title which she was to bear within the context 
of society in the Philippine Islands in the next 2 decades even if she never joined any beauty 
contest.

In her many photographs, the next best thing to winning a title crown was a photo of her 
(from the Histogavure of President Manuel L. Quezon) as a teenage princess when she was 
crowned in an Anti Tuberculosis Charity Fair in the mid 1930s.  Indeed it’s hard to imagine  
a survey of Manila’s Pre-war women of renown in which her name would not be invoked.  
Tradition has it that suitors would line up every evening, and some would even climb up  
a tree just to get a glimpse of her beauty... the stuff movies are made of.

The term "It girl" has been used loosely in recent years, so to put things in perspective, Susan 
Magalona is considered the very first in a lineup of Filipina women who owned the status  
during some decade or another, and proved their staying power in social circles.

Every Filipino Valentino of the era had his eyes on her, and in one instance, a suitor asked  
the great beauty what she wished most and she reportedly said, “a fast sports car".  
The suitor ended up ordering a 1935 Auburn 851 Speedster just for her.

She is the sister of actor Pancho Magalona, she was married to Joaquin Miguel Elizalde,  
a diplomat of distinction whose career has taken them into many of the Pre-war and Post-war 
world’s chanceries.

Portraits of The Famous:  
Susan Magalona
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(Mike and Susan Elizalde, 1959)  © Tracey ElizaldePrincess Susan Magalona in 1937.   
Photo from the Histogavure of  
President Manuel L. Quezon

The legendary beauty first came into the attention of Pre-war Manila’s beau monde with the fashionable 
photos that came out in the leading high-end magazines of the era as the Ramon Roces Publications’ 
“Graphic” and countless other magazines.  Her glamour as captured by photographers soared above  
an era’s earthbound troubles, what with the approaching clouds of war being felt in the late 1930s.   

It has been said that famous faces are chimeras of what they really are, and what they think they  
are — and what we think they are.  It is this mixture that compels us to stare at their portraits.  But if  
a chimera is something that exists only in the imagination and is not possible in reality, Susan Magalona’s 
beauty and fame occupied both worlds, the imagined and the real.  And the photographers of her day 
would take great lengths, even capturing the incidental details, to encapsulate both her beauty and  
personality with breathtaking accuracy.
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Fernando Amorsolo (1892 - 1972)
Susan Magalona
s igned and dated  1961 ( lower  r ight )
o i l  on  canvas
33 1/2” x  24” (85 cm x  61 cm)

P 1,200,000
 
Leon Ga l le ry  wishes  to  thank Mrs. Sy lv ia  Amorso lo-Lazo  
fo r  conf i rming the  authent i c i t y  o f  th i s  lo t 

Provenance:
Acquired directly from the artist  

 

The legendary Susan Magalona is yet another of the women whom 
Amorsolo made immortal without preserving anything more than her 
mystique and appearance.  The elegant presence in this quietly luminous 
full body length portrayal reveals, better than is possible in writing, the 
strong personality of the subject. 

Dressing up for the occassion, Ms Magalona’s almost androgynous 
getup, softened by the gently permed hair reflects genteel affluence. 
Amorsolo made his famous subject a symbol of gentle aloofness from 
the banality of the world.  The composition radiates a carefree mood, 
characteristic of the  bourgeois leisure activity from this period.

Her structured get up — equestrian’s pants and all — forms an area  
of strong contrast which acts as a foil, intensifying perception of the 
architectural backdrop of the picture.  Whether the clothes shown in 
works of art are charming or elegant, authoritative or casual, it is clear 
that fashion in painting, especially portrait painting is not just a matter  
of surface appearances but points to deeper complexities of the  
zeitgeist. 

Ms. Magalona’s languid gaze glows amid the depths of the contrasting 
brick background.  She encapsulates the sophisticated heights of the 
fashion of the moment in a spontaneous portrayal free of formality and 
abundant detail.

In the book “Fernando Amorsolo: Seven Museum Exhibition” Purissima 
Benitez Johannot wrote: “(Amorsolo) portrayed women as elegant, 
polished and beautiful, turning his waiting list of such commissions  
into a veritable chronicle of the wealthy.”
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One of the most prominent mid-career abstract painters working today, Augusto Albor has 
created a visual language characterized with spare forms and subdued instances of color, whose 
juxtaposition creates a world that is almost Zen-like in its purity and contemplative spirit.   
This work, Woman, embodies the artist’s style, all the while gesturing at a female form  
who seems to be looking at a mirror that repeats her.  While her silhouette is evident,  
Albor’s approach is still essentially abstract, and the added element of a series of horizontal  
lines further confounds the nature of the form.  In a sense, Albor has reintroduced the  
essential mystery of a woman, all the while opening up the possibilities of how her story  
may be imagined.  

38

Augusto Albor (b.1948)
Woman
s igned and dated  1973 ( lower  le f t )
mixed media 
26 1/2” x  27 1/2” (67 cm x  70 cm)

P 200,000

Provenance : 
P r i va te  Co l lec t ion , USA
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Vicente Manansala (1910 - 1981)
Binangonan
s igned and dated  1971 (upper  r ight )
waterco lo r  on  paper
20” x  28” (51 cm x  71 cm)

P 320,000

Provenance : 
Acqu i red  d i rec t l y  f rom the  a r t i s t 

For a moment in time, Manansala set his eyes out of his Manila of street vendors 
and the like, and plunged into a magical, primal world.  He records the  
otherwise bucolic vistas with overflowing enthusiasm.  The noteworthiness  
of this watercolor composition is apparent in the utter lucidity, unhesitating strokes, 
and clear images of the countryside — a hut and a leafless tree, and a copse  
of greens at the back — set against the earthy luminosity of the near sepia  
background color, serene and luminous countryside.  With the wet on wet  
qualities of watercolor, he became interested in depicting broad masses  
of light and shade and less interested in the details and fidelity to appearance.

Manansala’s handling of watercolor, his apparent preference for the wet  
technique — wetting the paper as to produce seemingly accidental, bleeding  
effects — and the summary statement of images, indicates a concern for balance 
between a painting’s mood and mode.  

Manansala’s trees are almost always sweeping gestural rhythm or planar  
arrangements.  Compositionally, his trees are mostly cut off at the top.   
They are also not identifiable as trees.  But each would have what Manansala  
calls “atmosphere”.  Atmosphere is the quality of yielding translucence intrinsic 
to a plant.  Manansala was quoted in 1974: “This is the quality I call atmosphere.  
Such a spatial quality, the suggestion of a capacity to move around or through a 
pictorial object is akin to what (Bernard) Berenson calls ‘tactile values'".  Its  
simplicity is part of its appeal, deepened by Manansala’s feel for tonal beauty.
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Lee Aguinaldo (1933-2007)
Portra i t  of  my left  hand, 1949 
s igned and dated  1989 (ve rso )
ac ry l i c  on  paper  mounted on mar ine  p lywood
14 1/2” x  11” (37 cm x  28 cm)

P 140,000

Provenance : 
P r i va te  Co l lec t ion , USA

Lee is known for his early works with splashes and blobs of paint  
influenced by Jackson Pollock.  His later works evolved to be sparse,  
flat, geometric landscapes in bold colors and earth tones.  This work 
done in 1989 is a fusion of representational figure drawing and  
abstraction which is at once very post-modern.  Lee who is a  
passionate Modernist also loved the classics.  In figurative drawing  
and painting, the hand is the most difficult part to draw.  It is the 
part of the human anatomy that tests the mettle of an artist.  Here, 
Lee’s hand as a 12-year-old child is the subject.  The hand is detailed 
and delicate and looks like the hand found in the “santos” or sacred 
images.  It is a hand that evokes purity and innocence.  Yet, this hand 
is painted on a textured brown surface — brown being the color  
of the earth and all things material. 

So much had transpired at age 56 when he painted his 12-year-old 
hand.  Gone is the innocent, unsullied, happy little Lee who has 
become older, wiser, weary, worn out by his own life’s challenges 
and misfortunes.  When he was 12, he had a happy family with 
his parents and 3 other younger siblings.  At 15, he was shipped to 
the US to attend military school to get some discipline.  When he 
expressed his desire to be an artist, his dad did everything to squish his 
dreams.  He defied him and went on to follow his Muse.  He became 
a painter who lived a bohemian life, he hung out with other artists, 
had relationships with more modern, unconventional women, and 
experimented with drugs and alcohol.

Because Lee refused to work with the family business, his father Daniel 
cut off his allowance.  As a result, he had no stipend.  He was evicted 
from Patio Madrigal, he and his kids and partner Melba moved to his 
grandparents’ home in V. Mapa.  His sick father continued to write him 
eviction letters until he succumbed to cancer.  In 1988, Lee, together 
with his family and mother Helen were finally evicted from the V. Mapa 
ancestral home.  

The Aguinaldo fortunes were dissipated and the business was now 
controlled by their lawyer and his father’s business associates.  Lee lived 
through the kindness of friends, art patrons, and galleries like Galleria 
Duemila.  Artist Fernando Zobel supported him until his death.  Melba 
his partner through, sheer hard work, reenvineered her life from fashion 
model to dentist so she could also help the family because Lee’s income 
as an artist was not regular. 

From a life of privilege and luxury to a life of austerity and deprivation.  
12-year-old Lee “grew up” through all this.  Though at 56 he was  
financially decrepit with an inheritance reduced to a pittance, his  
defiance and steadfast determination and passion to follow his Muse 
created another form of wealth — his formidable talent as a new  
master of abstraction and Modern art in the Philippine art scene.  

(Source: Insider/ Outsider: revisiting Lee Aguinaldo by Ma. Victoria 
Herrera) 
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As one of the enduring themes of the National Artist Ang Kiukok, Scream 
represents an existential cry, an assertion of defiance, a release from  
suffering.  It is, to quote the exhibit note on his homecoming exhibition  
in Davao City two years ago, “a visual allegory for the age — or of any age 
for that matter — as long as abuse of power, disequilibrium, and injustice 
continue to exist in the world.  Ang Kiukok’s works are enduring records  
of suffering and resistance, of despair and hope". What is essentially 
unique about this particular work is the presence of three figures set 
against an unbroken blue background — all of them struggling from ropes 
that constrict movement, with the one in the bottom having successfully 
freed himself from a pair of handcuffs.  Works such as this are some of the 
most collected of the artist, a deeply existential man who saw that the role 
of humanity was to achieve absolute freedom.

41

Ang Kiukok (1931-2005)
Scream 
s igned and dated  1984 (upper  le f t ) 
o i l  on  canvas 
48” x  26” (122 cm x  66 cm)

P 10,000,000

Th is  p iece  i s  accompanied  by  a  ce r t i f i ca te  i s sued  
by  F ina le  Ar t  F i l e  conf i rming the  authent i c i t y  o f  th i s 
lo t

Provenance : 
P r i va te  Co l lec t ion , Mani la

Exh ib i ted :
Met ropo l i tan  Museum of  Mani la , Ang K iukok:  
Se lec ted  Works  (1960-1990) , Mani la , 1991

L i te ra ture : 
Roces, A l f redo, K IUKOK: Deconst ruc t ing  Despa i r,  
A  F ina le  Ar t  F i l e, Manda luyong, Ph i l ipp ines, 2000
( i l lus t ra ted)
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The lines and forms that characterized Zalameda's early landscapes are still evident in 
most of his latter works.  This influence could be traced to a fruitful stay in Mexico  
during the late 1950s and an admiration for the Mexican muralist Diego de Rivera via  
the Latin pinks and fruity reds.  Daubed and dragged, sensuous and saturated by the 
piling of pigment, and building up unexpected juxtapositions; This extraordinarily free 
painting, only hints at the the forms of the composition.  The broad sketchy patchwork  
of brushstrokes results in a dynamic surface.  In this predetermined, solidly unified  
structure, the artist distributes the graduated planes of the surface and the areas  
of light and shade in rhythmic patterns.

42

Oscar Zalameda (1930 - 2010)
Boats
s igned ( lower  r ight )
o i l  on  paper
15”x 18” (38 cm x  46 cm)

P 100,000

Provenance : 
P r i va te  Co l lec t ion , Nether lands 
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Mauro Malang Santos (1928 - 2017)
Woman Wait ing
s igned and dated  2001 ( lower  r ight )
gouache on paper
14 1/4”x  16 1/4” (36 cm x  41 cm)

P 140,000

This piece is accompanied by a certif icate issued by 
West Gallery confirming the authenticity of this lot

*Th is  lo t  i s  so ld  to  benef i t  the  UA&P for  i t s  va r ious  
char i tab le  p ro jec ts  

Is abstraction really abstract? As paradoxical  though this may 
seem,  it can be more Realist than Realism, in the hands of 
Malang.

Close examination of his work reveals that the choice of  
subject is conveniently incidental as feelings and emotions of 
the subject are not his concern.  Rather, his artistic intent is 
purely pictorial and decorative.

A festive mood emanates from Malang’s depiction of a flower vendor, warm colors and all.  The leap from illustrational art to lightweight genre 
painting was a felicitous one for Malang, who stated in the last mid-century as an illustrator cartoonist for The Manila Chronicle and creator of 
two strip characters.  The picture hovers on an illustrator’s venture into complete abstractness, so we can’t let ourselves off his notional hook by 
opting for a non-representational reading

Malang leaned toward the decorative; although the figures are solid, the emphasis is on detailing rather than on weight or power.  In this 
predetermined, solidly unified structure, the artist distributes the graduated planes of the surface and the areas of light and shade in rhythmic 
patterns.
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Whether it be in his paintings or his sculptures, Arturo Luz works consistently 
in the abstract, calling attention to what Manila critics describe as an “elegant 
Mandarin sensibility".  Arturo Luz, like Fernando Zobel, Constancio Bernardo, 
Lee Aguinaldo, and Jose Joya are among the artists who explored non-objective 
art in painting and mixed media works, both in linear and painterly styles.  But 
Luz, through discipline, has built his reputation around distinct visual worlds 
stripped of distraction and sentiment.  His direction had to do with abstract 
painting of a geometric-planar kind.

A founding member of the modern Neo-Realist school in Philippine art, Arturo 
Luz received the National Artist Award, the country's highest accolade in the 
arts, in 1997.

44

Arturo Luz (b.1926)
Performers
s igned
meta l
H: 69” x  L : 38” x  W: 36” (175 cm x  97 cm x  91 cm)

P 500,000

Provenance :  
C laud ia  Luz
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Fernando Amorsolo (1892 - 1972)
F ishpond in Malabon
s igned and dated  1927 ( lower  le f t )
o i l  on  wood
13” x  16” (33 cm x  41 cm)

P 3,000,000
 
Leon Ga l le ry  wishes  to  thank Mrs. Sy lv ia  Amorso lo-Lazo 
fo r  conf i rming the  authent i c i t y  o f  th i s  lo t

The passion for landscape painting remains strong through the 
generations that Amorsolo witnessed.  He continues this with his 
landscape art which spoke, with surprising vigor, of the notion 
of a meditative, peaceful world in the nutshell of the Philippine 
countryside.

Every schoolchild was familiar with Amorsolo scenes of planting 
rice and streams overhung with bamboo shot through with 
sunlight.  In his treatment of the sky, Amorsolo rejects the operatic 
bravado of his towering orange clouds of the distant 1920s and 
replaces it with a lighter, quieter touch, appropriate for his twilight 
years..

The foreground has been simplified and the background has 
been strengthened with the visually perceived depth of the  
pond, the dense copses of trees, and the silhouette of a hut.  
Amorsolo as the visual sensualist uses a repertoire of techniques  
in catching the effect of muted sunlight on water.  The effect  
is gauged against the shadows cast on the water.

Amorsolo is an artist who is deeply drawn to the landscape  
as a means of expressing his singular vision of the world.   
He constantly eschewed the new trends of his time, holding  
firmly in his belief in oil on canvas as the medium that best suits 
his requirements for color and nuanced textures on surfaces,  
as well as seeing views with the use of oil colors as the best  
way through which to achieve nature’s effects.  The note of  
sentiment is clear but still reserved, implicit rather than explicit:  
an appropriation of nature’s grace sans stirring situations. 
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Sam Penaso (b.1971)
L inearscape
s igned and dated  2018 ( lower  r ight )
ac ry l i c  on  canvas
60” x  48” (152 cm x  122 cm)

P 60,000

*ACC Grantee 

Sam Penaso’s language comes across through vivid mashups of color 
and geometry, building up shapes of color and then cutting away.   
His visual vocabulary has acquired a new depth which has resulted  
in a work that celebrates the free spirit of art and the joy of life.  
Penaso’s work with metal influenced the non-objective forms he 
used in both his paintings and sculptures and infused him with a new 
freedom of painterly expression.  His painting stressed shape and 
planar masses (often assuming non-rectilinear formats).  The artist’s 
development had been resolutely inner-directed: neither a reaction 
nor the outcome of a dialogue with his contemporaries.  Penaso takes 
the entire canvas as the starting point, treating it as a continuous, flat 
surface that could be activated by interlocking geometries of color.  
In this work there is no reference to the figurative.  The idea of  
painting as object rather than representation is fully made manifest.

Espiritu was a painter and sculptor who was a few years younger than Amorsolo.  He also  
graduated from the UP School of Fine Arts in 1928.  He opted for a realistic style which is evident 
in his rendering of portraits and human figures.  His later works featured Filipino subjects which like 
Amorsolo captured the idyllic interpretation of the Filipino rural life and culture like the dances and 
cockfights. 

In this painting two women are inside a nipa hut.  They are "bordadoras" or embroiderers. 
"Bordadoras" usually embroider by hand intricate and elaborate designs on fabrics such as  
"jusi" and "piña".  From the Spanish colonial period up to the present times, some women have 
been earning their income by working as "bordadoras".  Some of them inherited the craft from  
their mothers or from older female relatives. Here, two women sitting on the floor are working  
on a design.  The hut is rather dark and it can be a challenge to embroider at dusk without any  
electricity.  Their home is their workshop where they can tend to their family and domestic duties  
and juggle embroidery contracts to supplement their income.  These "bordadoras" are a reminder  
of the quiet strength, resilience, hardwork, and resourcefulness of the Filipina which has helped 
many families through the centuries overcome war, environmental disasters, and financial challenges. 

47

Oscar Espiritu
Mga Mangbuburda
s igned ( lower  r ight )
o i l  on  board
15” x  20” (38 cm x  51 cm)

P 180,000

Provenance : 
P r i va te  Co l l l ec t ion , London, UK
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Mauro Malang Santos’ art has always exhibited a very Filipino character.   
Since his early days as a cartoonist, through his breakthrough show and  
numerous accolades, Malang’s works had featured his penchant for illustrating 
the travails of life in the big city. 

Over time, these creations evolved stylistically as Malang grew more mature, 
developing his unique approach to abstraction — with much of his later works 
depicting Filipina women, from mothers to market vendors, going about their 
days. 

This work from 1997 is a fine example of Malang’s distinct style; a potent and 
unique Modernist approach with strong Filipino context. 

48

Mauro Malang Santos (1928 - 2017)
F ish Vendor
s igned and dated  1997 ( lower  r ight )
o i l  on  canvas
12”x 16” (30 cm x  41 cm)

P 200,000

This piece is accompanied by a certif icate issued by 
West Gallery confirming the authenticity of this lot

Provenance :  
P r i va te  Co l lec t ion , Mani la 
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Fabian de la Rosa (1869-1937) 
Washing by the River 
s igned and dated  1920 ( lower  r ight ) 
o i l  on  canvas 
15” x  23” (38 cm x  58 cm)

P 1,000,000

Provenance : 
P r i va te  Co l lec t ion , Mani la

De la Rosa has offered an earthy embodiment of landscape  
sensibility, running variations on space and light, materiality and 
evanescence.  He encapsulates the aura of a lost and perhaps 
more enchanted era.  This arcadian image of a couple —  
a woman by the river and a man on a boat — provides  
a nostalgic preserve of a preindustrial world.   

De la Rosa makes no attempt to prettify the rugged riverbanks.   
The view takes an interesting, flinty aspect as the artist works out 
the textural and tonal details of the trees and shrubs with brush 
and maybe even a palette knife.  The intensity of the dark colors 
vibrating along the banks is relieved by the morning sky with thin 
clouds sweeping in an implied manner and there is the visual 
sensuousness as depicted by the river surface.
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Oscar Zalameda (1930-2010)
The Courtship
s igned ( lower  le f t )
o i l  on  canvas
30” x  36” (76 cm x  91 cm)

P 400,000

Th is  p iece  i s  accompanied  by  a  ce r t i f i ca te 
i s sued by  the  a r t i s t  conf i rming the  
authent i c i t y  o f  th i s  lo t

Provenance : 
P r i va te  Co l lec t ion , Mani la 

Oscar Zalameda is one of the most recognized Filipino artists today.  A Modernist  
virtuoso known for his distinct Cubism, Zalameda has captured the hearts of many with 
his brilliant renditions of rustic Filipino themes.

A multi-award-winning artist, Zalameda’s stylistic genius and jet set lifestyle truly made 
him a sensation.  A very well-travelled Filipino artist, Zalameda’s oeuvre eloquently re-
flects his international worldview — one born of experience and taste.  With his inviting 
imagery, he boasts to the world the beauty of his homeland, its people and locales. 

In this very work, we see Zalameda’s take on a young Filipino couple in courtship.  
Of note are the very bucolic elements laid into the setting, from the suitor’s bare feet to  
the lass’ burnay jar.  The flowers imply the independence and resilience of the Filipina, 
her assiduous nature having been the subject of numerous Classical iconography.   
The suitor’s bare feet also adhere to the humble and honest nature of the Filipino — 
winning over the heart of his lady with his charm.  A truly stunning genre piece from 
the iconic Modernist.
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Ronald Ventura (b.1973)
Untit led
s igned and dated  2016 ( lower  r ight )
mixed media
24” x  18” (61 cm x  46 cm)

P 1,200,000

*Th is  lo t  i s  so ld  to  whol l y  benef i t  the  
ACC

Provenance : 
P r i va te  Co l lec t ion , Mani la 

Ronald Ventura is arguably the most renowned Contemporary Filipino artist today.   
With his acerbic, Hyperrealist concoctions that border on the surreal, Ventura’s  
intellectual play on themes meld with his technical prowess has allowed the  
genius maestro to craft awe-inspiring works of superlative detail.  A multifaceted  
artist, Ventura’s deft hand shows no qualms in working with any medium — be it in a  
two or three-dimensional plane.
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Hernando R. Ocampo became famous as the ringleader of the  
‘Neo-Realist’ group of painters who sought to express the new modern 
reality with their abstract art.  The other artists were Cesar Legaspi (said 
to be HR’s closest friend), Vicente Manansala, Victor Oteyza, as well as 
the young turks Romeo Tabuena and film director Ramon Estella.   
They regarded as their spiritual leaders, Victorio Edades and Carlos V. 
Francisco.  H.R. Ocampo’s biographer Angel G. de Jesus has always 
claimed that “Ocampo and Edades are the 2 real pioneers of the  
Philippine Modernist movement".

H.R. would make headlines as the 1st-prize winner of the Art  
Association of the Philippines (AAP) influential competition in 1951  
— in the glory days of the Philippine Art Gallery, which he would helm  
in the absence of its founder Lyd Arguilla.  Ocampo would return  
triumphantly for another AAP first-prize in 1969, the year “Bon Vivant” 
was created.  That work was called “Circle” which, more or less,  
describes the path that H.R.’s career had taken over a single decade.
Writing in 1978, on the occasion of a monumental retrospective for his 
friend at the Museum of Philippine Art, de Jesus also took the occasion 
to write in detail on the subject of H.R. Ocampo’s distinctive and famous 
use of color.

“Although his color theories have been ascribed to Josef Albers, an 
authority in color relations who painted pure geometric abstractions 
and taught experimental design at Bauhaus, there is a uniqueness in 
Ocampo’s color which many familiar with Western art have remarked 
on.  It has been variously described as iridescent, sumptuous, glaring, 
and — above all — Oriental".

ProPerty FroM the ColleCtion oF a very 
distinguished FaMily
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Hernando R. Ocampo (1911 - 1978)
Fert i le  Valey
s igned and dated  1972 ( lower  r ight )
o i l  on  canvas
48” x  36” (122 cm x  91 cm)

P 9,000,000

Provenance : 
Acqu i red  d i rec t l y  f rom the  a r t i s t 
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Fernando Zobel (1924-1984)
a.)  Unt i t led 1 
s igned and dated  1960 ( lower  r ight )  
e tch ing 
10” x  11” (28 cm x  28 cm)

b.)  Unt i t led 2 
s igned and dated  1960 ( lower  r ight )  
e tch ing 
10 1/2” x  9  1 /2” (27 cm x  24 cm)

P 160,000

54

Romeo Tabuena (1921 - 2015)
Untit led
s igned and dated  1965 (upper  le f t )
o i l  on  canvas
15”x 19” (38 cm x  48 cm)

P 120,000

Provenance : 
P r i va te  Co l lec t ion , USA

In Search of a Simple Life —  In this ruggedly  
ethereal picture of a rural family, the lyrical power 
of Tabuena’s work is achieved through a developing 
understanding of the complexities of art and social 
context.  Many of his paintings suggest a newfound 
freedom and even a sense of joy, while retaining 
many aspects of the evanescent spirit that gives his 
art its softly expressive power.

To achieve the ‘interior expression’ he sought,  
and to do so through ‘pure form”, Tabuena 
shattered his original image into a shifting mosaic 
of harshly contoured abstract fragments, of softly 
undeniably powerful effect.  The result was a delicate yet rich color scheme.  The experimental, tentative quality of some of his early works gave 
way to increasing sureness. 

P rovenance : 
Marcos  Roces 

Fernando Zobel has taken traditional ink painting further than most during his career.   
He has developed a delicate imagery for the visually voluptuous 1950s and 1960s.    
Unlike many painters, Zobel is not imposing his visual dexterity on preconceived ideas  
of what painting should be on the viewer.  His art’s reality is an elementary simplicity that 
betrays his complex intellectual training.
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Vicente Manansala’s artistic career is nothing short of remarkable, at the very 
least.  The iconic Cubist master has treated us to a wide assortment of styles  
and media, flaunting his technical mastery with anything he can create a work 
of art with.  In the vast oeuvre of Manansala, of note are his watercolor works.  
His outstanding use of the medium is truly a spectacle, as he captures  
landscapes and such with such refined composure and restrain.  Beyond his 
impressive draftsmanship is his masterful eye, as he puts on display his  
understanding of light, gracefully completing the composition in all its  
simple eloquence. 

In this work from 1971, Manansala uses his medium with such great restrain 
— the translucence of watercolor so elegantly giving vibrance and allure to the 
composition, ultimately adding to its emotional quality.  Such translucent quality 
of watercolor bore inspiration for Manansala’s Cubism, and could very well  
be a precursor for which.

ProPerty FroM the ColleCtion oF a very 
distinguished FaMily
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Vicente Manansala (1910 - 1981)
Binangonan
s igned and dated  1971 (upper  r ight )
waterco lo r  on  paper
18” x  21” (46 cm x  53 cm)

P 400,000

Provenance : 
Acqu i red  d i rec t l y  f rom the  a r t i s t
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Jose Joya (1931-1995)
Space Transf igurat ion 
s igned and dated  1959 ( lower  r ight )  
o i l  on  canvas  
60” x  70” (152 cm x  178 cm)

P 22,000,000

*ACC Grantee 1967 and 1969 

Provenance:
Estate of the artist

Exhibited: 
Jose Joya: Selections from 20 Years, a Retrospective  
Exhibit," Malolos, Bulacan, 1973;
Joya: Balik-tanaw, a Retrospective Exhibit," 
National Museum, Manila, 2011; 
Ayala Museum, Images of Nation: Abstracting Joya, 
October 28, 2011 - January 8, 2012 

Literature:
Mobilways Magazine, Standard-Vacuum Oil Company  
Phil ippines Division, July 1959. Color Plate P.14;
“Art Phil ippines: A History: 1521 - Present".  Editors Juan  
T. Gatbonton, Jeannie E. Javelosa, Lourdes Ruth Roa.  
Crucible Workshop, 1992. Color Plate, P.164;
“Joya”, Foreword by Francisco Arcellana, Dick Baldovino  
Enterprises, 1996. Color plate. (Pages are unnumbered.) 
“Images of Nation : Abstracting Joya”, Ayala Museum, 
2011. Color Plate, P. 18;

Award:
2nd Prize in the 12th Annual Art Competition;  
Exhibition of the Art Association of the Phil ippines, 1959

No other work by José Joya has been more talked and written 
about, iconized, and celebrated, as well as exhibited in museums 
both in the Philippines and abroad than the magnificent “Space 
Transfiguration".

Acclaimed and accorded a prize at the 12th Art Association of the 
Philippines’ Annual Exhibition and Competition of 1959, it was  
Joya’s most favorite piece and the one work he refused to part with. 
It was passed on to his beloved sister Josie J. Baldovino, keeper  
of his artistic flame and his staunchest supporter throughout his 
entire career.  Ms. Baldovino recounts that it could not be included 
in Joya’s triumphant participation at the 1962 Venice Biennale  
for the simple but piquant reason that it was too large to be  
accommodated through the airplane’s doors.

Indeed, Joya’s experimentation with larger-scale paintings are said to 
have begun with “Space Transfiguration”, as suggested by the sage 
art critic Alice Guillermo.  The work’s title suggests this ample size.

It’s hard to believe — as National Artist Francisco Arcellana pointed 
out — that José Joya was all of 29 years old when he created this  
extraordinary work.  Joya had just returned from a 2-year study in 
the United States where he would come face-to-face with abstract 
Expressionism.  In 3 years he would be the representative at the  
Philippines’ first ever participation in the world’s oldest art fair in 
Venice.  And in another 5, he would also be the country's first 
grantee of the Asian Cultural Council, through its precursor, the 
Ford Foundation.  It is entirely fitting that this remarkable work of art 
should be a highlight at the much-awaited ACC Auction.  (LGN)

No other Filipino painter has used paint as massively and texturally  
as Joya.

They emphasized the materiality of the oil medium through skeins  
of paint dribbled all over the canvas surface and gobs of pigment slashed 
across it.  The loose gestural brushstrokes underscored the kinetic act  
of painting.

The orientation of the massed gestural strokes creates an asymmetry 
that approximates the power of the brushstrokes, invigorating and 
charging the surrounding space with energy.

Gesture is very important in this kind of painting.  The movement  
of the hand across the canvas, as in spontaneous writing  
or calligraphy for its own sake, is vital.  Instead of an idea being  
perfect and depicted what the artist feels at the moment of creation  
is paramount and should be communicated in an abstract fashion 
through the hand.  However, the color intensities and the textures 
remain.

A close examination of the calligraphic brushwork in Space  
Transfiguration shows that it is similar to the Saetas of Fernando  
Zobel.  However, Joya could not identify himself with painting black  
on white starkly.  Being a colorist, Joya chose to use shades like red and 
earthier colors.

Joya’s storied foray into the non-figurative is long and deep.
In December 1953, Jose Joya dispensed with figurative references  
altogether in his entries for the group show of 11 Modernists  
at the Philippine Art Gallery run by Lydia Arguilla.  Referred to as the  
First Exhibition of Philippine Non-objective Art in Tagala, the show, 
curated by Aurelio Alvero a.k.a. Magtanggol Asa, had, as participants 
Hernando R. Ocampo, Fernando Zobel, Nena Saguil, Fidel de Castro, 
Conrado V. Pedroche, Lee Aguinaldo, Leandro Locsin, Carl Steele, Victor 
Oteyza, Manuel Rodriguez Sr, and Jose Joya himself.  His 2 entries for the 
show, Something and Composition in Red, signaled the beginning of his 
career as a major exponent of abstraction in the country.

Joya’s further identification with the style of international  
abstractionism in art was the result of his  studies in America in  
the latter 50s, at a time when he was most impressionable because 
young and just out of school, in spite of a somewhat numbing  
experience in Spain (it was his first trip to Europe), in 1954 and 1955, 
during which he could hardly paint in that Iberian milieu.

In 1957, Joya went to the United States for further studies.  He was 
exposed to the abstract Expressionist movement as it was becoming  
an establishment there.  At the Cranbrook Academy of Art in Michigan 
in the late 1950s, Joya was so obsessed with gestural lines that he did  
a number of inkwash drawings with the use of twigs, in order to liberate 
himself from the academic training at the University of the Philippines. 
Joya also fell under the influence of his mentor, Zoltan Sepeshy. 
Sepeshy was a firm believer in this aesthetic.  The US study grant  
included a period of orientation in New York, where he underwent  
a massive exposure to the work of the abstract Expressionists.
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Only after his exposure to the New York School of De Kooning,  
Pollock, Kline et al. in the mid 50s did Joya begin to evolve the style  
by which he has been classified as a serious painter.  The works of his 
post-Detroit years were bold statements eliminating subject matter 
altogether in favor of purely plastic means to create large, loose forms 
whose “meaning” was arrived at by psychological associations.  
His concern has since been to create painterly accidents of the kind  
that allow deeply buried personal meanings to take on visibility.

Joya’s Space Transfiguration is turbulent, full of motion, color, and  
emotion.  Within the context of Philippine art, Joya pioneered the  
technique of trowelling pigment onto his canvases.  By this time  
he had begun to demonstrate his genius for rendering surface textures 
and capturing emotional immediacy.  Within the endless flexibility  
of the oil medium, Joya achieves impasto effects in the areas of most  
concentrated attention.  

Joya’s abstract Expressionist reputation — of New York school —  
will further be based on his participation in the 32nd Venice Biennial  
in 1964, for which he had painted very large works in thick paint   
applied in semi-automatist manner.  Art critic Eric Torres described  
such works as excessive not so much of statements as of states of 
feeling.  Space Transfiguration could very well have been the archetyp-
al painting for some of them.

Space Transfiguration shows the great freedom depicted in a storm  
of brushstrokes of vivid, violent colors with which Joya was handling 
paint — a freedom which long after his death, continues to liberate 
Philippine painting towards the end of the 20th century.
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A legendary expatriate Filipino artist, Romeo Tabuena chose to live and conduct his art 
practice in Mexico, a country that shares a handful of similarities with the Philippines, more 
notably in expressions of culture that reflect the Spanish colonial influence.  In this work, 
Tabuena depicts one of the more enduring sights of his native home: cockfighting.  Through 
a visual language that reveals a Cubist influence, Tabuena evokes the energy and ferocity  
of cockfighting through a flurry of shapes and colors, with the beaks of the birds fully open 
and feathers seemingly shooting out of this high-charged scene.  Darting within a contained 
aura of furious activity, Tabuena’s depiction of sabong is remarkable for its beauty, intensity, 
and luminosity. 

57

Romeo Tabuena (1921 - 2015)
Sabong 
s igned and dated  1969 (upper  le f t ) 
o i l  on  canvas 
32” x  39” (81 cm x  99 cm)

P 500,000

Provenance : 
P r i va te  Co l lec t ion , Baco lod  C i ty
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A highly renowned Modernist, Angelito Antonio has come to be known for his distinct  
figurative-Expressionistic style.  Antonio’s works, often of themes alluding to idyllic Philippine 
life, put forth a glimpse of rural Philippine culture and heritage. 

This very work by the renowned modern is from 1983.  Earlier in his career, Angelito Antonio’s 
artistic predilections started with a black and white series.  Such had later developed into his 
own unique style, fusing into his work his own stylized delineation and color schemes.   
Using black charcoal-like strokes as the structuring principle of his works, he has through  
the years experimented with particular hues to define his figures — such, concocting  
a unique flair in his Cubistic creations.

ProPerty oF a distinguished lady

58

Angelito Antonio (b.1939)
Untit led
s igned and dated  1983 ( lower  le f t )
o i l  on  canvas 
34” x  36” (86 cm x  91 cm)

P 200,000
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Felix Resurreccion Hidalgo (1855 - 1913)
Houses in Br i t tany
s igned and dated  1901 ( lower  le f t )
o i l  on  canvas
13 1/2” x  18” (34 cm x  46 cm)

P 2,400,000

Provenance :  
P r i va te  Co l lec t ion , Madr id , Spa in

Alfredo Roces wrote in 1997: “As an academically trained painter, 
Hidalgo applied his knowledge of perspective to depict houses with 
accuracy, striving to create that illusory third dimension.  Houses against 
the landscape fascinated him: be they the squat stone houses along 
the coasts of Normandy with tile or thatched roofs…”
 
These spatial features and the hatched brushstrokes, which bathe  
the distant buildings in the Normandy light, are reminiscent of the 
aesthetic movements raging at the time.  The directionally hatched 
brushstrokes and angular definition of planes; the powerful effects of 
color and simplification of decorative shapes are almost Fauvist In the 
painting, the atmospheric effects are neutralized to concentrate on 
the structural elements of the composition.  His personality stamped 
a certain elusive sensitivity; a wispy fragile quality in all his paintings.  
Hidalgo’s work continues the plain tradition, but by 1901 happily  
embraces more Modernist tendencies.

Hidalgo’s eye cum brush displays all the unselfconscious charm  
of great folk art, while providing a unique window into the rich and 
colorful life of a Filipino artist who was for a time, a reluctant member  
of the Propaganda movement in Europe.
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The Philippines’ Tam Austria interprets the age-old Mother and Child theme with more than a touch  
of folk genre.

A regional artist, Austria is also known for his interpretation of Philippine myths.  Among his earlier works 
were a Madonna and Child series in far more somber tones, avoiding the usual sentimentality of the 
subject.

While his ideas may seem rarefied, his works, sought-after pieces by collectors for the naturalness  
of their forms and the masterful combination of colors, are as rooted as you can get: rich flora and fauna 
surrounding figures (usually of women) in their distinct Filipiniana dresses who conduct themselves with 
subtle elegance such as in gathering palay stalks, blowing into a flute, or holding a child, their cheeks  
in a blush, their faces lit by an almost supernatural glow.  It is that glow by which you can easily spot an 
Austria, a luminosity that instantly engages the eye and holds it rapt and mesmerized.
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Tam Austria (b.1943)
Fami ly
s igned (upper  le f t )
o i l  on  canvas
24”x 36” (61 cm x  91 cm)

P 180,000

Provenance : 
P r i va te  Co l lec t ion , Mani la  
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Valeria Cavestany (b.1962)
Green
s igned and dated  1996 (midd le )
waterco lo r  on  paper
22”x 31” (56 cm x  79 cm)

P 80,000

Provenance :  
Ga le r ia  Duemi la  Inc .

Cavestany enriches her images with the  
introduction of domestic accoutrements.  
Oriental and European pottery, fabric and  
tapestry, tiles and wallpapers echoed the 
petalled patterns of bouquets that spilled from 
jugs and vases, and clustered into exquisite still 
lifes, in a luxurious blend of polyphonic colors.
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One of the most enduring forms that Ramon Orlina has kept returning to in his 
oeuvre that now spans decades, is the female nude.  Glass is a medium that 
yields to the master’s hands, transformed in the most sinuous of creations.  In this 
work, the curvature of the female bosom is noticeably figurative while, the face, 
on the hand, is abstracted.  The tension between representation and abstraction 
imbues the work with sculptural resonance.  Its multifaceted surface permits light 
to enter through the sculpture, breaking and reflecting it back through a million 
magical combinations.  While Orlina has worked with glass tinted in blue or pink, 
the seagreen color, which recalls the depths of the sea, remains to be his most  
definitive.
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Ramon Orlina (b.1944)
Untit led
s igned and dated  2002 
carved b lue  green g lass
H: 16” x  L : 5  3 /4” x  W: 5” (41 cm x  15 cm x  13 cm)

P 500,000

Th is  p iece  i s  accompanied  by  a  ce r t i f i ca te  i s sued by 
the  a r t i s t  conf i rming the  authent i c i t y  o f  th i s  lo t

Provenance :  
P r i va te  Co l lec t ion , Mani la
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Carlos “Botong” Francisco (1912 - 1969)
Untit led
s igned ( lower  r ight )
o i l  on  board
17”x 22” (43 cm x  56 cm)

P 3,000,000

Botong visually safeguards a natural world of private mystery, making 
tangible the idea of bucolic charm as a kind of refuge.  Botong’s life 
is impossible to relate apart from the milieu of his hometown.  For 
Angono was as much a part of the artist, as his memory is now stuff  
of folklore.

The dynamic Pictorialism of the grass and the vertical curvilinear  
lines depicting the trees is different from the usual representational  
distinctions between foreground and background at that time.  
It demonstrated a subtle but apparent Gauguinesque approach  
to art that broke away from straightforward academic Pictorialism;  
curvaceous distortion is employed in depicting the grass and the 
ground in the foreground, and the trees in the background to serve 
aesthetic ends and to intensify a feeling for rhythmic form which will 
be more apparent in Botong’s works in the 1950s onwards.

Carlos Botong Francisco belonged to the first generation Modernists 
who, with Edades and Galo B. Ocampo, constituted the pioneering 
triumvirate which attempted to change the direction of Philippine 
art from the tenacious influence of the Amorsolo school in new and 
fresh idioms of visual expression.  Botong was content with the pride 
of place that Angono provided.  Botong, in the words of Emmanuel 
Torres: “like H.R. Ocampo…turned down invitations to go abroad on 
study and travel grants, preferring to study Gauguin through color 
reproductions rather than the originals hanging in foreign museums".

In Angono, Botong refined the style he had made his own, his  
personal version of Modernism grafted onto the Philippine context:  
a highly attractive Pictorialism where lines flow in long, sweeping  
gestures and rhythms, where the eye is seduced at every turn by  
graceful arcs and curves anticipating his dynamic future murals in the 
1950s.  And it creates a convincing illusion of spatial depth and  
luminously atmospheric distance.

Emmanuel Torres writes that the basis of Botong’s style is “…a  
successful blending of formal elements in folk art…the happy result  
of his researches on the art traditions which have taken root in the 
collective Filipino psyche.  His art has shown the way toward the  
development of a distinct national idiom based not on Philippine 
subject matter as such but on the formal qualities reflecting an artist’s 
particular way of looking at things as conditioned by environment and 
tradition".
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Isidro Ancheta (1882 - 1946)
a.)  Landscape 
s igned and dated  1935 ( lower  le f t )
o i l  on  canvas
16”x 12” (41cm cm x  30 cm)

b.)  Barr io Scene
s igned ( lower  r ight )
o i l  on  canvas
14 1/2”x  7  1 /2” (37 cm x  19 cm)

P 120,000

Provenance : 
P r i va te  Co l lec t ion , USA

A genre work portraying occupational activity, it contains numerous human figures in a 
group.  His vision is one of a gentle rural idyll in which a sense of innocence reigns.  The 
barrioscape is a sea change for Ancheta, who in the pre-war years was known for the 
architectural monuments  and magnificent ruins in which he specialized.  Yet the two barrio 
figures who are distant from each other have the almost architectonic balance (Ancheta is 
famous for his depictions of old buildings) and calm grandeur of gesture that give Ancheta's 
work a characteristic austere serenity.  The cool deep greens of the palm trees and the ochre 
browns of the road along with the summery blue sky stand out against the shadows  
of the lilac-colored bougainvilleas near the foreground.  The painting affirms Ancheta’s 
distinction as a consummate Realist.

Many of Ancheta’s scenes are set in a ruin-filled, turn of the century era Intramuros, yet he 
made forays into the rural outdoors.  His rural pictures, with all their objectivity, revealed a 
warmth and leisureliness of feeling not always present in his scenes of the walled city.   
The arch formed by the blossoms of the fire tree dominates, but does not overwhelm the 
landscape.  And this painting of the dramatic scenery of a faraway provincial valley catches 
the clear air and vast distances, the primeval, virginal quality of this still, unspoilt land.
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Jojo Legaspi (b.1959)
Untit led
s igned ( lower  r ight )
mixed media
44 1/2”x  44 1/2” (113 cm x  113 cm)

P 400,000

Provenance :  
P r i va te  Co l lec t ion , Mani la

The dialogue between Jojo Legaspi’s works and their audience  
happens beyond the realm of language, the visual experience evokes 
sensation without touching on words.  His images lock your gaze,  
turning your attention inwards; time slows.  The child-like drawings 
belies the nightmarish content of his work.  Legaspi’s paintings are often 
free of discernible context, showing people with sallow faces in a state 
of unnatural isolation.  You need time with Legaspi’s paintings.  They  
are still images charged with a haunting energy, silent, harbouring 
secrets of their own, awaiting the onlooker to unravel their mysteries. 
They do not ask the audience to bring the images to life in their  
imagination, but to see the life that is in them.

Although their features have recognizable attributes, they represent 
universal types.  Legaspi deals with the power dynamic between ‘I’ and 
the ‘Other’ and gives the viewer studies of human interaction derived 
from the nucleus of his communal spaces. 

It is hard to tell if these agonizing episodes of social critique are  
borne out of his bouts of existential unease or if it is the other way 
around.  After all, the paradox of specific human experience is that no 
matter how specific it is down to the minute detail, it will still stand as 
a universal concern. 

His work is concerned with the investigation of personal and  
psychological states, and his sculptures and drawings build  
on disturbing childhood memories.  Using neutral, high contrast  
colors, smooth brushstrokes and simple lines, his minimal 
backgrounds serve to thrust his dramatic yet Realistic subjects  
provocatively to our immediate attention.   

Legaspi’s bleak and obsessional imagery can be confronting, but  
is often filled with tenderness and pity, evoking the dualism of love  
and hate that exists in daily life.  The sincere approach to personal  
experience is precisely shown through Legaspi’s lack of preference 
towards vibrant colors and other compositional ornamentations. 
There are several sources for Legaspi’s images, such as the religious 
fascination with the gruesome details of Christ’s crucifixion and the 
martyrdom of the Saints.  The daily reality of poverty, corruption, and 
violence for many Filipinos is another source. The artist’s own sense  
of sexual alienation, being an openly gay man within a society  
generally intolerant of homosexuality, also inflects his work.
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Vicente Manansala (1910 - 1981)
Tres Marias
s igned and dated  1972 ( lower  r ight )
o i l  on  canvas
35” x  37” (89 cm x  94 cm)

P 16,000,000

Provenance : 
Acqu i red  d i rec t l y  f rom the  a r t i s t

L i te ra ture : 
Paras-Perez , Rodo l fo, MANANSALA, PLC Pub l i ca t ions, Mani la , 
1980 ( i l lus t ra ted) 

Many have sung praises for his ebullient colors, his sensuous shapes 
bursting with “baroque” curves or contours, his brisk, lively strokes.   
Manansala can compress much of the festive spirit and love of the  
simple life.  The evidence of his best known works is that of a man 
whose cup runneth over.

Welcome to another page in Manansala’s Tales from the Simple Life.
Beneath the surface glitter and exuberance can be seen a craftsmanship 
honed by many years of study of works by Picasso, Braque, and Gris.

Yet in each country and in the work of almost each artist under its spell, 
Cubism assumed a unique form.  Within the matrix of Manansala’s 
Transparent Cubism which he invented, the striped colors and design of 
the indigenous skirt fabrics are a visual balance to the faceted layering of 
the colors of the basketry-bearing fruits on top of the women’s heads.

It should be added that through the years, Manansala has painted 
memorable murals: the most sensitive of them being the 14 stations 
of the Cross on the walls of the Chapel of the Holy Sacrifice in the U.P. 
Campus; as are in some of the buildings of the International Rice  
Research Institute in Los Banos, Laguna. They are scenes of work and 
play and he is pleased with them for their pictorial balance.  Is he 
pleased with them even more because they reflect his inner  
exuberance? “Perhaps, perhaps,” he was quoted in 1975.

Vicente Manansala  
Courtesy Of Rogue Magazine
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His first inspiration and overpowering influence was Botong  
Francisco, the famous painter and muralist from Angono.  Only a few 
years younger than Francisco, Manasala had a joint exhibit with him in 
1939 at an art gallery in Intramuros called Philippine Vistas.  It was the 
1st commercial art gallery in Manila, pioneered by Ester Aenelle. This 
was also the 1st art exhibit for the works of Botong Francisco,  
Manansala then was only 20 and indelibly delighted to be in the 
company of an artist he much admired and whose zest for Philippine 
scenes and people he was to match through the years.

Manansala was of course influenced by the famous Cubists pioneers 
of Europe.  But it is the folk stance which he shared with Botong which 
gave and continues to give his paintings their distinct signature,  
eventually perfecting a “Transparent Cubism” that is all his own. 

In this short of intimate public scene, Manansala captures the imagery 
and intrigue of the marketplace, taking the viewer into silent dialogues  
of stimulation and response.  Manansala’s women sit veiled and 
hunched over their tasks, their brown impassive faces like the archaic 
bulol, block-like with broad planes, their large bare feet projecting from 
the hem of their saya.

The Cubist aspect of Manansala’s work rests largely on the geometric 
faceting of forms and in the shifting and overlapping of planes.

The great work sums up Manansala’s mastery of figures in space, 
wherein he puts together the juxtaposed women according to the 
needs of the composition and welded the simplified planes of the 
bodies into the picture space.

The women's figures are arranged in such a way that the they make  
a formal composition in the 2-dimensional plane of the canvas, but 
also has a spatial relationship in depth.

It is executed in the Cubist technique of overlapping, strongly  
colored planes, mostly brilliant blues.  Manansala’s facets are always 
translucent so it can collide and intersect but not interpenetrate.   
Jewel-like facets of green in the backdrop defines an idyllic situation 
even if the reality is all about the restless pace of labor in the rural 
areas.

His own type of Cubism never goes too far out as to tear the  
images apart into bits and pieces like so many jigsaw fragments,  
the analytical Cubists do. He holds on to whole images, distorting them 
slightly, simplifying their structures, but never willfully shattering them 
beyond instant recognition.

The Filipino modern idiom Manansala created has proven to be  
an enduring stimulus to succeeding generations of genre painters  
like Angelito Antonio, Norma Belleza, Antonio Austria, Mario Parial, 
Manuel Baldemor, and Lazaro Soriano.

His rural pictures, with all their objectivity, revealed a warmth and depth 
of feeling; he made the 3 depictions of the Mother and Child theme 
symbols of being unaffected from everyday turmoil.  This is  
one of Manansala’s most delightful paintings, filled with unusual  
tenderness despite the visual complexity of the subject.

The tough resilience of the women with children cradled in their arms 
is softened by the fiesta-like ebullience of Manansala’s faceted colors.

The small transparent facets of color create a glittering, jeweled effect.
It is executed in the Synthetic Cubist technique of overlapping, strongly 
colored planes, although the techniques of his famous teacher Leger 
are comparatively opaque and so can collide and intersect but not 
interpenetrate, and their movement defines no static still life situation 
but communicates the restless pace of life.

Through the 1960s, as a leading member of the PAG, Manansala 
moved on from strength to strength, and already displaying qualities  
of Pinoy Baroque: a festive spirit, love of image clusters or that fear of 
emptiness (horror vacui) which compelled the artist to fill every space 
with busy detail, and flattened perspectives. 

It also welcomed the decorative element found in folk, popular, and 
indigenous arts and crafts.  Aside from the Mother and Child, both  
of which are frequent subjects by Manansala, other objects and  
images almost fill the canvas. 

Manansala plunged into Cubism but did not let it overwhelm him.   
He coined a word for the kind of Cubism he eventually perfected as his 
own: “Transparent Cubism".  Manansala reinterpreted or indigenized 
Cubism as he drew his themes from the familiar Filipino environment.
Unlike Analytical Cubism, which arbitrarily fragments and dissects the 
figure into complex abstract compositions with only clues of the subject 
remaining, the Cubist aspect of his work rests largely on the geometric 
faceting of forms and in the shifting and overlapping of planes.
The painting shows a suavity of outline and an extraordinary control  
of the softly formed facets which model the forms.

There is always the sense of active rural life continuing behind the 
subjects, extending outside the frame of the canvas even if left to the 
imagination.

Though Manansala certainly had planned the representation of his 
chosen subject matter, the abstract vision serves as the starting point.

The clear-cut underlying geometric framework of these works  
seemingly controls the finer elements of the compositions; the  
constituent components, including the small planes of the faces,  
become part of the unified whole.

The austere, sometimes highly intellectualized style of Cubism  
emerged from the hands of Manansala as something free and capable 
of sensuousness.  Cubism in France uses objects or images sparingly. 
Manansala’s objects and images almost fill the canvas. 

This work shows a greater complexity of geometric structure,  
a blurring of the distinction between objects and setting, between  
subject matter and background.  The oblique overlapping planar 
constructions, tending away from equilibrium, are manifest.

This work has the freshness and originality of his other paintings  
of the same theme, showing his mastery of the balance of the  
figures, and the juxtaposition of colors.  Here he used oils ever more 
transparently, and turned to an evocation of almost pure light by use  
of shimmering color. 

Vicente Manansala has reaped a harvest of awards in his lengthy 
career.  He won 1st prize for Barong-barong $1 in the 1950 Manila 
Grand Opera House Exhibition.  His awards from the Art Association  
of the Philippines include: 3rd prize, Banaklaot, 1948; 2nd prize, Kahig 
(Scratch), 1953; 2nd prize, Fish Vendors, 1955; 3rd prize, Best Served, 
Well-Gained, 1955; 2nd prize, Give Us This Day, 1962; and best in 
show, Give Us This Day, 1962.  He received the Republic Cultural  
Heritage Award in 1963.  He also received the Patnubay ng Sining  
at Kalinangan Award from the City of Manila in 1970.   He was  
proclaimed National Artist in Painting in 1982.
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Imelda Cajipe Endaya (b.1949)
Tanong ni  Totoy
s igned and dated  1981 ( lower  le f t )
o i l  on  canvas  
24” x  36” (61 cm x  91 cm)

P 120,000

Endaya is a printmaker, painter, feminist and human rights  
activist who uses her art "to be the voice of women and children" 
(www.saatchiart.com).  In this work, she explores the human rights 
violations by the military in a dictatorship where women and their 
children were the victims.  This was 1981,  Martial Law era when 
women joined men to protest the abuses, military atrocities and  
human rights violations of a fascist government.  These women 
fought for the restoration of  democratic freedoms which were lost 
due to the dictatorship.  Some of these women hid to escape torture 
and detention.  Others were tortured, raped, murdered, "salvaged," and never found again.  They left behind traumatized, motherless children 
and grieving family members.  In this painting, Endaya reminds us to protect our democracy and uphold human rights.  She teaches us to learn 
from our history and to impart these lessons to our children so that we can nurture future generations who are more evolved, socially conscious, 
and able to build a truly democratic nation.   

In the modern sense, still life was and is a primary means of taking painting away from 
an illustrative or mimetic function to one demonstrating independently the elements 
of color, form, and line.  Generally, a still life includes a fully depicted background, and 
puts aesthetic rather than illustrative concerns as primary.  In this painting, Palomo has 
arranged the breakfast objects in such a way that they make a formal composition in 
the two-dimensional plane of the canvas, but also have a spatial relationship in depth.

Anthony Palomo was a member of Salingpusa art collective, a group of struggling 
young painters formed in the 1990s who have since then pursued celebrated  
individual careers as artists.  He earned his Bachelor of Fine Arts (Major in Painting)  
at the University of the Philippines in Diliman in 1992 and started exhibiting his works  
in public that same year.

Palomo won several national art competitions, most notable of which are the Grand 
Prize (WatercoIor Category) at the 24th Shell National Students Art Competition  
in 1991, Grand Prize (Watercolor Category) at the 11th Metrobank National Painting 
Competition in 1994, and a citation as finalist in the 1999 Philip Morris Philippine  
Art Awards.
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Anthony Palomo (b.1962)
Untit led
s igned ( lower  r ight )
ac ry l i c  on  canvas
32”x 24” (81 cm x  61 cm)

P 50,000

L i te ra ture :
Jaber, Ha la , Raf f les -The  Ar t  Co l lec t ion ,  
ABS-CBN Pub l i sh ing , Ph i l ipp ines, p.200  
( i l lus t ra ted)  
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Now working with installations that play upon the repetition of infinitesimal spaces and  
situations through the use of mirrors, light, and objects, Mark Justiniani began with painting  
and is, in fact, considered as one of his generation’s most accomplished painters.  His fluency  
with the medium is exemplified by this work, Balik Tanaw.  The image of a man folded by the 
waist and looking through the triangular space between his legs alludes to the superstition that  
a person may see the elementals and other non-human beings following him by doing such  
an act.  In this particular work, what is being investigated is the historical past, which must be 
seen through a different perspective and with a full bodily engagement.  The work resonates 
with the adage of National Hero Jose Rizal concerning collective origin and destination:  
“Ang hindi lumingon sa pinanggalingan, ay ‘di makararating sa paroroonan".  Balik Tanaw  
is a powerful dramatization of Rizal’s admonishment.
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Mark Justiniani (b.1966)
Bal ik Tanaw
s igned and dated  1995 (bot tom)
o i l  on  wood
25” x  22” (64 cm x  56 cm)

P 300,000

Provenance : 
P r i va te  Co l lec t ion , Mani la 
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This tableau of the Blessed Virgin, St. Joseph, and the Child Jesus 
appears to be of the Holy Family or Sagrada Familia.  The stances of the 
Virgin and that of St. Joseph, however, are very different from regular 
depictions of the Holy Family.  Closer inspection shows that the hands 
of the Virgin are that of an Inmaculada Concepcion, while the San Jose 
with the Nino stood on its own.  Apparently, these were once two  
separate images contained in individual virinas or bell jars.  When their 
glass cases were broken, their gold embroidered vestments deteriorated 
and the figures ended up in storage.  When the images were sold, the 
new owner decided to put them together in a tableau as seen today.

The Blessed Virgin, originally an Inmaculada Concepcion, and the St. 
Joseph with the Child Jesus in his arms all have ivory heads, hands, 
and feet attached to baticuling mannequins.  They all have beautifully 
carved faces, as well as hands with delicate fingers, commonly known 
as daliring hugis kandila (Tagalog for ‘fingers tapering like candles’), a 
colonial idea of aristocratic beauty.  The beard of the San Jose is finely 
and beautifully carved.

The images stand on a rectangular base consisting of a plinth with 
molding on the edges and chamfered corners.  The chamfered base of 
the plinth has extensions that are surmounted by acanthus scrollwork.  
The whole thing was meant to be gilded and painted in polychrome, 
but has been left unfinished.   

-Martin I. Tinio, Jr.

70

Holy Family
Last  Quarter  of  the 19th Century
I vo ry  and Bat i cu l ing  
wi th  base :  
H : 17 3 /4” x  L : 13” x  W: 7  1 /2” (45 cm x  33 cm x  19 cm)

P 200,000

Provenance :  
Mani la

94



The asian culTural council philippines arT aucTion 2018     |

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

95



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

|     Leon gaLLery

Bencab exudes pictorial nostalgia, transporting one to the past.  He sees 
himself doing more variations on the old Filipino theme.  He works  
intuitively, always avoiding the risk of limiting himself to a repetitive  
message.  Preoccupied with creating something Filipino, he delves into  
our rich heritage to unravel the mystery of our identity.  The dynamics  
of the faceless costumed female forms remain the primary vessels for  
their essential appreciation.

Quoting the book “Bencab” by Krip Yuson and Cid Reyes: “There  
is no more convincing proof of Bencab’s classicizing temper and  
abstracting eye than his enduring predilection for the drama of drapery”, 
that Bencab is a master of line is amply demonstrated by the visual  
harmony he creates with the subjects.  A sense of order and structure  
underlies the seeming spontaneity of the composition featuring the  
women’s ethereal garments.  The small figures are almost gestural  
in a frenzied, contrapuntal play of lines to emphasize the swishing  
movements of drapery that always engages the artist.

Bencab always favored using few colors rather than many; deep browns 
make for the backdrop of the painting.  Bencab’s works assert that fewer 
colors in a painting gives the art greater force and meaning.

ProPerty ForMerly in the raFael 
Panganiban ColleCtion
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Benedicto Cabrera (b.1942)
Women Wait ing 
s igned and dated  1974 ( lower  r ight ) 
penc i l  and ink  on paper 
26 1/2” x  21 1/2” (67 cm x  55 cm)

P 2,800,000

Provenance : 
Acqu i red  d i rec t l y  f rom the  a r t i s t
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The carcass, the upper and lower drawer supports and dividers are all  
of balayong.  The former, bordered by a strip of bone line inlay, contains  
a wide strip of kamagong edged with bone line-inlay.  The kamagong strip 
is embellished with a series of bone disks with a black dot drilled at each 
center.  The horizontal carcass frames of the piece, also of balayong,  
are inlaid in front and at the sides with a wide kamagong strip inlaid with 
a series of bone disks with a dot at each center.  
  
The sideboard has 6 drawers, 3 above and 3 below.  The wider convex 
ones at the center are flanked by concave ones on either side,  
all with keyholes but no handles.  The drawer faces are line-inlaid with 
bone and kamagong in the form of a rectangle with apsidal ends and 
a semicircle beneath each keyhole.  The long sides of the rectangle are 
bordered by a series of narrow bone strips, while the apsidal ends are 
bordered with a series of joined bone triangles forming a serrated edge.   
A large inlaid swag consisting of a curving vine with diamond-shaped 
leaves emanating from a disk incised to form a flower and terminating 
with the same decorates the central part of each central drawer.    

The sides of the sideboard carved with a square panel with an inlaid  
border of diamond-shaped lozenges.  At the center of the panel is inlaid 
an oval stellar flower with 8 petals enclosed by an oval line-inlay  
surrounded by a sunburst of 8 rays inlaid in bone and kamagong.  

The top of the sideboard is a single narra plank with a serpentine  
front, its edges inlaid with kamagong and bone just like that of the  
horizontal carcass frame.  The top of the sideboard has a line-inlaid,  
quadrant-cornered border of kamagong and lanite following the shape  
of the plank.  

-Martin I. Tinio, Jr.

ProPerty FroM the raMon villegas ColleCtion

72  

Sheraton Sideboard
Mid-19th Century 
Narra , Ba layong, Kamagong Lan i te  and Carabao Bone
H: 39 1/2” x  L : 75” x  W: 26” (100 cm x  191 cm x  66 cm) 

P 1,800,000

Provenance : 
Ba l iuag, Bu lacan

Exh ib i ted :
Aya la  Museum, "Curated  by  Feder i co  de  Vera ,"  Makat i ,  
7  November  2017 to  28 January  2018

L i te ra ture :
Feder i co  de  Vera , CURATED BY FEDERICO DE VERA, Aya la 
Museum and BP I  Foundat ion , 2017 ( i l lus t ra ted)
  
Any bone-inlaid piece of furniture nowadays is almost instantly 
labeled as ‘made in Baliuag, Bulacan’.  That is not always the  
case, because Gapan in Nueva Ecija (which was then a part of 
Pampanga) was the first to make bone-inlaid furniture in the 
1820s.  The craft was initiated by a Chinese artisan who made the 
most magnificent pieces found in Nueva Ecija and Pampanga.   
It was only in the 1850s on that Baliuag, which became a town in 
the 1840s, began producing furniture inlaid with carabao-bone.  
Its output was distributed throughout Bulacan via the Calumpit 
River and reached all the way to Manila, where rich families 
grabbed them up.  

The Sheraton Style of furniture as interpreted by Duncan Phyfe  
in New York became popular in the Philippines during the 2nd 
quarter of the 19th century onwards and greatly influenced  
furniture made in Gapan, Nueva Ecija and Baliwag, Bulacan.   
This was mainly because the United States was the colony’s  
greatest trading partner during the 1st 3-quarters of that century.   

This balayong and narra sideboard with a serpentine front and 
square, tapering legs on spade feet is a graceful example of the 
Sheraton Style.  Superbly executed and with elegant proportions, 
it stands on 6 legs, 4 in front and 2 at the rear.  The slim, tapering 
balayong legs are line-inlaid in bone that encloses a series of three 
crosses formed by four diamond-shaped lozenges joined at one 
end followed by a row of vertical similar shaped single lozenges.  
The upper part of the leg is inlaid with a large stellar flower with 6 
petals within a circle composed of diamond triangles joined at the 
bottom.  Joining the legs together are arced narra aprons incised 
at the bottom to form a molding and bordered by a series of 
diamond bone lozenges.  
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Refining Nostalgia — Romeo Tabuena is a painter whose works reflect the influences  
of traditional Chinese paintings as well as the works of modern, Western masters.  

His unique style reveals an artist with an astute narrative sense and a concern with the  
complexities of time and space.

73

Romeo Tabuena (1921 - 2015)
Barr io Scene
s igned and dated  1958 ( lower  r ight )
o i l  on  wood
24”x 35” (61 cm x  89 cm)

P 300,000

Provenance : 
P r i va te  Co l lec t ion , USA 
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Provenance :  
Luz  Ga l le ry

L i te ra ture :
Du ldu lao, Manue l , Contemporary  PHIL IPP INE ART, Vera-Reyes, Inc . ,  
Ph i l ipp ines, 1972, p. 189 ( i l lus t ra ted)

*ACC Grantee, 1968

The abstraction that Jose Joya evolved through his body of work is a visual language all his 
own: remarkable for its combination of shapes and textures that are inextricably united with 
the surrounding space.  Every detail of his creation is integral to the whole, such as in this 
work, Munting Gubat.  Through a conglomeration of both organic and geometric shapes, 
the National Artist was able to evoke the complexity of a forest, set out against the blue  
of a sky.  The filaments that inflect the shapes point at a tangle of vines while the tapestry  
of greens suggests the different textures of the landscape.  Signed and dated in 1970,  
the work belongs to a coveted period, as he was translating the natural world into  
abstraction.  Munting Gubat is a stunning work that captures the master in the pinnacle  
of his achievement.

ProPerty ForMerly in the raFael 
Panganiban ColleCtion
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Jose Joya (1931 - 1995)
Munting Gubat
s igned and dated  1970 ( lower  r ight )
o i l  on  wood
24” x  24” (61 cm x  61 cm)

P 3,800,000

Th is  p iece  i s  accompanied  by  a  
ce r t i f i ca te  i s sued by  Mrs. Jose fa  
Joya-Ba ldov ino  conf i rming the  
authent i c i t y  o f  th i s  lo t 
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Onib Olmedo (1937 - 1996)
Untit led (Woman on Two Chairs )
Ca.1990
inkwash
31 1/4” x  21 1/2” (79 cm x  55 cm)

P 120,000

Th is  p iece  i s  accompanied  by  a  
ce r t i f i ca te  i s sued by  G ise l la  O lmedo  
-  Araneta  conf i rming the  authent i c i t y  
o f  th i s  lo t .

P rovenance :  
Es ta te  o f  the  Ar t i s t

Olmedo always created portraits that are eerie as they are compelling.  Time was when his 
colors were moody, dark, and often black.  In the mid-1990s his colors have brightened  
up a little, allowing a little sunlight into the interiors.  Just like looking at Francesco Clemente’s 
equally distorted faces in the late-90s, one can wallow for days in these mellower faces  
in domestic settings.

The artist adheres to the Expressionist bent, contorted, and bizarre for a normal person’s 
understanding of what a portrait is.  With hollowed eyes and oblivious to the viewer’s stares, 
the subject is caught in his inner world, soul searching in his reverie. These characters have 
otherworld shades — passing through life — alienated and alienating.

A moody energy is released by the architectural and furnishing elements — the checkered 
floor spreading over the lower area of the composition, the Vienna chairs hinting of Olmedo’s 
rare foray into “normal” domesticity.
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Justiniani’s hypnotic, off-kilter take on Realism imbues the everyday with a haunting presence. 
Justiniani’s world has always undergone astonishing transformations.  Fingers surround  
the woman’s face in layers, leaving interpretations to the viewer.  Justiniani combined visual  
elements held together more by the intangible unity of the pictorial process than by any  
coherent rationality.  His art is rich in challenges for the viewer whose desire is for a deeper, 
more mysterious understanding of the world.

2007, the year this painting was made, was also a year when many of Mark Justiniani’s works 
literally incorporated words, which were made with Filipino jeepney artists.  The modality  
of expression was exemplified by his literal use of “words” which morphed in jeepney art 
fashion into other “messages” in a clever maneuver of illusion and reality.  Yet his “Hidden 
and Haunting Transcripts” (which was the title of a September/October 2002 article in Asian 
Art News about his foray into jeepney art/word aesthetics) extends to his literally wordless 
paintings, thus the apt description for the painting is Hidden and Haunting Images.  Fingers 
surround the eye in layers, leaving interpretations to the viewer.  Justiniani combined visual  
elements held together more by the intangible unity of the pictorial process than by any  
coherent rationality. 
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Mark Justiniani (b.1966)
Dagat
s igned and dated  2007 ( lower  r ight )
o i l  on  canvas
48” x  48” (122 cm x  122 cm)

P 600,000
 
Th i s  p iece  i s  accompanied  by  a  
ce r t i f i ca te  i s sued by  the  a r t i s t  
conf i rming the  authent i c i t y  o f  th i s  lo t
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distinguished FaMily
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Anita Magsaysay-Ho (1914 - 2012)
Tahip
s igned and dated  1960 ( lower  r ight )
o i l  on  canvas 
24” x  36” (61 cm x  91 cm)

P 18,000,000

Provenance :
Acqu i red  d i rec t l y  f rom the  a r t i s t

Works like Tahip reveal why Anita Magsaysay-Ho is the top woman 
artist in the Philippines.

What is it about the working women of Anita Magsaysay-Ho, who 
are neither saccharine on one hand nor gritty on the other, but 
seem to be lost in their own sphere of calm amid the toil? Here, the 
colors glow, in a palette of earthy tones — black, brown, ochre, 
off-white.

Welcome to Anita’s world of grace.  At the beginning of her artistic 
career, Magsaysay-Ho decided on the peasant woman as the 
central image in her paintings.  The figures are brown as the soil, 
sturdy, big boned, and at work.  The artist has been faithful to this 
icon through the decades.

Leonor Orosa Goquinco once wrote about the hinted duality  
of Anita Magsaysay-Ho’s woman or women: “Set firm on the 
ground, strong and serene, Magsaysay-Ho’s female figure is 
projected from the painter’s poetic inner eye in a pose of arrested 
motion — motion-stilled in timelessness, their lean lines offset the 
soft curves of a basket; they are shy, diffident, modest, brown, 
Philippine and Oriental; they are enigmatic as only the artist can 
depict".  Tahip is remarkable for its spontaneity of execution.  The 
working women seem to emerge from the shadows, lit by their 
brilliant white bandanas and blouses are a counterfoil to the earthy 
colored “bilaos” raised or lowered in the action of winnowing 
grain.  At all events as subjects, Anita Magsaysay-Ho’s world is  
peopled by women engaged in activity, busily occupied — usually 
in an everyday but romanticized chore.  Explains Magsaysay-Ho 
simply, “I just love to paint women, I feel I know them; I can paint 
them over and over again.  To paint men I would have to have 
models; women, I draw from memory.

“Tahip” is a graceful action painting given all the movement  
from right to left.

Close examination of the figures show that the composition  
is based on only one figure multiplied 5 times.  These figures  
carry the same characteristics, slit-eyed and bandana-wrapped 
heads.  Unlike some of his earlier pictures in the 1940s, this picture 
is more like a group portrait in formal style of women at work as 
much as a study of the work being carried on. 

Magsaysay-Ho also developed a warm, dark earthy palette  
and a more stage-like presentation of figures dispersed within  
a well-defined space.

The painting is characterized by the abandonment of strong intense 
colors, and the predominance of dark earthy colors, a softening  
of form and the implied rediscovery of flesh, a fact remarked on by 
Contemporary critics. 

The painting shows a certain spatial stillness in the handling of the paint 
in some areas, especially on expansively dark background.

The women reveal another side to the artist’s provincial expression  
by their awkward vitality and tendencies toward exaggeration and 
angularity.

The artist’s main concern was not, of course, anatomical correctness  
but the overall formal completeness of the painting.  With the  
development of her expressive powers came a corresponding study  
of technical processes.

There is also a decreasing naturalism, a heightening of distortion and  
tension.  The nuanced disproportions were not spontaneous but the 
result of calculated pictorial decisions.  Even more than these formal 
parallels, the innate human dignity with which poverty and physical 
misfortune are not depicted may be counted as one of Anita  
Magsaysay-Ho’s most magnanimous traits as a painter.  Thus Anita  
Magsaysay-Ho’s expressive distortions of form and space make  
her an important precursor of modern Philippine art,,

Anita Magsaysay-Ho never painted her rural females singularly: We are 
used to how she paints her women in groups or in multiples of 3s.  She 
created them all in the imagery of her mind and gave them an Eden to 
tend.  The overall tone is festive.

Pamela M. Alexander wrote in a 1979 magazine article entitled  
“Philippine Artistic Genius”: “The artist’s idealization of women  
depends on certain stylistically decorative elements which bestow  
a poetic temperament on her works.  The appeal is heightened by the 
simplicity of her folk themes". The writer adds: “Mood emerges from 
elements of color, texture, and rhythm".

In the 1950s, art watchers became aware of Magsaysay-Ho’s charming 
style.  However, she was not the only artist interested in depicting such 
themes based on the workaday activities of common folk.   

Other early Filipino Neorealists were Vicente Manansala and Romeo 
Tabuena.  They were painting women vendors and such types,  
of which group Magsaysay-Ho was a marginal member.

Her women of the 1950s, especially those she painted in egg tempera,  
a medium where she reigned supreme, are memorable for their  
elongated silhouettes, angular gestures, and slick surface.  By the time 
Tahip was painted she had already abandoned her use of egg tempera 
and loosened up on her figurative drawing.  But the charming  
mannequin peasants basically remained unchanged.  Their elan  
derives from an impeccably tidy brushwork and an elaborate technique 
of painting in layers and glazes, which allows light to enter through   
the underpainting.
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Anita Magsaysay-Ho is not a Cubist.  She 
merely applies the lessons learned from 
the movement.  Anita Magsaysay-Ho’s 
insistence in the expressive function of the 
pictorial elements may explain the reasons 
for her insistence on a certain indigenous 
version of “Mannerism” and the resultant 
and figural distortions.  These techniques 
suggested formalist tendency, but that’s 
what it all was: a suggestion.  She held  
a distrust for formalism.  The depiction of 
her rural women is idealistic and is tied up 
with the temper of her works.

Leonor Orosa Goquinco wrote in a 1975 
article entitled “Anita’s World of Women”:

“Rosa Bonheur painted the horses she 
loved, Grandma Moses, the scenes of her 
childhood.  It is probably inevitable that 
Anita’s unique world should be people by 
her women".

Eric Torres writes: “The overall effect is 
unfailingly stylish, enhancing the impression 
that her subjects are really patrician ladies 
of Chinese descent disguised as peasants 
in stiffly quaint, mannequin poses and 
postures, with hardly a wrinkle or hint of 
sweat on them".

Tahip shows the first signs of what was to 
develop into her very own indigenous  
Mannerism, for the flattening tendency  
(because of the use of non-atmospheric 
color) and the interest in gestural details.  
Tahip is also archetypal of her later style 
wherein her women were to become more 
ethereal, the forms more elongated, more 
graceful, and more delicate.
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Romulo Galicano (b.1945)
Seascape
s igned and dated  1974 ( lower  r ight )
o i l  on  canvas
12” x  15 1/2” (30 cm x  39 cm)

P 80,000

Provenance : 
Sy lv ia  Fernandez-Lacson 

Galicano returns to one of his favorite subjects, the sea, 
capturing it in a sullen mood, the sky calm and a tad  
foreboding.

As a member of the Dimasalang Group, Galicano fiercely 
held his own by remaining outside the onslaught of the 
Modernist Avant Garde.  A magazine review written in 
1978 said: “Somehow a European atmosphere has crept 
into them which is totally at odds with the Philippine  
setting".  Yet Galicano stuck to his French eye in looking at 
the Philippine landscape and seascape which has endeared 
him to countless collectors.  His poetic visual reveries reveal 
him to be a master of atmospheric effects.

79

Pacita Abad (1946-2004) 
Pictures Of You 
s igned ( lower  r ight )  dated  2000
oi l  on  canvas 
17 3/4” x  13 3/4” (45 cm x  35 cm)

P 100,000

Provenance : 
P r i va te  Co l lec t ion , USA

The work of Pacita Abad represents much of the dynamism 
of life in which struggle and joy, pleasure and pain go hand 
in hand.  Abad tended to use bright, dissonant colors than 
most other artists.  At the very core of her art is an intense vital 
poetry of a spirit that seeks to put a smile on the world’s face. 
Her thirty-year painting career began when she traveled to the 
United States to study law in San Francisco.  It was there that 
she decided to switch careers and dedicate her life to painting.  
Since that time Pacita never stopped being a gypsy and painted 
the globe while working on six different continents and  
traveling to more than fifty countries.
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80

Macario Vitalis (1898-1990)
Holy Fami ly
s igned and dated  1958 ( lower  r ight )
o i l  on  canvas
22” x  15 1/4” (56 cm x  39 cm)

P 200,000

Provenance : 
P r i va te  Co l lec t ion , Par i s 

Among the Filipino artists who have ventured across the world in the name of art and  
found a second home in their sojourns is Macario Vitalis.  Having studied in Europe, and later 
finding home in Brittany sometime in 1957, Vitalis’ predilections were inevitably predisposed 
by European Post-Impressionist masters.  The dynamic color palette, among the notable  
things in Vitalis’ stylistic evolution, has set his works apart from that of his contemporaries.  
Meld with his use of Cubist Impressionism, Vitalis executes his works elegantly — later  
venturing into various evolutions of the planar elements into pointillism.
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81

Unidentified Apostle
18th Century
I vo ry  and Wood   
H : 52” x  L : 18” x  W: 12” (132 cm x  46 cm x  30 cm)

P 800,000

Provenance : 
P robab ly  Pangas inan or  Cagayan Va l ley

This statue of an unidentified apostle must have stood in the 
retable mayor or main altar of a church.  The style of carving is very 
similar to santos found in the Dominican Ecclesiastical Province 
consisting of Pangasinan and Cagayan Valley.  The image is shown 
with his right hand holding a staff and his left hand on his breast.  
The face and hands of the statue are of ivory, the former being a 
mask attached to the head.  The ivory mask shows definite Chinese 
influence in the features, particularly the way the eyes are carved.  
The hair and beard are intricately and painstakingly carved with the 
individual strands of hair visible.  

The image is shown wearing a maroon tunic and a yellow cape,  
both carved with intricate folds and decorated in the 2nd-class style  
of estofado gilding wherein squares of 22-karat gold leaf are first 
pasted on certain areas of the painted robes of a statue, after which 
foliate and floral patterns are outlined on the gold.  When the areas 
outside the design are painted in the same color as the robes, the 
golden splendor of foliar and floral designs are revealed.     

The statue stands on a base beautifully carved in the Mannerist 
Style with strapwork that is typically found in large 17th and 
18th-century Philippine colonial santos.

-Martin I. Tinio, Jr.

(detail)

(detail)

(detail)

112



The asian culTural council philippines arT aucTion 2018     |

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

113



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

|     Leon gaLLery

While there is a sense of cosmic drama about many of the paintings of Nena Saguil, they lead  
one into a meditative mood.  Painted in 1961, this work may have encapsulated the sea change 
happening in her artistic sensibility upon setting foot in the City of Lights.  The whirling atmosphere 
has a rarefied, Buddhist quality about it.  In 1977, Nena Saguil was asked: “What does living  
in Paris mean to you in terms of the company you keep within the art community?”

She answered: “Artists in Paris are very particular about the other artists with whom they exhibit. 
They are very particular too about the gallery where they show as much about the artists as they 
are shown with.  They are very snobbish in Paris.  But it is the kind of snobbery we should learn".

“It is a snobbery of high standards with regards to the value of one’s work as a work of art.  While 
it is important for an artist to sell his work, it is more important to be accepted for the aesthetic 
value of that work".

As such, with their rigorous, meditative basis, they unfold or spin out wave-like and precise  
rhythmic articulations, overlapping in parts, agitated at the center, and implying reformulations  
in space and a discovery of its new potentials.

82

Nena Saguil (1924 - 1994)
Par is
s igned and dated  1961 ( lower  r ight )
mixed media
13”x 16” (33 cm x  41 cm)

P 340,000

Provenance : 
P r i va te  Co l lec t ion , Mani la
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A Vocabulary of Images —  Drawing on a variety of Western cultural images, Mallari holds up  
a mirror in which our deepest spiritual angst seems to be reflected.  The artist is more concerned  
with conveying the spirit of the momentous event rather than its concrete material circumstances.  
The painting seems to be in the grip of some intense but fleeting mood — the intensity arising from  
its very transitoriness.  The subject itself akin to panic emanates from vague and uneasy sources. 

There is at once a friezelike and layered in atmospheric space, that fully reveals a polyphonic rhythm. 
In the paintings, the tumble of almost palpable outstretched bodies show that the artist was familiar 
with the dense figural compositions typical of the bas reliefs on Roman sarcophagi.  Mallari  
conjures emotions with jangling or modulated colors and suggestive forms.  He sees it as a series  
of contradictory ideas which cannot be resolved into any structural ideal.  A strongly theatrical  
layout characterizes the work.  In a stage-like setting of marked perspective effect, the figures run 
about feverishly, creating a syncopated but highly decorative rhythm throughout the composition. 
Figures crowded his mind, similar to decalomanias, with such clear contours and definite colors  
that it was easy to draw them first in order to organize and paint them later. 

83

Anton Mallari
Untit led 2
s igned and dated  2014 (bot tom)
o i l  on  canvas
D: 48” (122 cm)

P 400,000

Th is  p iece  i s  accompanied  by  a 
ce r t i f i ca te  i s sued by  b lanc  ga l le ry 
conf i rming the  authent i c i t y  o f  th i s 
lo t 
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Eduardo Castrillo’s technical proficiency has allowed him to bring  
his inimitable visions to life.  Playing with abstracted figurations in a 
three-dimensional medium, Castrillo has made use of depth and its  
relationship with form to create his living, figurative-Expressionist works.

Castrillo sculpts the image of lovers in contrasting terms – vigorous, robust, 
and sinuous yet slim, serene, and eternal.  Nevertheless, the artist’s primary 
interest is decorative, not expressive, the work invokes the elegance and 
artifice of the 16th century Renaissance bronze tradition.  Castrillo’s  
naturalistic detailing emphasizes the aesthetic rather than the dramatic 
quality of the sculpture.

84

Eduardo Castrillo (1942-2016) 
The Bondage  
s igned and dated  1992
brass 
H:38” x  L :31 1/2” x  W:14” (97 cm x  80 cm x  36 cm)

P 160,000

Th is  p iece  i s  accompanied  by  a  ce r t i f i ca te  i s sued by  the  
a r t i s t  conf i rming the  authent i c i t y  o f  th i s  lo t

Provenance : 
P r i va te  Co l lec t ion , Mani la
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This is a portrait of a familiar face which was part of the important series entitled "Larawan". 
In 1969 after the huge success of his "Sabel" series, he left the Philippines to take part in the 
VI Paris Biennale, to travel — and to fly to London to reunite with his fiance, English journalist 
Caroline Kennedy who he met here in Manila.  They settled in London and started a family 
while he studied printmaking in Chelsea.  Ironically, being away made him all the more  
interested in Philippine history.  He and Caroline scoured flea markets and antique shops 
looking for old books on the Philippines, Spanish colonial maps and photographs.  The sepia 
colonial photographs which he collected fused with the idea of an oppressive colonial past 
repeating itself under the guise of the Martial Law dictatorship inspired him to create a new 
series called "Larawan".  
 
"Larawan" would be the next important stylistic phase in his career as an artist. 

Technically, Bencab's talent for portraiture and the human figure still stand out on top  
of his politicized concept and social relevance.  Sick of the trend on abstraction, his concept 
coincided with the revival of figurative art by English painters David Hockney and Francis  
Bacon.  This detailed light mauve acrylic portrait of Caroline is painted with stains that  
simulate coffee drippings and the the sepia effect of old photographs.  After 16 years  
of marriage with three children from that union, they divorced and Bencab returned  
to the Philippines to live in Baguio.  He has since then established the BAG or Baguio Arts 
Guild together with other Baguio based artists.  He also founded the Bencab Museum.  
Apart from being a prolific artist and setting up his legacy in the museum, the BAG activities 
and his involvement in projects that benefit the community have created a wholistically  
satisfying and richer life for him here — something that perhaps he would not have been 
able to do as a stranger and foreigner in England. 

85

Benedicto Cabrera (b.1942)
A Beaut i fu l  Woman
s igned and dated  1972 ( lower  r ight )
ac ry l i c  on  paper
29”x 20 1/2” (74 cm x  52 cm)

P 2,600,000

Provenance :  
P r i va te  Co l lec t ion , Mani la
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86

Mauro Malang Santos (1928-2017)
Untit led 
s igned and dated  1976 ( lower  r ight )  
o i l  on  board 
20” x  15” (51 cm x  38 cm)

P 200,000

Provenance :  
P r i va te  Co l lec t ion , USA

Malang is one of our local painters who popularized and co-opted 
Cubism.  Although the pioneers of Cubism Pablo Picasso and Georges 
Braque used muted colors, earth tones, and shades of blacks and 
grays like the Guernica, Malang and most of the Filipino Cubists had a 
“Fauvist” sense of color combining the Cubistic forms.  Malang clearly 
had a preference for bright, happy, and festive colors. 

In this painting of a tree, the tree is deconstructed.  It is interpreted 
in a Cubist fashion with huge leaves on top of the trunk.  The tree is 
painted in shades of white, aqua blue, and sky blue and is luminous 
against the red background.  The background in various shades of red 
— burgundy, fire engine red, tomato, and pink give the painting a feel 
of passion and effervescent joy.  The cheerful colors and the Cubistic 
figure of a bluish white cat with a collar and pink ears sleeping on a 
branch amidst the huge leaves give this painting a delightful touch of 
whimsy. 

87

Anton del Castillo (b.1976)
We Are Wait ing
2018
oi l  on  go ld  lea f  pane l
30” x  33” (76 cm x  84 cm)

P 70,000

*ACC Grantee 

Most of Anton del Castillo's works are  
restrained using gold leaves.  As stated at  
Galerie Stephanie's website, Anton del Castillo  
is known for reworking the traditional icon and 
using it to depict the struggles of humanity in 
 the context of politics, race, and religion.   
 
This work of Anton del Castillo from 2018 has 
the same concept from the artworks seen at his 
exhibition entitled "Divergence: Art Stage" held 
at Jakarta last 2017 that depicts the ongoing 
struggles and dialectics between humanity and 
apathy, politics and strife, faith and hate.
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Jorge Pineda (1879 - 1946)
a.)  Bal intawak at Night
s igned and dated  1927 ( lower  r ight )
o i l  on  canvas
9” x  16” (23 cm x  41 cm)

b.)  Houses in Bal intawak
s igned and dated  1931 ( lower  r ight )
o i l  on  canvas
7 1/2” x  13 1/2” (19 cm x  34 cm)

P 500,000

Provenance : 
Leonora  B. P ineda

Jorge Pineda, considered to be the leading illustrator of his time, was in the same league as 
Fernando Amorsolo — only less prolific, and with a distinctly different approach to his craft.  
Capturing everyday Philippine life on his canvases, with the exception of some historical scenes, 
Pineda’s works immortalize the memory of bucolic activities and cultural norms of the time, as if 
to serve as vignettes of the lost era.  To date, Pineda’s timeless creations have become some of 
the most sought after works in the Philippine art scene.
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ProPerty FroM the ColleCtion oF a very  
distinguished FaMily

89

Oscar Zalameda (1930 - 2010)
Sai lboats
Ca.1960 
s igned ( lower  r ight )
ac ry l i c  on  canvas 
35” x  39” (89 cm x  99 cm)

P 600,000

Provenance :
Acqu i red  d i rec t l y  f rom the  a r t i s t

One of the more notable portraitists of high society, Oscar Zalameda  
captured not only the essence of his subjects but the spirit of the times.   
In this work, Sailboats, one can see the modern temperament of the artist 
as he departs from his usual subject matter, choosing to depict a collection 
of sailboats in what appears to be a night scene.  

The triangles of the sails are well-lit, smoldering with an otherworldly  
radiance that gets reflected by the watery surface.  What the viewer  
sees is not so much the material presence of these crafts as their  
phosphorescent quality, evoked by fast and rapid strokes in the tradition  
of the Impressionists.  Zalameda has preserved a moment of magic  
for posterity.
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90

Andres Barrioquinto (b.1975) 
When Horses Gal lop 
s igned and dated  2018 ( lower  r ight ) 
o i l  on  canvas 
60” x  84” (152 cm x  213 cm)

P 2,200,000

Great art " knows no country" — and can bring viewer beyond 
place and time.  Andres Barrioquinto may or may not have been 
inspired by an ancient European fairytale of a peahen that becomes 
a beautiful princess and rides away on an enchanted horse to 
escape a dragon. 

Horses often take place of their masters, warriors, or warlocks; 
in this case, the most famous black stallion belonged to King 
Alexander the Great.  This portraitof a princess and her beloved is 
magnificently romantic, and Barriquinto weaves a lyrical love story.

"When Horses Gallop," they fly to the heavens on the wings of 
love.

As part of the unnamed series of paintings that includes “Goodbye  
Horses,” “When Horses Gallop” further explores folk tales’ role  
in humanity.  By sharing the same beliefs and traditions which are  
shared through oral tradition, we connect with each other in our  
communities.

In this painting, a human-peahen hybrid embraces a black stallion,  
a symbol of strength, empowerment, and inspiration.  The peahen’s  
feathers seem a little raised, hinting that the stallion is galloping 
bravely towards a brightly-lit unknown.

The show of bravery also raises the interest of a pride of peacocks 
who all follow the pair in their quest for a seemingly better future.  
The scene reinforces the idea in “Goodbye Horses” that while it 
is true that legends come and go, there still remains hope for our 
mythical creatures.

As one of the prominent artists in the Philippines’ dynamic art 
scene, Andres Barrioquinto has showcased his works at various art 
fairs, galleries, and auction houses all over the world, in cities such 
as Busan, Hong Kong, Jakarta, London, Manila, Singapore, and 
Taipei.
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The piece is made of beaten silver made from melted peso coins.  
The base is wrought in the shape of a vase with a knopf and a wide 
flared foot.  The sides of the foot are bordered with an arm-like pattern 
with stylized leaves at the elbows.  The large oval knopf is in the form 
of a boss surrounded by a flattened molding edged with stylized leaves.  
The shield-shaped body, bordered by a molding edged with stylized 
leaves, has simulated drapery gathered at the corners of the shoulders 
and is surmounted by a simulated cup.  The body of the vase is plain in 
order to present a large shiny surface to reflect the candlelight from the 
altar.  

Springing from the top of the vase is a vertical silver branch to which 
are attached, at equidistant levels, horizontal branches in the form of 
flattened silver wires that curl to form a large scroll at the outer ends.  
To these branches are attached clumps of smaller wires, each ending 
in a realistically formed leaf or a tiny embossed flower, all done in silver.  
Interspersed here and there are larger flowers attached to silver springs 
that make them en tremblant.

The making of this kind of silver work, known as feligrana,  
is time-consuming and laborious.  Each piece is cut out from silver  
sheets, not with a scissor or a chisel, which causes the cut edges to curl, 
but by the use of a hand drill and a wire-saw that leave the edges flat.   
It was usually done on jewelry, particularly in making combs, and its use 
on large pieces is really an extravagance.

-Martin I. Tinio, Jr.

91

Ramilletes (a pair)
2nd Quarter  of  the 19th Century
S i l ve r  and Kamagong
H: 24” x  L : 10 1 /2” x  W: 5” (61 cm x  26 cm x  13 cm)
H: 24” x  L : 12” x  W: 5” (61 cm x  30 cm x  13 cm)

P 300,000

Provenance : 
P r i va te  Co l lec t ion , Masbate

It was difficult to find fresh flowers to decorate altars for the fiesta 
during the Spanish Colonial Period, because there were no flower 
farms like we have today.  If color was wanted, paper flowers 
had to be painstakingly made by hand, using expensive papel 
de hapon, which came all the way from Japan.  In order to have 
decorations whenever needed, ramilletes, or bunches, of leaves and 
flowers were carved out of wood.  They usually came in a set of six 
and were made to portray a vase of flowers that were gilded and 
painted in polychrome for a rich and colorful effect.  Richer parishes 
had them done in silver, the stylized vase of flowers embossed and 
chased in fanciful designs that were designed to reflect as much  
of the light as possible. 
 
This pair of ramilletes originally belonged to a set of six, and  
was made to resemble a vase of flowers containing a bouquet  
of natural-looking leaves and flowers.  The stylized vase  
of embossed and chased silver sheets was originally applied  
to a molave back with a brace and a wide base for stability.   
When the ramilletes were sold, the wooden backs were  
discarded, as they had no intrinsic value.  The buyer then had  
the silver attached to a kamagong backing to give it a rich,  
clean, and stable look.       

The ramillete shows the influence of the Empire Style.  The style 
was known as the Fernando Septimo Style in Spain and its colonies, 
Ferdinand VII being the king of Spain during that period.  It became 
popular in the Philippines, when ships began to arrive directly from 
Europe after the lifting of the economic trade embargo after the 
Napoleonic Wars. 
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The subject and theme of this work is clearly geographic but unlike  
ordinary paintings of such, it goes beyond illustration or description 
of a place; de Guzman evokes in an Expressionist style a heightened 
mood.  The artist is more concerned with conveying the spirit of place 
rather than the geological circumstances.  

The work shares common styles and motifs with his other famous 
masterpieces: a macabre Expressionism with elements of the  
occult and the surreal; misty, dark backdrops of black, violet, and  
red, contrasted with bold and vivid strokes of dark blues and  
gangrenous yellows.

92

Jaime de Guzman (b.1942)
Wasteland
1967
oi l  on  canvas 
32” x  44” (81 cm x  112 cm)

P 180,000

Provenance :
Pr i va te  Co l lec t ion , Mani la

Exh ib i ted :
Reve la t ions : A  Ja ime de  Guzman Ret rospect i ve, Cu l tu ra l  Center 
o f  the  Ph i l ipp ines  2015 ( Inc luded in  exh ib i t  ca ta logue p.12)

Ar t  Fa i r  Ph i l ipp ines  2014, Ja ime de  Guzman Ret rospect i ve

L i te ra ture :
De La  Paz , Cr i s t iane, Ar tes  De Las  F i l ip inas  P r i va te  Co l lec t ions, 
2009, Quezon C i ty, p. 212 ( i l lus t ra ted) 
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It is said that in life, one is naked, but in art, one is nude, and this adage is exemplified by this work, 
which features a model that is being painted by an artist who is concealed by the stretched canvas 
propped on an easel.  She is the subject of attention, which she answers back with cool and reserved 
detachment.  She props her arms by the elbow with a certain naturalness of spirit.  In profile, her face 
is illuminated by a strong light, which also reveals the sinuous landscape of her body and affirms her 
confidence in her own skin.

93

Mia Herbosa (b.1970)
Nude
oi l  on  canvas 
36” x  20” (91 cm x  51 cm)

P 120,000

Provenance : 
P r i va te  Co l lec t ion , Mani la
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94

Isabelo Tampinco (1850 - 1933)
Sidechair
1909
Nar ra  and Rat tan  
H : 53” x  L : 20  1 /2” x  W: 19” (135 cm x  52 cm x  48 cm) 

P 800,000

Provenance : 
Workshop o f  I sabe lo  Tampinco, Mani la
Don Max imo S i son Vio la
He i r s  o f  Max imo Vio la 

This chair is a companion piece to the one in the next lot.   
They are part of a small set specifically made for the bedroom  
of Don Maximo Viola in 1909.  The details of both chairs are alike, 
except that the side chair has no arms and is made of smaller 
dimensions.  

It seems that when the furniture in the Viola house was divided 
among the heirs, each one was given a piece as a memento  
of their forebear.  The heirs are now disposing of the pieces  
according to their need, so the objects are reaching the market 
piecemeal.

-Martin I. Tinio, Jr.
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The Armchair and 
Sidechair of  

Don Maximo Viola

Maximo Viola, Rizal's best friend  
and the man who saved the 

 Noli Me Tangere from obscurity.  
From the collection of  
Ambeth R. Ocampo

The signatures of Jose Rizal and Maximo Viola, in the memorial book  
of Litomerice in 1887, the year the Noli was published.  Rizal has noted  

that he is from Calamba; Viola, from Bulacan. From the collection  
of Ambeth R. Ocampo.

Dr. Jose Rizal from W.E Retana. From the 
Lopez Museum and Library
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Isabelo Tampinco (1850 - 1933)
Armchair
1909
Nar ra  and Rat tan 
H: 55” x  L : 25 1 /2” x  W: 21 1/2” (140 cm x  65 cm x  55 cm)

P 1,000,000

Provenance : 
Workshop o f  I sabe lo  Tampinco, Mani la
Don Max imo S i son Vio la
He i r s  o f  Max imo Vio la 

Isabelo Tampinco y Lacandola, acknowledged to be one of the most 
outstanding sculptors of his time, garnered many awards and prizes 
in local and international exhibitions in Philadelphia, St. Louis, Madrid, 
and Barcelona.  He was principally known as a laborista, a carver  
of ornament, because of the doors, altars, ceilings, and other  
decorations he made for the Manila Cathedral and the churches  
of Sto. Domingo and San Ignacio in Intramuros.  However, he also  
did decorative carvings for private homes, like transoms, picture 
frames, and even furniture.  Later, he made statues of saints and  
angels in wood, plaster of Paris, concrete, and marble.  At the  
turn-of-the-20th century, when Art Noveau became fashionable,  
he created a uniquely Filipino style by incorporating native flora  
and fauna designs in his calado or pierced transoms.  His sinuous 
openwork and whiplash outlines in woodcarving abounded with the 
anahaw, areca palm, gabi or taro leaves, and bamboo.  It came to 
a point that any frame or piece furniture decorated with these was 
instantly labeled as “made by Tampinco”.

On the other hand, Máximo Sison Viola of San Miguel, Bulacan 
was studying medicine in the University of Barcelona, when he met 
Jose Rizal and became his best friend in Europe.  They both became 
involved in the Propaganda Movement and, when Viola learned  
that Rizal was having difficulty in publishing the ‘Noli Me Tangere’  
due to the delay of his allowance, Viola sought Rizal and offered  
to lend him the money needed to have the book published.   
When Rizal finally received his allowance from Manila, the P1,000  
(P666,666 today) sent by his brother, Paciano, not only enabled him  
to repay Viola, but also invited him on a 2-month tour across  
Germany, Austria-Hungary, and Switzerland.  Soon after, Viola  
returned to the Philippines to practice his profession as a doctor.   
In his later years he also indulged in his hobby of making furniture 
from kamagong and was so skilled in the craft, that he garnered  
an award in an exposition in Manila in 1920.

The similarity in the design motifs of this armchair with the half-tester 
bed and settee that were auctioned at Leon last June and December 
2017, respectively, indicates that they were made to be companion 
pieces, the former being part of a small sala set that was meant  
to be used in the sitting room of the bedroom.  

The armchair stands on 4 feet carved in the shape of an inverted and 
truncated trunk of an areca or bonga palm emanating from  
a quadrant at each corner carved with a section of an anahaw leaf.  

The seat frame is edged with a cymatium molding and has an apron 
carved in front and at the sides with a serrated frieze of joined,  
upended triangles incised with diamond-shaped depressions that  
give an impression of stylized anahaw leaves.  A boss is carved below  
the junction of each triangle, while 3 semicircular appendages  
equidistantly one attached to the bottom of the front apron are carved 
with an anahaw leaf.  The seat is caned in piece.

On either side of the armchair are realistically carved bamboo arms  
resting on an arm support consisting of a short, truncated areca palm 
with a quadrant support on the inner angle carved with part of an 
anahaw leaf.  The S-shaped arm, carved like a bamboo trunk, curves 
forward and tapers as it curves upwards to connect to the upright back 
stiles.  The stiles, carved in the shape of an attenuated areca palm, has 
a crownshaft terminating in a stylized ionic capital consisting of a small 
anahaw leaf on a thorny stem at the center flanked by an ionic scroll.  

Between the back stiles is a wide solid narra plank flanked by stylized 
pilasters with molded vertical edges and a capital in the form of an 
inverted anahaw leaf.  The background of the panel, carved with  
horizontal lines that give the impression of window persianas, is overlaid 
with a shield-shaped reserve carved with an inverted clump of traveler’s 
palm leaves emanating from an anahaw leaf. 

An entablature above the posts and backrest is carved with a small  
anahaw leaf with a thorny stalk on the block above the pilasters and  
a frieze of a coconut frond, a banana leaf, and bamboo twigs tied  
at the center with a ribbon, both on an entirely stippled ground.   
The cymatium molding above the corona is topped with a beveled  
edge.  This is surmounted by a wide crest consisting of a large spray  
of roses realistically carved in the round and topped by an acroterion  
superimposed with an anahaw leaf.  Symmetrically arranged on either 
side are realistically carved jungle ferns, coconut fronds, and banana 
leaves.

-Martin I. Tinio, Jr.

(Side view)
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96

Benedicto Cabrera (b.1942)
Gesture 1
brass
s igned 
H:11 1/2” x  L :7” x  W:5 1/2” (29 cm x  18 cm x  14 cm)

P 150,000

Provenance : 
P r i va te  Co l lec t ion , Mani la

Bencab creates a mysterious figure swathed in heavy drapery  
like those in early Gothic art, and in dramatic attitudes expressive  
of powerful emotions and a yearning for spiritual ecstasy.  His  
experience with Sabel helped him to develop his own style, focusing 
on the faces and hands of the people in his sculptures and reducing 
the other parts of the figures to a minimum.  The sculpture has  
a formal resolution and control, the vitality of clothed forms  
completely in balance with the spatial effect.

The aesthetic impression of wholeness conveyed by the sculpture  
is challenged by the weighty details of the subject’s outfit which  
exhibits quiet drapery rhythms, and great figural solemnity.

This is seen in sweeping lines to define the oversized sleeves and  
exaggerated shoulders of his abundant overcoat.  The lowering  
of the veil-like sleeves deepens the sense of his subject’s  
impenetrability. 97

Daniel dela Cruz (b.1966)
Aegis 
2009 
mixed meta l s 
H : 36” (91 cm)
L : 37” (94 cm)

W: 18” (46 cm)

P 180,000

Exh ib i ted : 
"Passage,"  Ar t i s tSpace  o f  the  Aya la  Museum, 
Makat i , Mani la , 2009

One of the more prominent sculptors working today, 
Daniel dela Cruz has been creating a body of work 
notable for their highly symbolic language, referencing 
mythology, religion, and various sources of collective  
human stories.  In this particular sculpture, dela Cruz 
nods at the formal qualities of the early sculptures of the 
female figure, which symbolize nature, fertility, and life 
itself.  A voluptuary, the sculpture is remarkable for its 
dynamism, its hair streaming loose, its wings unfurled  
in ferocious intensity.  It commands great concentration 
and power.  It’s hard not to think that this work draws 
its sustenance from mythological roots.  On the other 
hand, it may possibly be a pure invention that dela Cruz 
has eked out from inspired vision, which finds full-bodied 
expression through the medium of brass. 
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This is a seascape speckled with marshes and organic forms that look like rocks or coral formations  
or the breakwater that Sanso is famous for.  The orange red tones is reminiscent of the famous  
Manila Bay sunset.  Sanso has had a fascination for water since his childhood.  Sanso in his writings 
on his fascination for bodies of water remembers his long trip from Barcelona to Manila in a ship. 
He also saw a photograph of himself as a child standing on a rock at a seaside in Catalunia before 
leaving for Manila.  In the Philippines, his family settled in a home built by the Pasig river in Manila 
where he played and swam as a child. 

Much later in his life, he moved to Brittany, France to live an artist’s life near a body of water — this 
time beside the sea.  This seascape of a burnt orange sunset is the collective memory of the sunset 
by the Manila Bay, the sunset in Batangas, and the sunset of the Pasig River right behind his home. 
The color of the sunlight in the tropics is bright and glary during hot days.  As the sun sets in the 
tropics, the sky turns from light blue to blazing shades of mango yellow and papaya orange. 

ProPerty FroM the ColleCtion 
oF a very distinguished FaMily

98

Juvenal Sanso (b.1929)
Sunset
s igned ( lower  r ight )
o i l  on  canvas 
15” x  24” (38 cm x  61 cm)

P 500,000
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99

Jose Joya (1931 - 1995)
Zen Imagery
s igned and dated  1981 ( lower  r ight )
ac ry l i c  co l lage
52”x 61” (132 cm x  155 cm)

P 4,000,000

Th is  p iece  i s  accompanied  by  a  ce r t i f i ca te  i s sued by  Mrs. 
Jose fa  Joya-Ba ldov ino  conf i rming the  authent i c i t y  o f  th i s 
lo t

Provenance : 
P r i va te  Co l lec t ion , Mani la

From 1974 to 1979 in the 70s and onwards, Joya did work in a 
variety of forms: acrylic collages being one of them.  His paintings 
of this long phase suggest the precious and the elusive.  With 
their rhythmic transparent planes, they enter the realm of illusion. 

By the early 80s his style had evolved to a degree, given that 
Joya’s genesis as an abstract Expressionist – of New York  
school – was heavily based on his participation in the 32nd  
Venice Biennial in 1964, wherein he painted very large works  
in thick paint applied in semi-automist, gestural manner.  Yet  
unlike the abstract Expressionist period of the early 60s wherein 
he employed enormously large brushes for working and trowel 
like palette knives, this work almost exudes a gossamer delicacy.
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100

Romeo Tabuena (1921 - 2015)
a.)  Man
s igned and dated  1957 ( lower  le f t )
o i l  on  canvas
39 1/2” x  18” (100 cm x  46 cm)

b.)  Mother and Chi ld
s igned and dated  1957 ( lower  le f t )
o i l  on  canvas
39 1/2” x  18” (100 cm x  46 cm)

P 600,000

Provenance : 
P r i va te  Co l lec t ion , USA
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In 1955, Tabuena settled in Mexico, where he lived 
with his Norwegian wife Nina.  However, he retained 
his Philippine citizenship.  That Tabuena has not lost his 
decorative sense during the his Mexican period is  
abundantly clear in this work.

Yet compared to his calligraphic imagery of people 
when he was still in Manila, these images of a boatman 
and a woman carrying wares and a child, Filipino as they 
are reflected his newfound direction for what Leonidas 
Benesa wrote in 1975 as “developing a stronger  
feel for structure, which he needed". While the  
figurative element became absorbed into space, the 
almost monochromatic palette abides.

The 50s was a time when he also made “studies in New 
York and Paris, travels in other European cities visiting 
Museum, and especially after settling down in Mexico in 
the mid-50s".

Tabuena Panels at the owner's residence Ca.1960
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Isauro Gonzales Gabaldon, the son of a Spanish Colonel and  
a Filipina, was born in San Isidro, then the capital of Nueva Ecija.  
When his father, the Provincial Head of the Guardia Civil, returned  
to Spain, he brought along his son who attended the public schools 
in Tebar, his father's hometown in Cuenca, Spain.  Isauro studied 
law in the Universidad Central de Madrid but had to take courses in 
the University of Santo Tomas in Manila in order to qualify for the 
Philippine Bar Exams.  He practiced law from 1903 to 1906, when he 
married the fabulously rich heiress, Bernarda Tinio.  

With the influence of the Tinio Clan of Nueva Ecija, he became the 
Vice-Governor of the Province of Nueva Ecija in 1903 and Provincial 
Governor in 1906.  In 1907 he resigned to run as a Delegate to the 
First National Assembly, where he served from 1907-1911.  It was 
during his term that he authored the ‘Gabaldon School Act’, the 
1st Act of the National Assembly that allocated P100,000 annually  
for 15 years to build a school in every municipality in the Philippine  
Islands.  He served in the Philippine Senate from 1916 to 1919 and 
was elected as a Nationalist and a Resident Commissioner to the 
United States in 1920.  He was reelected to the same position  
in 1923 and 1925, and served until his resignation in July 1928.

Upon his return from Washington, DC, he decided to build a house  
in Sta. Mesa across the Club Tiro el Blanco, where he could indulge  
in his nightly game of poker just by crossing the street.  All the 
furniture for the house was commissioned from Isabelo and Vidal 
Tampingco, then the foremost furniture makers of the time. 

This pair of bookcases of ebonized narra was made for his library.  
Each section consists of 2 parts, a low 2-door cabinet with  
a detachable, narrower, glass-fronted bookshelf above.  The design 
is simple and very masculine, but the proportions of the piece are 
beautiful and the workmanship is very fine.  

101

The Gabaldon Bookshelves (a pair) 
Late 1920s
Ebon ized  Nar ra  and Glass
a . )  H : 86” x  L : 43  1 /4” x  W: 23 1/2” (218 cm x  110 cm x  60 cm)
b. )  H : 86” x  46 1/2” x  23” (218 cm x  118 cm 58 cm)

P 240,000

Provenance :  
Workshop o f  I sabe lo  and Vida l  Tampinco, Mani la
Don I sauro  Gonza les  Gaba ldon
Senen Tin io  Gaba ldon
Mar ia  Lu i sa  Va le ra  Gaba ldon de  Campos
He i r s  o f  Mar ia  Lu i sa  Va le ra  Gaba ldon vda. de  Campos

The lower section stands on a plain recessed plinth and has a pair  
of framed doors, each with a brass pull, flanked on either side  
by a vertical ornamental panel carved with scrollwork.  When opened  
a shelf for documents is revealed.  The top is edged with a rope  
molding that runs along the front and sides.

The upper, detachable bookcase consists of a narrower cabinet with 4 
shelves and a pair of wooden-framed glass doors and sides.  At each 
corner of the cabinet is attached a colonnette on a plinth with a  
rope-like shaft on a base of turned rings and a reel and a capital  
composed of a pair of turned rings flanked by reels above and below  
a flaring urn carved with lotus petals.  The colonettes support and 
entablature with a rope molding at the bottom and a plain frieze 
surmounted by a bed-moulding carved with an acanthus frieze and 
topped by a cymatium molding.  The entire piece is skillfully ebonized 
to the extent that one has to look at the reverse side of the paneling  
to discover that the entire piece is made of narra.

-Martin I. Tinio, Jr.

Don Isauro Gabaldón
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An Intimate World —  Manansala’s women are positioned as if in an act of sensual  
negligence.  The women seem to present themselves as highly fashionable albeit 
naked ornaments to the demimonde.  One genre in which Manansala has immersed 
himself as an artist — is the nude figure, alone, or in pairs, yet the flow and drama 
of his line, his modeling, and use of space suggests worlds beyond the figure.   
Portraying the complexity of the human body is a challenge to any artist.  Historically,  
the beauty and suppleness of the female figure has dominated the attention  
of innumerable artists including Manansala who developed a personal blend  
of seeming opposites: suavity overlying frankness.

What stands out in the development of his drawing besides his established  
maturity and confidence, is his ability to capture subtle nuances of gesture and  
mood that add greater depth of intensity and sophistication to his work.  If this work 
lacks the more formal posturing of Manansala’s dark, morena nudes, it astonishes 
for its compositional daring and its unerring sense of the elegant.  A daring image 
of personal assurance sans clothes.  The work is almost consistent with the grand 
manner of old — think of John Singer Sargent’s threesome of women.

ProPerty FroM the jv Cruz ColleCtion

102

Vicente Manansala (1910 - 1981)
Nude
s igned and dated  1972 (upper  r ight )
charcoa l  on  paper
40” x  27” (102 cm x  69 cm)

P 380,000

Provenance :
Acqu i red  d i rec t l y  f rom the  a r t i s t
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In this work by Anton del Castillo, the viewer sees the juxtaposition of the natural  
world and the world created by men — expressed by a series of mountains capped  
with tell-tale signs of civilization: the soaring spires of Gothic cathedrals, minarets,  
and pagodas.  Emerging from wave-like formations are modern renditions of buildings, 
such as what you see in the different urban capitals of the world. 

With a recent show titled The Given Order exhibited at the Lopez Museum, del Castillo 
has been exploring Biblical passages as jump-off points to his forays into figuration.  
Is the artist, through this work, alluding to the Tower of Babel? Set against a golden  
background, the mountains with their respective structures are evidently places  
of privilege and power, creating a self-contained world that seems to transform right 
before the viewer’s eyes.

103

Anton Del Castillo (b.1976)
Untit led
s igned and dated  2009 ( lower  r ight )
mixed media

60 1/2”x  48” (154 cm x  122 cm)

P 70,000

*ACC Grantee
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104

Ivory Crucifix
Hispano-Phi l ippine
17th  Century  
I vory, Kamagong, and S i l ve r 
Chr i s t :
H : 32” x  L : 31” x  W: 4” (81 cm x  79 cm x  10 cm) 
Cruc i f i x : 
H : 66 1 /2” x  L : 38” x  W: 7” (170 cm x  97 cm x  18 cm)

P 4,000,000

Provenance :  
Par ian  Workshops, Mani la 
P r i va te  Co l lec t ion , Spa in 

Ivory crucifixes with torsos exceeding 20 inches in length are 
seldom seen in the Philippines, for the simple reason that most 
of the really large pieces made in the Parian in the 17th and 
18th centuries of the Spanish colonial period were exported to 
Mexico via the Galleon Trade.  

Previously, the largest solid ivory crucifix in the country was that 
in the University of Sto. Tomas Museum, an 18th century  
piece that measured 29 inches.  This piece, however, recently  
repatriated from Spain, measures 32 inches, making it the 
largest solid ivory crucifix in the country today.

In style and form, it resembles the 17th-century ivory crucifix 
owned by Martin Imperial Tinio, Jr. (now in the Bebe Virata 
Collection) that measured 24 inches.  Both were certainly made 
by the same craftsman, because both of them are in the Cristo 
Expirante pose with the head looking up.  The crowns of thorns 
on both images are integrally carved and both have their bodies 
arched forward.  The larger statue, however, is missing the 
bunched piece of drapery on the left side of the perizonium or 
tapis. 

The hair and beard of this crucifix is finely carved in the binihon 
or ‘fine rice noodle‘ style with each strand of hair delineated.  
This characteristic on santos is one of the major indications in 
determining the age of the statue.

The arms and legs of the crucifix are carved with the veins 
showing.  The Cristo is nailed to a modern kamagong cross 
with a line-inlaid border of ivory.  Silver cantoneras decorate the 
terminals of the cross.     

-Martin I. Tinio, Jr.
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105

Mauro Malang Santos (1928 - 2017)
F igure I I
s igned and dated  1994 ( lower  r ight )
o i l  pas te l  on  paper
28 1/4”x  20 1/4” (72 cm x  51 cm)

P 200,000

This piece is accompanied by a certif icate issued by  
West Gallery confirming the authenticity of this lot

*Th is  lo t  i s  so ld  to  benef i t  the  UA&P for  i t s  va r ious  
char i tab le  p ro jec ts

While western Cubism is all about objective analysis of physicality,  
Malang borrows its approach and techniques to pursue the opposite, i.e. 
to synthesize what has been broken down into a unified  
interpretation of human form.  Modern painting tends to assert its 
flatness more explicitly, more insistently.  The influence of the masters 
of Cubism is perfectly visible, particularly that of his mentor Leger, and 
locally, Manansala, for whom Malang has always manifested the keenest 
admiration.  The figuration brings to mind those satisfying early works  
of Leger in which circles and ellipses at sharp staccato angles vie with 
long, severe slab shapes, not unlike those marks made with the flat side 
of a soft pointed pencil.  Although influenced by Vicente Manansala’s 
transparent Cubism, Malang’s work, as exemplified by this woman, 
manifest a distinct style based on the juxtaposition of shapes defined 
with linear quaility.

106

Fred Baldemor (b.1944)
Untit led
s igned and dated  1978 ( le f t ) 
hardwood
H: 22” x  L : 10” x  W: 21 3/4” (56 cm x  25 cm x  55 cm)

P 160,000

Provenance :  
P r i va te  Co l lec t ion , Mani la

The vivacious turn of the sleeping head, the relaxed body language, and fragile  
expression of the child are caught and expressed in wood, a medium that in  
the hands of Baldemor prove to be suitable for depicting fleeting moments  
of childhood.  Just like the putto or putti of the Renaissance, the buoyant little figure  
is meant to be looked at from all sides.
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Bencab has shown his versatility by exploring various themes and styles in his long, illustri-
ous career.  He has explored abstraction, Modernist, and representational styles and figure 
drawings at various stages.  In this work, linear figures and abstraction come together 
with representational drawing of pieces cloths.  Two pieces of draped cloth are painted 
over the dark, truffle brown background.  The cloths look like the Greek sculpture Nike’s 
wings.  Drawing drapery and copying Greek sculptures is a foundation course when one is 
a beginner in art school.  Here, Bencab revisits the classics in this basic and tedious exercise 
of drawing drapery.  The unexpected combination of drapery and a dark plane  
is both witty and eclectic. 

ProPerty ForMerly in the raFael  
Panganiban ColleCtion

107

Benedicto Cabrera (b.1942)
Drapes 
s igned and dated  1971 ( lower  r ight ) 
penc i l  on  paper 
11” x  14” (28 cm x  36 cm)

P 800,000

Provenance :
Luz  Ga l le ry 
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108

Fernando Amorsolo (1892 - 1972)
Baguio Scene
s igned and dated  1935 ( lower  r ight )
o i l  on  canvas
13”x 18” (33 cm x  46 cm)

P 1,400,000

Leon Ga l le ry  wishes  to  thank Mrs. Sy lv ia  
Amorso lo-Lazo  fo r  conf i rming the  authent i c i t y  o f  th i s  lo t

Provenance : 
P r i va te  Co l lec t ion , Mani la 

For Amorsolo, Realism dealt not with the perfection of line and form, but entailed 
spontaneous yet exacting handling of paint, suggesting direct observation by the artist 
while portraying the untamed qualities of nature without going so far as depicting the 
harshness in life of his subjects, a hardy band of Igorots on a mountain trek.

The mountainous backdrop is a carefully less finished than is usual with Amorsolo: he 
moves away from exactness of detail towards a misty finish, probably with the intent of 
emphasizing the roughness of the mountain trek.  Yet the presence of the small dogs 
indicated by their sharp silhouettes, keeps the ethereality of the backdrop on check.

Amorsolo’s approach is that of the remote outsider: while the handling of the  
foreground is detailed, the Igorots seem to merge into the unrestrained wildness  
of their earthbound universe.
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In this work by the Filipino master Romeo Tabuena, one discerns a vendor who  
is balancing baskets of fruits by her waist and on her head.  Her posture is confident,  
delivering a graceful integrity to the nature of her work.  A ribbon by her neck is added  
for good measure.  This work is one of the best examples of Tabuena’s accomplishment  
in the Cubist idiom.  While the style’s characteristic breaking down of figuration into  
a medley of shapes is evident, Tabuena introduces his own mark through texture and  
an attention to the fundamental separation between the ground and the figure, making  
the woman stand out and inhabit the viewer’s full regard.

109

Romeo Tabuena (1921 - 2015)
Vendor
s igned and dated  1970 (upper  r ight )
o i l  on  canvas 
36” x  28” (91 cm x  71 cm)

P 500,000

Provenance : 
P r i va te  Co l lec t ion , USA
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Award-winning Contemporary artist Rodel Tapaya has come to be known for his brilliant use  
of allegory and folklore in his creations.  Incorporating a clever mode of narration, Tapaya tells 
these folktales fluently with his unique approach to Surrealism.  Making use of cultural beliefs 
and superstition, Tapaya concocts a hauntingly powerful aesthetic with very Filipino sensibilities.
Rodel Tapaya’s visual style has often hosted an array of mythical subjects.  From folklore to 
superstition, Tapaya has without a doubt, with great stylistic literacy, put on display a very Filipino 
quality in his work — both blatantly and implicitly.

110

Rodel Tapaya (b.1980)
Ground Breaking
s igned and dated  2014 ( lower  le f t )
ac ry l i c  on  canvas 
60” x  48” (152 cm x  122 cm)

P 500,000

Th is  p iece  i s  accompanied  by  a  ce r t i f i ca te 
i s sued by  the  a r t i s t  conf i rming the  
authent i c i t y  o f  th i s  lo t .

P rovenance : 
ARNDT
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Arturo Luz (b.1926)
Venezia 
dated  1957 
o i l  on  mason i te  board 
22 3/4” x  25 1/2” (58 cm x  65 cm)

P 3,000,000

Provenance:
Schneidman Collection, USA, purchased at PAG, c. 1959
Private Collection, Europe, acquired from above
Private Collection, acquired from above

Exhibited:
Phil ippine Art Gallery, 6th Anniversary Show, August 24, 1957; 
Leon Gallery, “Mid-Century Moderns: Important Modernist Painting  
from the Phil ippine Art Gallery”, Makati, 29 August to 1 September, 
2017

Literature:
Vil legas, Ramon and Guerrero Nakpil, Lisa, Mid-Century Moderns:  
Important Modernist Painting from the Phil ippine Art Gallery, Leon  
Gallery, Makati, 2017, p. 52-53 (i l lustrated)

The early works of Arturo Luz are hard to come by, and this work from 1957 is 
one of the more notable exceptions.  Titled Venezia, this work resembles the one 
previously owned by Fernando Zobel who then bequeathed it to the Ateneo Art 
Gallery.  The city that the National Artist rhapsodizes about in this piece is Venice.  
The skyline of the city in general, and the domes of the churches in particular, are 
arrayed in a single, unbroken row — evoked through Minimalist lines and shapes 
that would become the trademark of the artist.  

More than half of the bottom part of the work is a scintillating yellow, inflected 
with a grid-like pattern that suggests the city’s network of canals, which is, of 
course, the city’s identifying feature.  The entire canvas is bathed with the golden 
yellow of the sun, which hovers as a bright disc near the upper right-hand corner 
of the painting.  Venezia is a masterpiece that reveals great insight to the possibility 
— and fulfillment — of painting as a medium.

Fernando Zóbel with Madame Schneidman (to his left) in 1958 at the opening  
of their joint exhibition: Schneidman, Sculpture / Zóbel, Paintings at the  

Philippine Art Gallery
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Silver figures in the round are very rare in Philippine antiques, and  
zoomorphic ones done in repousse, hammered in relief from the reverse 
side, and then chased are even rarer.  In fact, these pieces are the only 
ones of their kind that have ever appeared in the antique markets and are, 
therefore, unique.

The pieces resemble silver animals done in Peru under the Inca rulers  
in the 16th century and could have been influenced by similar pieces that 
were brought over by colonists from Lima who came to Manila in the 
early 17th century presumably as colonists, but in reality to engage in the 
Galleon Trade, a privilege given to bonafide residents of Intramuros.    

The pieces are in the form of miniature sheep with somewhat  
primitive-looking heads and curly horns.  The fleece, done in repousse,  
is finely chased with the locks showing.  The legs of the animals are cast  
in silver and are attached to silver slats that must have been nailed  
on to a base.

From its form, it seems that the animals were part of a large Belen or 
Bethlehem scene with the principal figures having ivory heads and hands 
and gold-embroidered vestments.  Such Belens appear in Contemporary 
inventories, but most of them, particularly those of the 18th century,  
were more like dioramas with solid ivory figures done in miniature.  

-Martin I. Tinio, Jr.
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Miniature Sheep (A Pair)
Probably 17th  or  18th Century
S i l ve r 
312 grams each
H: 4  1 /2” x  L : 8” x  W: 3  1 /2” (11 cm x  20 cm x  9  cm)
H: 4” x  L : 8  1 /4” x  3  1 /2” (10 cm x  21 cm x  9  cm)

P 100,000

Provenance : 
P robab ly  made in  the  Par ian , Mani la  
Mar t in  Imper ia l  Tin io, J r. Co l lec t ion
Acqu i red  f rom the  above  by  a  d i s t ingu ished co l lec tor
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The Cubist geometricizing style lends itself successfully to the subject.  Structured into planes and 
facets, the Mother and Child figure acquires an essential simplicity and austere purity.  Unlike in the 
style of Analytical Cubism, Ang Kiukok does not fragment and dissect the human figures.  He  
willfully  distorts the mother’s arms to emphasize the bond between the two subjects, a protective 
gesture against the unpredictable elements of the world, bringing about the humanism of the 
subject. 

While it is said that Ang’s powerful works, Expressionist in style and geometric in form, serve as his 
commentary on the present state of affairs and the ills plaguing the nation.  He also dabbled into still 
life pieces, such as his renderings of the Mother and Child.  His output in the latter genre, it has been 
noted, affords us a peek into a different side of the artist more peaceful than angry, more sensitive 
than in turmoil. 
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Ang Kiukok (1931-2005)
Mother and Chi ld 
s igned and dated  1984 (upper  le f t ) 
o i l  on  canvas 
24” x  24” (61 cm x  61 cm)

P 2,400,000

Th is  p iece  i s  accompanied  by  a 
ce r t i f i ca te  i s sued by  F ina le  Ar t  F i l e 
conf i rming the  authent i c i t y  
o f  th i s  lo t

Provenance : 
F ina le  Ar t  F i l e
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The art of Malang celebrates life urban folk, and the fiesta spirit, and his abstractions 
of Filipino women sans the lugubriousness that other artists would rather add  
in depicting common folk.  “Colored Lady” is representative of his countless icons  
of an idee fixe, a woman from among the common folk, with an elegantly long 
neck, posed in a world of colorful wares in bright colors.  Of note in “Colored lady” 
is the geometric crescent in the sky.  Is it the sun or the moon?

This is one instance wherein the Cornucopia Baroque compulsion to crowd every 
square inch with detail characteristic of Filipino folk art is put on hold.  Given the 
number of subjects, the restraint is refreshing.

Emmanuel Torres once wrote that: “Ang(Kiukok)’s angular forms, but without 
the Expressionist angst, has in turn influenced cartoonist turned painter Mauro 
Malang Santos (better known as Malang) at some point in the latter’s development.  
Malang’s Pictorialism is as Baroque as Manansala’s, differing only in that it indulges  
in multisectoral and highly mannered effects".
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Mauro Malang Santos (b.1960)
Tres Marias
s igned and dated  1983 ( lower  r ight )
ac ry l i c  on  paper
17” x  14” (43 cm x  36 cm)

P 300,000

Provenance : 
P r i va te  Co l lec t ion , Mani la
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Legaspi is called a Neo Realist with Modernist aesthetic sensibilities.  Legaspi's art is Cubist and 
his human figures have a geometric, angular rendering of the musculature.  He is called a Neo 
Realist because of the social relevance of his works.  He features the working class toiling at work 
and the marginalized in their plight amidst the harsh realities of life.
 
Legaspi who is known for his male torsos, painted "Nude" in 1992, two years before his death.  
The male nude's torso and legs are muscular and angular.  The muscles in the human anatomy 
are painted in Cubistic leaf-like patterns.  He is kneeling as if in a moment of prayer looking  
up to the sky with an expression of ecstasy while his arms are up in an act of surrender.   
He is engulfed in flames while a bird of prey with huge wings and a tail flies above the flames.  
The bird looks like a phoenix.  The mythical phoenix which rose from the ashes is a symbol  
of triumph over sufferings.  The anguished male in prayerful surrender is like gold that is tested  
in the flames of life's challenges.  Legaspi himself had to overcome many obstacles in his life. 
When he was a child, he had a lung condition that was treated periodically.  He was a color blind 
boy from Tondo and yet he chose to be an artist and reached the highest level of excellence.  
Like the phoenix, the male figure rises above the sufferings he endured and with his resilience 
and determination, his sense of hope, trust in Divine Providence and faith in his Creator,  
he is resurrected and rises again victorious. 
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Cesar Legaspi (1917-1994)
Nude 
s igned and dated  1992 ( lower  r ight ) 
o i l  on  canvas 
16” x  25 1/4” (41 cm x  64 cm)

P 500,000

Provenance : 
P r i va te  Co l lec t ion , Mani la
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National Artist Benedicto “Bencab” Cabrera has perhaps created one of the most  
enduring series of portraiture, Sabel, which is considered a landmark in Philippine visual arts.   
However, Bencab has also painted a wide range of portraits — from rockstars to poets.  
In these works, the master takes a turn by painting the faces of peasants (one man and  
one woman) as a veritable ode to their hardship and dignity.  With lines etching their faces, 
they reveal a tenacity that comes close to hope.   

116

Benedicto Cabrera (b.1942)
a.)  Peasant Man
s igned and dated  1989 ( lower  r ight )
o i l  s t i ck  on  handmade paper
13” x  12” (33 cm x  30 cm)

b.)  Peasant Woman
s igned and dated  1989 ( lower  r ight )
o i l  s t i ck  on  handmade paper
13” x  12” (33 cm x  30 cm)

P 1,200,000

Provenance :
Pr i va te  Co l lec t ion , Mani la 
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The artist has positioned the pope away from the instruments and 
adornments of his office (except for his vestments that announce his 
position as the Vicar of Christ) to an impressionistic landscape, replete 
with looming, dark clouds threatening the onslaught of rain.  While 
not as sinister as Bacon’s, Calubayan’s portrait has an unnerving quality, 
endowing the figure with an all-seeing ability as he examines the purity 
of the soul of anyone who looks.

What subverts this painting work as a straightforward portraiture  
is the colony of mice seen crawling by the work, which symbolize  
infestation, ruin, and the Black Death, which decimated human  
population in Europe and Asia during the 1300s, the time when  
Christianity was consolidating its power, by about 200 million —  
considered as one of the most devastating pandemics in human  
history.  The juxtaposition of the Pope and the mice establishes  
uneasy associations:  are the mice indicative of the faithful or the  
devastation gnawing at the heels of Catholicism?

By foregrounding these associative qualities, Calubayan is raising  
questions about a certain psychological state shaped by piety and how  
it registers discomfort, if not outrage, when images connected to religion 
are portrayed in an unfavorable light.  The panic, no doubt, comes from 
the superstitious avowal that the depiction has a direct connection to its 
subject:  sympathetic magic.  By introducing wild divergences from  
the “official” portrait into his work and extending it to the space  
of the viewer with the presence of the mice, Calubayan, one of the  
best mid-career artists practicing today, quarries the terrain of belief  
in order to expose the intractable fissures and fault lines.
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Buen Calubayan (b.1980)
Year of the Rat 
2009 
o i l  on  canvas  and ins ta l la t ion 
95 1/2” x  58” (243 cm x  147 cm)

P 1,000,000

Provenance:
Private Collection, Manila

Known for his Biowork series that investigates the intersection  
of the artist’s life and history that is expressed in mostly  
process-oriented works, Buen Calubayan has also been  
pursuing a series that features popes as subjects, unpacking  
Catholic influence within the context of the Philippines as being 
one of the biggest Catholic countries in the world as well  
as examining how portraiture continues to be a site — and  
a perpetuation — of power.

Painting Christendom’s highest figure has had long history, with 
highlights ranging from Raphael’s depictions of Pope Julius and Leo 
X to Diego Velasquez’s portrait of Innocent X.  In the 20th century, 
painting the Pope had a distinctly subversive tone, especially when 
we consider the works of Francis Bacon which are nightmarish 
deconstructions of the Velasquez original:  the visually shocking 
study after Velasquez’s Portrait of Pope Innocent X and the faintly 
blasphemous Figure with Meat.

Calubayan’s approach is more in line with Bacon’s (and possibly 
Mauricio Catellan’s, whose sculptural work shows Pope John Paul 
II struck by a meteor) with his depiction of Pope Benedict XVI.  
Known to be a staunch doctrinal conservative and the only pope 
in recent memory to have retired (and, in effect, ushering the reign 
of Pope Francis perceived to be as charismatic as Pope John Paul II), 
Pope Benedict XVI is shown sitting stoically on what appears  
to be a concrete chair, his gaze boring into the viewer.
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Alfonso Ossorio (1916 - 1990)
Abstract
Ca.1950 
mixed media 
23” x  17” (58 cm x  43 cm)

P 2,000,000

Provenance : 
P r i va te  Co l lec t ion , USA
 

Alfonso Ossorio forged a visual language that was steeped in the  
dynamism and cyclical movements of life, as evidenced by this work.  
At the center is a rotating band of energy (inflected with a star-like  
shape in its heart), as other spheres spiral and rotate around this central 
hub in a kind of a universal dance that is at once graceful and vigorous. 
All interrelated to each other, the spheres organize themselves into the 
blueprint of creation itself — from the movement of the atoms to the 
great rotations of heavenly bodies.  Using a bright and explosive palette, 
Osorio primarily employs the colors of the natural world, as if to  
underscore the life-giving energy that connects all of creation.

Ossorio has been honored with capsule retrospective shows recently, 
such as the Afflictions of Glory, which was exhibited at León Gallery. 
Cutting a unique, contradictory figure, Ossorio was the result of the 
confluence of various cultures, living passionately and surrounded  
by like-minded compatriots.  His self-created enclave called the Creeks  
in upstate New York was an incubator of ideas, particularly those that  
are related to abstract Expressionism, of which Ossorio was one of the 
more passionate practitioners and advocates.
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In Angono, the lively genre tradition is assured by the art of Jose Blanco. 
Blanco's works are the epitome of the Realist genre as the numerous  
figures that inhabit his works are the real people of his town.

Though a folk artist, Blanco was academically trained.  He entered the 
School of Fine Arts of the University of Santo Tomas in 1951, when its  
faculty included the top firebrand Modernists of Philippine art.  National 
Artists Victorio Edades, Manansala, and Botong Francisco, as well as Galo 
Ocampo, Antonio Llamas, and Diosdado Lorenzo.

Being a disciple of Botong Francisco, Blanco has learned how to round 
out every bulge of flesh by shading close to the line or edge of the muscle 
in full stretch.  Blanco also emulates how Botong kept the various details 
flowing in smooth, linear or elliptical rhythms.

While studying, Blanco still regularly went fishing in the lake to raise money 
for tuition.  Blanco hewed close to Angono.  It could be said through his art 
that the charming facets of lakeside fishing life happily never left the town 
at all.

From 1974 on, Blanco developed sharp contrasts of light and dark  
in a conscious effort to oppose Botong’s signature flatness.  As against  
Botong’s lineare idealization, Blanco has become an even more authentic 
folksy.
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Jose Blanco (1932 - 2008)
a.)  F ish Vendors
s igned and dated  1996 ( lower  r ight )
o i l  on  canvas
24”x 36” (61 cm x  91 cm)

b.)  Vendors
s igned and dated  1998 ( lower  r ight )
o i l  on  canvas
24”x 36” (61 cm x  91 cm)

P 360,000

Provenance :  
P r i va te  Co l lec t ion , Mani la
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Danilo Dalena (b.1942)
Al ibangbang Ser ies
s igned and dated  1990 ( lower  le f t )
o i l  on  canvas
46” x  66 1/2” (117 cm x  169 cm)

P 1,200,000

Provenance : 
Danny  F lo ro  Co l lec t ion

Dalena's Expressionist style and somber colors are 
contradicted by the sarcasm, and satirical, irreverent 
sense of humor in his paintings.  His subjects are both 
hilarious and pitiful — from the jai alai betting areas, to 
the sleazy Alibangbang beerhouse and its habitues, to 
the "toilets", "urinals" or "kubetas". His wit and brutal 
frankness have been sharpened as an editorial cartoonist 
of Free Press.  For art critic Alfredo Roces, Dalena "had 
a rare quality not usually found in local artists: a spirit of 
play, a sense of humor, a delight and excitement in what 
others may dismiss as inelegant materials." 

This is a public toilet with five men urinating.  Little boys 
like to compare who can pee the highest.  Grown men 
like to compare size.  Filipino men like to see who is not 
circumcized and get a kick out of feeling superior.  Gay 
men like to see who they can pick up — or if they get 
really lucky, which toilet or CR pick up will be their true 
love? What secrets lie in these toilet grafittis? Dalena's 
fixation on toilets started in the 60s and continued  
to the 70s.  He frequented these latrines to have  
on the spot drawing sessions.  In 1972, he had a  
"toilet"/ "kubeta" art exhibit as a statement on the 
political situation and declaration of Martial Law similar 
to how Dada Art protested against Hitler and Nazism. 
The "toilet" exhibit meant to say: "This stinks!" "This is 
crap!" Now, that is creative protest with a spirit of fun.  
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Chest Of Drawers With Escritorio
Mid-19th Century
Narra , Kamagong, Lan i te  and S i l ve r 
H : 43 1/4” x  L : 42  3 /4” x  W: 21 1/4”   
(110 cm x  111 cm x  54 cm)

P 400,000

Provenance:
Apalit, Pampanga

A chest of drawers with an escritorio or fall front desk is not 
ordinary.  Found only in houses whose owners were men of affairs, 
they were usually found in the cuarto mayor or master bedroom 
and thus served as the repository of important deeds or documents.  
Sometimes, the escritorio was made with secret drawers concealed 
among the numerous compartments to safeguard valuables and 
money.

This narra chest of drawers cum escritorio, of simple form and very 
masculine in design, stands on four bracket feet, jigsaw-outlined on 
the inner side with ogive curves and cusps that form a yoke-shaped 
arch in front and at the sides.  A convex molding is carved around 
the sides and front of the carcass base, and the solid side panels are 
line-inlaid with a strip of kamagong bordered by lanite lines that 
form a rectangle with quadrant corners. 

The chest has four drawers, the topmost one being higher than the 
three lower ones.  All the drawer faces are line-inlaid like the sides, but 
each has a semicircle below the drawer keyhole decorated with an 
embossed oval keyhole shield.  Each drawer has a keyhole oval silver 
shield and a pair of silver pulls, some of which are original to the piece, 
while others are reproductions in the same metal.  Around each pull is a 
twelve-lobed pattern inlaid in lanite that forms the outline of a stylized 
flower.  Inside are twelve petals, each inlaid half in lanite and half in 
kamagong.   

The topmost drawer has a fall front that converts it into a writing desk, 
when the drawer is pulled out and brass buttons on the inner sides are 
pressed.  The back of the escritoire has a tiny drawer in the middle with 
a wide, slightly higher one, on either side.  A tiny door above the middle 
drawer is line-inlaid with a square in kamagong and lanite.  It has no pull 
but has a keyhole decorated by a chased silver keyhole shield.  When 
opened, a decorative flattened ogive arch with cusps at either end is 
revealed. Flanking it, the space above the wide drawers are divided into 
two, the halves on either side of the central door in the form of a pair 
of vertical recesses with ogive arches and cusps at either end.  The outer 
halves each have a pair of small drawers, one above the other.  All the 
drawers have miniature brass pulls.
 
The top of the escritorio consists of a narra panel, miter framed on the 
front sides with the same wood with mortise and tenon joints at the 
rear.  The front and side edges off the top are appliqued with half-round 
kamagong molding. 

-Martin I. Tinio, Jr.
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Tony Mahilum specialized in genre paintings populated by peasants, in a forested town  
setting, unique windows on a vanished folk culture.  His style is famed for showing crowds  
of small figures, seen from a high viewpoint, and spread evenly across the central picture 
space.  The setting is typically a rural town space surrounded by houses, within which the  
figures have a fundamentally individualized manner of portrayal, with individuals or small 
groups engaged in their own distinct activity.  But not all of Mahilum's work are all crowded 
surfaces as shown by this work.

Like most of his works it is likely that Mahilum intended this painting to have a festive sense 
rather than simply being an affectionate portrayal of peasant life.

The strongly hinted presence of the church makes it clear that they are preoccupied with 
spiritual as much as material matters.

In these types of genre paintings Mahilum stands in marked contrast both to painters of his 
day and many others who preceded or followed.

A charming sense of spatial movement is indicated by the woman being carried by a bamboo 
pole among other details.
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Tony Mahilum (1948 - 2008)
Barr io Scene
s igned and dated  1989 ( lower  r ight )
o i l  on  canvas
34” x  50” (86 cm x  127 cm)

P 200,000

Provenance : 
P r i va te  Co l lec t ion , Mani la
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Marina Cruz explores the deepest recesses of derelict house interiors like how  
one would explore the hidden streets of an old, uninhabited city.

Marina Cruz communicates a deeply personal vision, veiled in the guise of objective 
verisimilitude, that allows the creator to remain, in a sense, invisible.

Maria Cruz carefully observes the effects of light and shadow in a relatively dimly  
lit room.  Clearer colors in the lit areas combined with intense shadows, nuance  
and mystery make a precise reading of the painting complex.

Calm and derelict they may be, these are silent and extraordinarily lonely places,  
but their serenity barely conceals some mystery.  The measureless shadow which  
is spread out beyond the rafters has undercurrents of yearning and melancholy.
Marina Cruz is no different from artists whose impact is not transient: the  
photographers Eugene Atget, Walker Evans, Berenice Abbott, and the visual  
artists Degas, Eakins, Hopper.  She pushes the envelope further when human  
figures disappeared from her canvases via the interiors.  With human presence  
they would become narratives.

123

Marina Cruz (b.1982)
Construct ion Always on Progress
s igned and dated  2013 ( lower  le f t )
o i l  on  canvas
48” x  60” (122 cm x  152 cm)

P 300,000 

This piece is accompanied by a certif icate issued 
by the artist confirming the authenticity of this 
lot

Provenance : 
1335 Mabin i
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Fernando Amorsolo (1892 - 1972)
Lavanderas
s igned and dated  1954 ( lower  r ight )
o i l  on  canvas
24”x 34” (61 cm x  86 cm)

P 2,800,000

Provenance : 
P r i va te  Co l lec t ion , USA

“Lavanderas” shows what the Amorsolo sunlight can do 
when it plays on the water.  By the slightest of freehand 
indications, the green foliage on the opposite bank are 
about as “Impressionistic” as Amorsolo ever got.  The 
woman standing up and the woman beating the laundry 
are as typical as Amorsolo ever painted women for  
genre themes; they are, however, typically long-limbed, 
long-stemmed, and glowing with good health and 
temper.

Amorsolo creates a casual, informal atmosphere,  
avoiding the posed look, by painting the women some 
with their backs turned to the viewer and by shadowing 
their faces.

The water in the paddies also reflects the sun and the 
sky with the large cloud masses, enlarging the overall 
space and enhancing the greeness of the rural space.

Amorsolo had always been obdurantly resistant  
to the Modernist shockwaves from America.  These 
works show him more entrenched than ever, not only 
in the 19th century tradition but in a Contemporary 
manifestation of it.
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Olan Ventura (b.1976)
Untit led
oi l  on  canvas
48” x  36” (122 cm x  91 cm)

P 120,000

Provenance : 
P r i va te  Co l lec t ion , Mani la 

Award-winning artist, Olan Ventura, has been known for a distinct 
visual language that showcases the juxtaposition of images, as well 
as portraits in Hyper-Realist style.  In the art of Olan Ventura, the 
artist derives his subjects from seemingly commonplace scenarios 
and individuals.  While he renders his characters — humans and 
otherwise — in painstaking detail, the milieus he situates them all 
in border the surreal.
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Benedicto Cabrera (b.1942)
Male Nude
s igned and dated  1971 ( lower  r ight )
charcoa l  and ink  on paper
16” x  12” (41 cm x  30 cm)

P 60,000

Provenance : 
P r i va te  Co l lec t ion , Mani la

The view of the male torso, angular from the front, recalls both  
Contemporary body casts and Classical sculpture from the days  
of antiquity.  Bencab proclaims Classicism as a basic influence in 
his art.  The almost textured quality of pencil in rendering the skin 
restates the aesthetic distance and restraint of Classical art, as it re-
moves them from facile accessibility, but instead presents the body as 
an iconic subject for thoughtful contemplation.  Bencab has always 
viewed the skin as an expressive surface — with or without tattoos, 
concealed under layers of imagery, or exploding outwards to reveal 
an inner world of fantasy and conflict.  

Bencab employs exacting Realism combined with a neutral palette.   
The delicate, supple tonal treatment of the musculature of both the 
figures highlight this work.  There is an immediacy, a freshness, and  
an authenticity which art audiences find refreshing. 

The subtle atmosphere, taken with the general atmosphere  
of sexual frankness, unblinking Realism, and the formal posture  
makes this a painting of considerable force that goes beyond the 
simple rendering of the presence of the model.  The viewer  
is contemplating almost as if at an altar, the male torso.
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Lyra Garcellano’s The Fall was one of the large-scale works in Old Pain, her solo  
exhibition held at Finale Art File in 2009.  Depicted as lying on the floor, her limbs 
splayed out, her skin as white as paper, the woman seems to have totally surrendered 
to the force of gravity.  A snapshot of a terrible conclusion (was the fall accidental, 
self-inflected, or brought about by someone?), the painting is haunted by a particular 
nakedness of emotion that even old pain, in the context of a seemingly inevitable 
catastrophe, seems to be constantly reawakened.
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Lyra Garcellano (b.1972)
The Fal l
s igned 2009 (ve rso )
o i l  on  canvas
50”x 78” (127 cm x  198 cm)

P 140,000

Provenance : 
P r i va te  Co l lec t ion , Mani la
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Don Epifanio — also known as Don Panyo — was a Tagalog ilustrado.  Born in Bulacan, 
he grew up in his father’s hometown in Nueva Ecija where he first developed a taste for 
collecting by amassing various local plants.

De los Santos, after which our most famous avenue EDSA is named, seems to have styled 
himself after José Rizal, becoming a painter, polyglot, and writer.  In later life, he became 
governor of Nueva Ecija, prosecutor for Bulacan and Bataan as well as a judge in Bulacan 
and Tarlac and then, director of the National Library.

He was an avid historian and Professor Milagros Guerrero has stated he became the 
choice of the surviving Katipuneros and “at the behest of the leading scholars of the 
time” to search for and gather the critical documents that would shed light on the  
controversial events of the Philippine Revolution in the first years of the 20th century.

Thus, these Bonifacio papers are part of his intriguing if not explosive collection that have 
been studied and written about by various eminent Filipino historians.  Epifanio de los 
Santos himself would write “several seminal works on the Katipunan, referring to these 
documents in his possession.”

The Collection of 
Epifanio de los Santos

The Scholar Epifanio De los Santos
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Emilio Jacinto, dubbed “Brains of the Katipunan”  
in every Filipino schoolbook.

The Bonifacio Letters and Notice of Appointment of Emilio Jacinto were 
 reproduced in “The Tragedy of the Revolution”, by Adrian E. Cristobal,  

published for the Andres Bonifacio Centennial of his death on May 10, 1997
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The scholar Jim Richardson describes this letter as “The first  
of four surviving letters that Bonifacio sent to Emilio Jacinto  
(popularly described as ‘The Brains of the Katipunan’) from  
Cavite”, just days before the notorious Tejeros Convention that 
would change the course of the Katipunan and the leadership  
of the Philippine Revolution.

Richardson continues, “This brief note was sent together with 
a consignment of cartridges – a smaller consignment, Bonifacio 
says, than had been hoped, but no more could be spared. 

There is an ominous note, foreshadowing the violent events that 
would unfold in a matter of weeks: “Bonifacio asks Jacinto  
to use the “code of the 2nd degree” if he has to write anything 
in confidence because, he says, Jacinto’s letters are reaching him 
already opened.  The code Bonifacio himself occasionally  
employs, however, here and in his other extant letters, is the  
simple substitution cipher that had been used within the  
Katipunan from the outset".

-Lisa Guerrero Nakpil
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An Extremely Rare and Historically 
Important Letter from Andres  
Bonifacio to Emilio Jacinto
Dated March 8,  1897
In  Andres  Bon i fac io ’s  own handwr i t ing  on h i s  o f f i c ia l  
s ta t ionery, w i th  the  le t te rhead

Andres  Bon i fac io
Maypagasa  (Bon i fac io ’s  bat t le  name)
P. ng  K . Kapu lungan ( ‘Pangu lo  ng Kataas taasang Kapu lungan’ 
o r  ‘P res ident  o f  the  Supreme Counc i l ’ )

Ha l f - sheet  s i ze  fo rmat  s ta t ionery, s ing le  page, wr i t ten  on both 
s ides ; measur ing  5" x  11" (12 cm x  28 cm)

P 500,000

Provenance : 
The  es ta te  o f  the  es teemed scho la r  and d i rec tor  o f  the  
Ph i l ipp ine  Nat iona l  L ib ra ry, Ep i fan io  de los  Santos

L i te ra ture :  
Ep i fan io  de  los  Santos, “Andrés  Bon i fac io” [Eng l i sh  vers ion] ,  
Ph i l ipp ine  Rev iew (Rev i s ta  F i l ip ina ) , I I I :1–2 ( January–February 
1918) .

Facs imi le  o f  the  or ig ina l  l e t te r  in  Adr ian  E . Cr i s toba l ,  
“The Tragedy  o f  the  Revo lut ion” (Makat i  C i t y : S tud io  5  
Pub l i sh ing  Inc . , 1997) , 146–7.

J im R ichardson, “L ight  o f  L iber ty : Documents  and S tud ies 
on  the  Kat ipunan, 1892-1897”, Ateneo de  Mani la  Un ivers i t y 
P ress, 2013.
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The scholar Jim Richardson describes the contents of this letter as 
follows: “Bonifacio tells Jacinto for the first time about the Tejeros 
Convention held the previous month". The meeting, he says, had 
ended in chaos (“gulo”) and consequently had no significance 
(“nawalang kabuluhan”).  Implicit in his letter, on the other hand, is 
a bitter recognition that not all the revolutionary forces still recognise 
the authority of the Katipunan".

The Tejeros Convention took place barely a month before on March 
22, 1897 — the country’s first election, and also its first “snap” 
election, intended to settle the growing dispute between the forces 
of Andres Bonifacio and the rising Cavite strongman, Emilio  
Aguinaldo. Bonifacio suffered a humiliating defeat as Aguinaldo  
was elected president and his own qualifications to sit as secretary  
of the interior was questioned.  Bonifacio stormed out of the meeting 
and declared the results illegal.

-Lisa Guerrero Nakpil
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An Extremely Rare and Historically 
Important Letter from Andres  
Bonifacio to Emilio Jacinto
Dated Apr i l  16,  1897 

From Naik  ( in  Cav i te )
In  Andres  Bon i fac io ’s  own handwr i t ing  on h i s  o f f i c ia l  
s ta t ionery, w i th  the  le t te rhead

Andres  Bon i fac io
Maypagasa  (Bon i fac io ’s  bat t le  name)
P. ng  K . Kapu lungan ( ‘Pangu lo  ng Kataas taasang Kapu lungan’ 
o r  ‘P res ident  o f  the  Supreme Counc i l ’ )

S tamped wi th  Bon i fac io ’s  Sea l  –  a  ‘K ’  in  anc ient  Taga log sc r ip t 
wi th  rays  sur round ing i t , a round which  the  words  a re  wr i t ten :  
“Har ing  Bayang Kataga lugan –  Kataas taasang Kapu lungan” 
(The  Sovere ign  Nat ion  o f  Taga la  — Supreme Counc i l )
  

Two fo lded sheets  o f  s ta t ionery, fo rming e ight  pages,  
measur ing  5" x  8" (13 cm x  21 cm)

P 500,000

Provenance : 
The  es ta te  o f  the  es teemed scho la r  and d i rec tor  o f  the  
Ph i l ipp ine  Nat iona l  L ib ra ry, Ep i fan io  de los  Santos

L i te ra ture :  
Ep i fan io  de  los  Santos, “Andrés  Bon i fac io” [Eng l i sh  vers ion] ,  
Ph i l ipp ine  Rev iew (Rev i s ta  F i l ip ina ) , I I I :1–2 ( January–February 
1918) .

Photograph o f  Le t te rs, L inda Marquez , “Pagsusur i  sa  Su la t 
Kamay n i  Andres  Bon i fac io  ang Dak i lang Mara l i ta” , The  March 
o f  L i fe, May  16, 1951.

Facs imi le  o f  the  or ig ina l  l e t te r  in  Adr ian  E . Cr i s toba l , “The 
Tragedy  o f  the  Revo lut ion” (Makat i  C i t y : S tud io  5  Pub l i sh ing 
Inc . , 1997) , 146–7.

J im R ichardson, “L ight  o f  L iber ty : Documents  and S tud ies 
on  the  Kat ipunan, 1892-1897”, Ateneo de  Mani la  Un ivers i t y 
P ress, 2013.
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Scholar Jim Richardson says about this letter: “Writing here,  
Bonifacio does not know whether Jacinto has received his  
previous letter, dated April 16, and so he repeats (adding more 
detail) the key points he had relayed already:  that much of the 
liberated territory in Cavite had now been retaken by the  
Spaniards; that a number of Magdalo leaders had surrendered; 
and that the decisions of the Tejeros convention had been  
nullified. 

“Bonifacio also tells Jacinto that he is currently camped outside 
the town of Indang with about 1,000 troops, and is only delaying 
his departure from Cavite because he is waiting for his emissary 
Antonino Guevara to return from the north and report back 
to him on what Jacinto and Nakpil thought about his plans for 
mounting an offensive in Laguna.   Bonifacio had dispatched 
Guevara northwards a week or so earlier, bearing his letter  
to Emilio Jacinto dated April 16 and with instructions to meet 
both Jacinto and Nakpil and sound out their views on the military 
situation.  In his brief memoir — which he tellingly dedicates  
to Emilio Aguinaldo — Guevara mentions neither this particular 
mission nor, in fact, the names of Bonifacio, Jacinto, and Nakpil  
at all, a silence which, as O.D. Corpuz sadly notes, “reflects one 
of the tragedies of the Revolution".  

“On April 24, the day that Bonifacio wrote to Nakpil from Indang 
saying he was anxiously awaiting the outcome of the critical 
discussions Guevara was supposed to have in the north, Guevara 
was actually (according to the chronology of his memoir) in or 
around Indang himself, and had been there for two days.    
Even if he was not in the immediate vicinity of Bonifacio’s  
headquarters, he could surely have sent a messenger to convey 
his crucial news, and Bonifacio, his troops and followers could 
then have decided to move off either northward to the provinces 
of Manila and Morong or eastward into Laguna.  Instead, they 
waited a while longer, and for Bonifacio, those additional days  
of waiting were to mean death".

Andres Bonifacio would be ordered arrested by Emilio Aguinaldo 
on April 27, 1897 in a bloody confrontation that would leave him 
and his brothers either wounded or dead.  Bonifacio would be 
tried and then sentenced to death.  Despite a public commutation 
of his sentence, Aguinaldo would send secret orders to dispose  
of the Supremo in the mountains of Marogondon. 

Thus, these letters would be the very last communications from 
Andres Bonifacio before he would be killed on May 10, 1897, 
revealing his mindset and providing important information on 
his last days and the brotherhood of the Katipunan that he had 
founded with blood, sweat, and tears.  Bonifacio would not  
perish at the hands of the Spanish, like José Rizal, but in the  
greatest travesties of Philippine history, at the hands of his  
countrymen.

-Lisa Guerrero Nakpil
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An Extremely Rare and Historically 
Important Letter from Andres  
Bonifacio to Emilio Jacinto
Dated Apr i l  24,  1897 
From L imbon (now Indang, Cav i te )
In  Andres  Bon i fac io ’s  own handwr i t ing  on h i s  o f f i c ia l  
s ta t ionery, w i th  the  le t te rhead

Andres  Bon i fac io
Maypagasa  (Bon i fac io ’s  bat t le  name)
P. ng  K . Kapu lungan ( ‘Pangu lo  ng Kataas taasang  
Kapu lungan’  o r  ‘P res ident  o f  the  Supreme Counc i l ’ )

S tamped wi th  Bon i fac io ’s  Sea l  –  a  ‘K ’  in  anc ient  Taga log 
sc r ip t  wi th  rays  sur round ing i t , a round which  the  words 
a re  wr i t ten :  “Har ing  Bayang Kataga lugan –  Kataas taasang 
Kapu lungan” (The  Sovere ign  Nat ion  o f  Taga la  — Supreme 
Counc i l )

Two sheets  o f  s ta t ionery, fo rming four  pages, measur ing  
11" x  8" (28 cm x  21 cm)

P 500,000

Provenance : 
The  es ta te  o f  the  es teemed scho la r  and d i rec tor  o f  the  
Ph i l ipp ine  Nat iona l  L ib ra ry, Ep i fan io  de  los  Santos

L i te ra ture  : Ep i fan io  de  los  Santos, “Andrés  Bon i fac io”  
[Eng l i sh  ve rs ion] ,  Ph i l ipp ine  Rev iew (Rev i s ta  F i l ip ina ) , 
I I I :1–2 ( January–February  1918) .

“The Myste r ious  KKK Papers  Nar rowly  Escap ing Dest ruc t ion 
No Less  Than 13 Times, Kat ipunan Documents  Ho ld  Key  to 
H is to ry  o f  Revo lut ion”, Sunday  Times  Magaz ine, August  24, 
1947.

Facs imi le  o f  the  or ig ina l  l e t te r  in  Adr ian  E . Cr i s toba l , “The 
Tragedy  o f  the  Revo lut ion” (Makat i  C i t y : S tud io  5  Pub l i sh ing 
Inc . , 1997) , 146–7.

J im R ichardson, “L ight  o f  L iber ty : Documents  and S tud ies 
on  the  Kat ipunan, 1892-1897”, Ateneo de  Mani la  Un ivers i t y 
P ress, 2013.
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Believed to be the only document known to be in existence, this 
document clearly and emphatically asserts Bonifacio’s credentials as the 
President of the Sovereign Nation and Founder of the KKK as well as 
Instigator of the Revolution — in response to the Tejeros Convention’s 
election of Emilio Aguinaldo as President where all these had been 
conveniently set aside.

“No less significantly”, says scholar Jim Richardson,“Bonifacio decrees 
that the rank bestowed upon Jacinto be recognized and respected by 
all subjects of the “Government of the Revolution”.

“Bonifacio and many leaders of the Magdiwang council of the  
Katipunan in Cavite refused to recognize the revolutionary  
government established at the Tejeros convention on March 22,  
1897.  The Convention, they declared, had been so tarnished by  
dishonesty and intrigue that its outcome lacked any legitimacy.   
Thereafter, as this and other documents show, Bonifacio continued  
to act as if he, and not Emilio Aguinaldo (who had been elected  
President at Tejeros), still led the revolution and the emergent nation.   

-Lisa Guerrero Nakpil
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An Extremely Rare and  
Historically Important Document 
Signed by Andres Bonifacio
Notice of Appointment of Emi l io Jac into  
as Commander of the Army in the Northern  
Distr ict  of  Mani la (Pangulong hukbo sa dakong 
Hi lagaan ng Mayni la) .  
Dated Apr i l  15,  1897 

Pr in ted  fo rm bear ing  Andres  Bon i fac io ’s  s ignature, w i th 
the  head ing M. Andres  Bon i fac io  Maypagasa  (h i s  bat t le 
name
Pangu lo  nang Har ing  Bayang Kataga lugan (P res ident  
o f  the  Sovere ign  Nat ion  o f  Taga la  Maytayo)  nang K .K .  
Kat ipunan nang Manga Anak nang Bayan (Founder  o f  the 
KKK of  the  Sons  o f  the  Count ry )  At  Unang Nag Ga law 
Nang Pangh ih imags ik  (F i r s t  Mover  o f  the  Revo lut ion)

Bes ide  Andres  Bon i fac io ’s  s ignature  i s  the  sea l  
“HARING-BAYANG KATAGALUGAN – KATAASTAASANG 
KAPULUNGAN” (Sovere ign  Nat ion  o f  Taga la  — Supreme 
Counc i l )

11" x  7" (28 cm x  18 cm)

P 500,000

Provenance : 
The  es ta te  o f  the  es teemed scho la r  and d i rec tor  o f  the 
Ph i l ipp ine  Nat iona l  L ib ra ry, Ep i fan io  de los  Santos

L i te ra ture :   
Photograph o f  the  or ig ina l  document  in   Teodoro  A.  
Agonc i l lo, “The Revo l t  o f  the  Masses : The  s to ry  
o f  Bon i fac io  and the  Kat ipunan” (Quezon C i ty : Un ivers i t y 
o f  the  Ph i l ipp ines, 1956) , 187. 

Photograph o f  the  or ig ina l  document  in  Adr ian  E .  
Cr i s toba l , “The Tragedy  o f  the  Revo lut ion” (Makat i  C i t y : 
S tud io  5  Pub l i sh ing  nc . , 1997) , 140.

J im R ichardson, “L ight  o f  L iber ty : Documents  and  
S tud ies  on  the  Kat ipunan, 1892-1897”, Ateneo de  Mani la 
Un ivers i t y  P ress, 2013.
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Believed to be the the only envelope of its kind bearing the  
Katipunan Presidential Seal; written out in Andres Bonifacio’s own 
hand. One of the last documents before he would perish on May 
10, 1897 after his arrest and trial.

The black circular stamp featured the words “Haring Bayang 
Katagalugan” (Sovereign Nation of Tagal)” and “Kataastaang 
Kapulungan (Supreme Council).  In the center is the letter “K 
(Ka) in ancient Filipino script, standing for “Kalayaan (Liberty)”. 
Bonifacio’s letters and correspondence would name him as “Ang 
Pangulo ng Haring Bayan (President of the Sovereign Nation)".

-Lisa Guerrero Nakpil
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An Extremely Rare and Historically 
Important Philatelic Cover, Envelope
Used to contain the Not ice of Appointment of Emi l io 
Jac into,  thus dated Apr i l  15,  1897
Addressed to 
“M. Emi l io  Jac in to  P ink ian  ( Jac in to ’s  bat t le  name)
Kgg. Ng Gra l  en  Je fe  sa  Dakong H i lagaan (Genera l  
and Commander  o f  the  Nor th )  Pas ig , 
wr i t ten  by  Andres  Bon i fac io  h imse l f

Wi th  the  o f f i c ia l  P res ident ia l  Sea l , f ront  and back  
o f  the  enve lope

3 1/2" x  5" (9  cm x  14 cm)

P 500,000

Provenance : 
The  es ta te  o f  the  es teemed scho la r  and d i rec tor  o f  the  
Ph i l ipp ine  Nat iona l  L ib ra ry, Ep i fan io  de los  Santos

L i te ra ture  : Photograph pub l i shed in  Jose  P. Santos, “Was 
Agu ina ldo  R ight  to  Have  Caused Bon i fac io ’s  Death  —  
May Katuwi ran  o  Wala  i s  Agu ina ldo  sa  Pagkakabar i l  kay  
Bon i fac io?”, 1933. Page 2 .

Facs imi le  o f  the  Enve lope  in  Adr ian  E . Cr i s toba l , “The  
Tragedy  o f  the  Revo lut ion” (Makat i  C i t y : S tud io  5  Pub l i sh ing 
Inc . , 1997) , 146.
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Romulo Olazo’s reputation is firmly established chiefly with the Diaphanous and Permutation 
series, which showcase the relationship of shape and form against a monochromatic  
background. 

The abstract language, distilled this way, is also found in this abstract work that features a 
row of curving bands of shapes.  While these shapes may not be translucent as in the  
Diaphanous, they are visibly composed of layers streaked with white as though to emphasize 
their inherent motion.  The topmost red band, which provides a dramatic contrast to the 
bluish white band near the bottom, stabilizes the propulsion of shapes as they move against 
a unified blue.  This combines the beauty of a dramatic gesture with minimal scale and space.
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Romulo Olazo (1934 - 2015)
Untit led
1983
mixed media
36”x 48” (91 cm x  122 cm)

P 800,000

Provenance : 
P r i va te  Co l lec t ion , Mani la 
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ProPerty ForMerly in the roberto villanueva 
ColleCtion 

134

Crucifix  
Ear ly  19th Century
Molave
chr i s t : H : 53” x  L : 34” x  W: 8” (135 cm x  86 cm x  20 cm)
c ruc i f i x : H : 103” x  L : 45” x  W: 11” (262 cm x  114 cm x  28 cm)

P 120,000

Provenance :  
Mani la
Rober t  Vi lanueva Co l lec t ion
Acqu i red  f rom the  above  by  Ramon N. Vi l l egas

This large crucifix depicting a Cristo Moribundo or dead Christ  
is beautifully carved and anatomically correct in the delineation  
of the muscles and, particularly, in the carving of the private parts  
of Christ, something that is rarely seen in Philippine colonial  
iconography.  The way the pubic hair of the figure is rendered  
is most interesting, as every hair is arranged symmetrically.  
 
The image still has most of its original polychrome and was meant  
to have a wig, hence the bald pate.

-Martin I. Tinio, Jr.
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Rembrandt began making paintings, drawings, and etchings of himself  
in about 1628, thereby inaugurating a career as a self-portraitist which  
is unique in the history of art.  Where Rembrandt was original in using 
his own features for the purpose.  Andy Warhol’s now iconic Marilyn 
diptych once raised questions of authorship and originality, this approach 
became a feature of much work in the Pop idiom.

Pop artist Tom Wesselmamn was once quoted: “I refuse to draw the line 
between flat paintings and 3-dimensional structures, I’m aware of the 
differences between real and imitation but I don’t attach much  
significance in the distinction".  Lee Aguinaldo would totally agree,
Rembrandt may not be a Pop image unlike Monroe, but, probably the 
work is a tribute to Lee Aguinaldo’s visits to the Metropolitan Museum 
during his youth, Lee Aguinaldo appropriates 1 or 2 (or more) of over  
40 self-portraits by Rembrandt painted when the Dutch artist was 54, 
noteworthy for "the wrinkled brow and the worried expression the 
troubled condition of his mind".

Various appropriations make a visual mantra of the lift of the eyebrows 
that wrinkle Rembrandt’s forehead that reflects whimsical impatience, 
and the spark in his eyes that denies defeat.

Through the years, Lee Aguinaldo has developed several styles  
of painting: "Flick" painting, where he flicked paint from a palette knife 
on canvas; "galumphing," which incorporated a few Pop or magazine 
images and was largely influenced by Robert Motherwell; and "linear" 
painting.
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Lee Aguinaldo (1933-2007)
Lee Aguinaldo: Rembrant’s  L ight Ser ies
pr in t
25 pcs : 16 1 /2” x  12” (42 cm x  30 cm)

P 100,000

Provenance : 
P r i va te  Co l lec t ion , USA

188



The asian culTural council philippines arT aucTion 2018     |

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

189



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

|     Leon gaLLery

136

Galo Ocampo (1913 - 1985)
F lagel lant at  the Sanctuar io
s igned and dated  1982 ( lower  r ight )
o i l  on  canvas
24” x  32” (61 cm x  81 cm) 
 
P 300,000

Th is  p iece  i s  accompanied  by  a  book "The L i fe  and 
Times  o f  Ga lo  B. Ocampo" by  A l i ce  G. Gu i l l e rmo

Provenance : 
L iongoren Ar t  Ga l le ry 

L i te ra ture :
Gu i l l e rmo, A l i ce, The  L i fe  and Times  o f  Ga lo  B. 
Ocampo, McENRHO Book Pub l i sh ing , Ph i l ipp ines, 
2013, p.133 ( i l lus t ra ted)

The memories that the art of Galo Ocampo revitalizes are in accordance 
with his aim of recording and communicating historic events, and his 
deeply felt associations with place and location.  His art is also a powerful 
narrative in which the anguish of spiritual dispossession is clear.

The Flaggelants series are masterpieces of Galo Ocampo that relive the 
suffering and terror of the war years fused with the religious imagery  
of Lent.  He created this in oil on canvas as his memoirs when he was  
a guerilla and the massive slaughter he witnessed has haunted him.

World War II left a lasting mark on Ocampo’s art.  The danger he went  
through as a guerilla and the holocaust he witnessed would haunt him 
after the war, thus the Surrealistic series on mystic sociological themes  
of the 50s where the Good Friday penitent is a recurrent figure.  
As in Dali’s pictures, the outlook is theatrical.

The imagery of his Flaggelants series, to which “Passion of the Christ” 
belongs, evokes the suffering and terror of the war years.  

Central to this painting is the figure imitating Christ, crowned with 
thorns and face covered by the flaggelant’s veil, carrying a heavy, rough 
hewn cross, while around him are iconic reminders of the Filipino  
countryside.

As in a dream, the hooded flaggelant is not in a natural setting  
of country roads or city streets; instead he is in a symbolic landscape  
highlighted by the heavily buttressed church.

The flaggelant symbolizes sinful human beings in search of salvation  
in a ritual of purification — and water is the purifying element after the 
horrors of war — or pilgrims in quest of the truth.

Accompanying the painting is the coffee table book “The Life and Times 
of Galo Ocampo” by Alice B. Guillermo".

A Modernist painter, he painted works such as the “Moro Dancer”  
and the “Igorot Dance".  Among his paintings, the “Brown Madonna” 
garnered attention in 1938 because of its depiction of Jesus and Mary  
as non-Caucasian, brown Filipinos; It was also said to be “flat and 
two-dimensional. ” He, along with Victorio C. Edades and Carlos V.  
Francisco, painted the mural “Rising Philippines” in the lobby of the 
Capitol Theater in Manila.
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ProPerty FroM the Mr and Mrs viCente "tiking" 
loPez, jr ColleCtion
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Anita Magsaysay-Ho (1914-2012) 
Harvest 
s igned and dated  1969 ( lower  r ight )  
o i l  on  mason i te  board  
20” x  24” (51 cm x  61 cm)

P 4,000,000

Provenance:
Acquired directly from the artist 

Known for the empowering of women through her strong depiction  
of the rustic Filipina, Anita Magsaysay-Ho’s art has become highly 
regarded. 

In this work from 1969, Anita depicts women surrounded by baskets, 
set firmly on the ground, strong and serene.  Mrs. Ho’s female figures 
have been projected from the painter’s poetic inner eye in poses of  
arrested motion, motion-stilled in space and timelessness; their lean 
lines offset the soft curves of nets or bilaos, or baskets, or pans; they 
are shy, different, modest, brown, Philippine and Oriental; they are 
deep wells, unfathomable, enigmatic, eternal riddles.  She randomly 
spattered her canvases with delicately controlled ink blots which  
suggested rock formations, vegetation or waves in the sea.
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Mark Justiniani (b.1966)
a.)  Alay
s igned and dated  1994 (bot tom)
o i l  on  wood
21”x 18” (53 cm x  46 cm)

b.)  Di  Maka-angat
s igned and dated  1994 (bot tom)
o i l  on  wood
21 1/4”x  11 1/2” (54 cm x  29 cm)

c. )  Anniversary
s igned and dated  1994 (bot tom)
o i l  on  wood
17”x 30 3/4” (43 cm x  78 cm)

P 160,000

Provenance :  
H i raya  Ga l le ry 

Mark Justiniani’s works in the early 1990s are informed by Contemporary collaborative art, 
deeply engrained personal experience, a deep awareness of social issues, and an astute reading 
of Filipino folk art traditions and language.  Justiniani’s art is not a simple reading of the modern 
world but a finely balanced interpretation of historical fact with a Contemporary perspective. 
These works spring from the artist’s investigation of folk culture including the use of language, 
and what one may draw from it is indicative of the indigenous frame of mind.

These paintings seem to take place in the unlimited space of his mind, translated as the sky in 
the day or at night, with floating clouds or twinkling stars.  At times, the images even seem to 
take place in an enclosed space but the artist may evoke a theatrical tableau.

In Justiniani’s works, man and woman are given equal weight, without bias, for either gender 
and in his universe do they have equally significant roles to play.  It is thus, for us to try to  
transcend our limited tools of perception and individual limitations as much as possible.

A multi-awarded artist, Justiniani was granted the Thirteen Artists Award by the Cultural Center  
of the Philippines in 1994.  He is a well-traveled artist and has represented the Philippines in 
various international conferences, workshops, and exhibitions in Japan, Denmark, Australia, and 
the USA.  
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Andres Barrioquinto (b.1975)
Disco Robot
s igned and dated  2015 ( lower  r ight )
o i l  on  canvas
60”x 36” (152 cm x  91 cm)

P 1,300,000

Provenance :  
B lanc  Ga l le ry 

Andres Barrioquinto challenges himself yet again with a subdued departure from his 
previous themes of the whimsical, surreal, and macabre.  For almost two decades,  
Barrioquinto has been enthralling the world with his artistic compositions.  Since  
bagging a succession of awards including the 2013 thirteen Artists Award from the  
Cultural Center of the Philippines, his range, vision, and mastery has continually 
evolved to include his well-received Japanese-inspired works and his daydream series.  

His exploration as an artist continues, as he now endeavors to add another dimension 
to his already diverse creations by fusing together Eastern and Western symbols with 
his signature patterns and artistic style.
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Francesca “Keka” Enriquez
Eggo 
1991
Eggs  and Wood
H: 38” (97 cm)  x  L : 29” (74 cm)  x  W: 21” (53 cm)

P 60,000

Exhibited: 
Ayala Museum’s Chairs, an exhibition by 28 artists, 
September 1991

Literature:
Mendoza, Ivy Lisa F., Manila Bulletin, “A Chair Is A Chair 
Is A Chair” 

Enriquez popularized a colorful Expressionist style.  She filled her  
canvasses with vignettes of images which look like scenes of places  
or events juxtaposed side by side almost like a "quilt" of images which  
are used to tell a story.  Interiors of houses and still life painted in her thick 
Expressionistic brush strokes are also subjects "Keka" is known for.   
She is also popular for works with her mentor in UP Fine Arts, Roberto  
Chabet, who was one of the pioneers of conceptual art in the Philippines. 

Here, in her sculptural installation, "Eggo", Enriquez's training in  
conceptual art under Chabet is evident.  The chair, a furniture object  
is used as a metaphor for power.  This chair is Spanish colonial in style 
and almost looks like a throne or a seat of a powerful person.  The chair 
symbolizes power, governance, law and order, the rules of convention — 
and the need to conform.  The eggs sit on the seat of the chair like a group 
of Humpty Dumptys on an assembly line save for one robin blue egg right 
smack in the middle.  In the quest for success and the climb up to power, 
people are like these eggs who are pressured to be like everyone else in 
order to be accepted and to be allowed to share in that power.  It is a  
challenge to assert one's beliefs and dissenting opinions because one risks 
being rejected by the herd.  The light blue color of the egg is the color of 
peace.  One gains freedom and attains inner peace only when one can  
finally muster the courage to be true to one's self and to assert one's 
uniqueness.  The choice to be authentic strengthens one’s self esteem  
and develops a healthy ego.
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Living in Antipolo City, Rizal, Tam Austria is considered as one of the more prominent members  
of the Lakeshore Artists whose sensibility and manner of technical execution was greatly  
influenced by the National Artist Carlos “Botong” Francisco.  While Austria’s figuration seems  
to nod at the influence of Botong, the artist has evolved his own style and innovation that have 
resulted in well-organized, poetic tableaus of genre scenes.  In this work, “Harvest,”  
a heightened sense of drama is evoked by the central figure as he magisterially holds aloft  
a winnowing basket, which appears to be an almost perfect disc, like a sun blessing the earth. 
Around him are the supporting figures doing their own respective acts of labor as a community 
ushering a season of harvest and grace.

ProPerty FroM the  
ColleCtion oF a very  
distinguished FaMily

141

Tam Austria (b.1943)
Harvest
s igned and dated  1973 ( lower  le f t )
o i l  on  canvas 
24” x  36” (61 cm x  91 cm)

P 160,000
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Annie Cabigting (b.1971)
Black (After  Ad Reindhardt at  the Moma)
2015
oi l  on  canvas
76”x 63” (193 cm x  160 cm)

P 3,000,000

Provenance :  
F ina le  Ar t  F i l e

Exh ib i ted :
"Ar t  Fa i r  Ph i l ipp ines  2015", The  L ink , Makat i , 
February  5-8 , 2015
 

Annie Cabigting has emerged as one of the most talented Filipino  
artists of the 21st century, notable for a continuing series of works  
in which viewers, usually seen as passive recipients of art, become the 
subject matter.  In Black (After Ad Reinhardt the Moma), two people talk 
about the work of the Ad Reinhardt who claimed that the one object 
of abstract art “is to present art-as-art and as nothing else, to make it 
into the one thing it is only, separating and defining it more and more, 
making it purer and emptier, more absolute and exclusive —  
non-objective, non-representational, non-figurative, non-imagist,  
non-Expressionist, non-subjective". 

The black canvas appears as a negative space in the well-lit interior  
of the museum as the women, both wearing black, visually merged 
with the painting that they are vigorously discussing.  Part of the special 
exhibition of Cabigting for Art Fair Philippines in 2015, this work gained 
a conceptual layer as the audience got to see the work while seated  
on the Mies van der Rohe bench, the same one depicted in the painting. 
In a way, the painting doubled the real, as other fair-goers presumably 
saw those who were looking at Cabigting’s painting of two women 
looking at Reinhardt’s painting. 

“Working in a Photorealist manner,” Ringo Bonuan writes in the  
catalogue that accompanied the exhibition, [Cabigting] uses painting  
as a means to question memory, simulacra, and expression and  
to examine and subvert the cycles of visual consumption.  Blown-up  
and duplicated following a grid-by-grid process, the images in her  
paintings are not direct representations of the artworks themselves,  
but systematic reconstructions of their photographic histories,  
constantly recalled and repeated".  The painting Black is an epitome  
of such reconstructions. 

The artist with the painting 
© Rome Jorge / Rappler
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Internationally renowned painter and sculptor Augusto Albor has come to be known as one of 
the premiere abstractionists in the Philippine Art scene.  An abstract Minimalist, Albor’s aesthetic 
features a unique use of space.  Although Minimalistic in his approach, his use of paint in his 
works is all but sparse.

Albor’s artistic leanings take from that of Suprematism and Neoplasticism, but with much less 
rigidness in execution.  Such, overall, has allowed Albor’s art to speak more freely — welcoming 
his audience to partake in his alluring brew of expression and restrain.
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Augusto Albor (b.1948)
Fruit ion in G-Major,  R-Minor
s igned and dated  2003 ( lower  le f t )
mixed media 
72”x  60” (183 cm x  152 cm)

P 360,000

Provenance : 
P r i va te  Co l lec t ion , Mani la
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In this work that predates the conceptual forays of American artists who used words 
and numbers in their own works, Alfonso Ossorio announced an exhibition that took 
place between July 25-August 14, 1958 at the R. Keene Gallery located at 38 Main 
South Hampton — details that are visible — and legible — in the work.  While it seems 
that the work is entirely functional, it’s evident that Ossorio put in much thought and 
consideration on the arrangement of the elements.  For one, the “A” of his name  
provides the pinnacle to the circle of what seems to be the face of a clock created  
by the first “O” of his surname.  As a visual shorthand, the –TH in “South” has been 
fused, with the H providing a clever transition to Hamptons.  The white of the  
handwritten typeface (which has the words “Opening 6-8,” “July 25th,” “Long Island,” 
and “New York” embedded on bars around it) is shadowed by loose lettering whose 
style resembles calligraphic abstraction.  This rare work, which combines form and 
function, resonates with the aesthetic of a master who was a player in revolutionizing 
post-war Modern art. 
 

144

Alfonso Ossorio (1916 - 1990)
Untit led
s igned and dated  1958 (midd le )
ink , gouache, wax , and waterco lo r  on  paper
19” x  24” (48 cm x  61 cm)

P 2,000,000

Provenance : 
The  Ar t i s t ' s  Co l lec t ion  (The  Creeks )
Pr i va te  Co l lec t ion , Southampton, NY
Borgh i  F ine  Ar t  Ga l le ry, New York , NY
Pr ivate  Co l lec t ion , Los  Ange les, CA
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Filipino modern artist-expatriate Nena Saguil wove a cosmo of forms in pen and ink, mixed media, 
watercolor, and oil.  There is a complexity in Saguil’s abstractions, as the audience is left to decipher 
the objectivity of her composition while the expressive nature of which concurrently pervades the 
work as a whole.  Such has allowed Saguil to pique her audience’s curiosity, and tap into their  
emotions simultaneously — resulting in a magical interplay, induced by the evocative nature of her 
art.

145

Nena Saguil (1924 - 1994)
Untit led 
s igned and dated  1960 ( lower  r ight )
ink  on  paper
15”x 21 1/2” (38 cm x  54 cm)

P 160,000 

Provenance : 
P r i va te  Co l lec t ion , Mani la 
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Edwin Wilwayco has always felt the impulse to translate nature into art —  
regarding each painting as a voyage into the inexhaustible luxuriance of nature, 
irradiated by the artist’s own inner light.  Wilwayco has always referenced the 
sacred and the divine in the primacy of his emotions.

More than the investigation of space, or the activation of textures, more than the 
vibrancy of colors or the complexity of composition — the artist concerns himself 
with the resonances of abstraction as a spiritual language, conveying meanings 
that are profoundly affecting, if not life-changing.
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Edwin Wilwayco (b.1952)
Cl imbing Vines /  Object  of  Affect ion
s igned and dated  1999 ( lower  r ight )
o i l  on  canvas 
39”x  36” (99 cm x  91 cm)  

P 220,000 

Provenance : 
P r i va te  Co l lec t ion , Mani la
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Benedicto Cabrera (b.1942)
Sabel 
s igned and dated  2002 ( lower  r ight ) 
ac ry l i c  on  canvas 
41” x  20” (104 cm x  51 cm)

P 3,800,000

Provenance : 
P r i va te  Co l lec t ion , Mani la
 

Drawing on his iconic Sabel series, this work from 2002 is evocative of 
that recurring subject that first appeared in 1965.  “Sabel,” in fact, was  
a scavenger and homeless lady from Bencab’s neighborhood that he 
took a fascination to, leading him to photograph and sketch her.   
Therefore, apart from serving as splendid explorations into structure and 
shape (brushstrokes severe and lines bold), his Sabel series also delve 
into human existence in relation to society, particularly inequity, human 
dignity, and the challenges life presents.
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Ibarra’s productive life as an art professor and celebrated artist was cut short at 55 years 
old in 1998.  He was one artist who was lucky to have had many followers and buyers 
during his lifetime.  His Impressionist style, his sense of color, and his subjects — nature, 
forests, gardens, homes painted in colorful fashion akin to the Fauves appealed to many 
people.  He had a distinct brush stroke similar to the pointillists though slightly larger and 
like a comma which he called “wipings”. 

This backyard garden was painted early in his career when he was only 27 years old.  
This garden was done with his trademark brushstroke — “wipings".  The light blue and 
celadon green house looks like a stone French country manor with a mature garden 
of lush trees in citrus shades of lemon yellow and lime green.  The thick bushes have 
lavander and purple blooms.  The backyard garden in light burnt sienna with some dried 
grass has scattered “wipings” of fallen leaves.  The backyard is a very pretty scene that 
would be perfect for al fresco gatherings with family and dear friends for a late Sunday 
lunch.  It is a backyard with many lovely summers and happy memories.  It is also  
a garden which invites peaceful moments of meditation and solitude. 

148

Ibarra dela Rosa (1943 - 1998)
Untit led
s igned and dated  1970 ( lower  r ight )
o i l  on  canvas 
34” x  36” (86 cm x  91 cm)

P 100,000

Provenance : 
P r i va te  Co l lec t ion , Mani la 
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Elmer Borlongan always had Filipino culture as a reference, but it is the culture of today, and 
never that of colonial times or pre-colonial era.

The figurative in the art of Elmer Borlongan stands as a testament to the power of form.  
The Manila-based artist is a CCP Thirteen Artist awardee (1994).  His figurative works are 
drawn from the energies of urban living.  His obsession lies not in depicting the ordinary, 
but in highlighting the visually disturbing images of an imperfect world.

He is the prize of collectors, the indulgence of art dealers, and the envy of many fellow  
artists.  Borlongan's vivid Realist Expressionism hits chords with avid collectors and  
observant laypeople alike.
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Elmer Borlongan (b.1967)
Untit led
s igned and dated  2000 ( lower  r ight )
o i l  on  canvas
29” x  23 1/2” (74 cm x  60 cm)

P 650,000

Provenance : 
P r i va te  Co l lec t ion , Mani la
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Emmanuel Garibay (b.1962)
Baclaran
s igned and dated  1993 (midd le )
o i l  on  canvas
60” x  72” (152 cm x  183 cm)

P 1,000,000

Provenance :  
P r i va te  Co l lec t ion , Mani la

Emmanuel “Manny” Garibay has remained 
consistent in depicting unique Filipino scenes in 
his body of work.  He is one of the most notable 
chroniclers of the ordinary, infusing it with  
ennobling quality.  In this work, one of the  
founding members of the Salingpusa group, 
captures the frenetic activity of a market scene. 
Recalling Baclaran, the painting depicts the men, 
women, and children who play their respective 
parts in this immense scene.   
 
Visually organizing the elements of the painting 
is a central figure holding a bolt of cloth around 
which other characters revolve: from a man in 
sunglasses about to proffer a bill to a beggar, a 
clutch of children holding onto a railing (estribo)  
of a jeepney stuck in traffic, a man holding  
a microphone broadcasting his wares, and a 
woman in a red dress haggling with a vendor.   
The sky above them, with its churning clouds, 
is as active in the scene, making this work an 
intense, clear-eyed representation of a slice  
of everyday life.

209



210

Paintings and Sculptures 

A    
Abad, Pacita 110
Abaño Ambie 26-27
Aguinaldo, Lee 56-57, 188-189
Albor, Augusto 21, 54, 200
Alcuaz, Federico Aguilar 48
Amorsolo, Fernando 30-31, 52-53, 62-

63, 146-147, 170-171
Ancheta, Isidro 16, 36, 86
Antonio, Angelito 43, 79
Austria, Tam 82, 197

L    
Leaño, Erwin 10
Legaspi, Cesar 14, 155
Legaspi, Jojo 87
Luz, Arturo 13, 32, 61, 150-151

M   
Magsaysay-Ho, Anita 106-109, 192-193
Mahilum, Tony 168
Mallari, Anton 115
Manansala, Vicente 55, 73, 88-91, 140

N   
Navas, Elaine 15

O   
Ocampo, Galo 190-191
Ocampo, Hernando R. 70-71
Ocampo, Manuel 44
Olazo, Romulo 185
Olmedo, Onib 104
Orlina, Ramon 32, 83
Ossorio, Alfonso 160-161, 201

P   
Palomo, Anthony 92
Penaso, Sam 64
Pineda, Jorge 119

R   
Rasco, Eufemio IV 12

S   
Saguil, Nena 114, 202
Sanso, Juvenal 42, 133
Santos, Mauro Malang 11, 34-35, 60, 65, 

118, 144, 154

T   
Tabuena, Romeo 49, 72, 78, 102, 136-137, 

148
Tampinco, Isabelo 128-129, 130-131
Tapaya, Rodel 42, 149

V   
Ventura, Olan 172
Ventura, Ronald 69
Vitalis, Macario 11

W   
Wilwayco, Edwin 45, 203

Z   
Zalameda, Oscar 33, 60, 68, 120-121
Zobel, Fernando 46-47, 72

B    
Baldemor, Fred 144
Barrioquinto, Andres 122-123, 195
Blanco, Jose 162-163
Borlongan, Elmer 16, 207

C    
Cabigting, Annie 198-199
Cabrera, Benedicto 96-97, 117, 132, 

145, 156-157, 172, 204-205
Calubayan, Buen 158-159
Castrillo, Eduardo 116
Cavestany, Valeria 82
Co, Charlie 18
Cruz, Marina 169

D   
Dalena, Danilo 164-165
de Guia, Kawayan 20
de Guzman, Jaime 126
de la Rosa, Fabian 66-67
de Leon, R.M.  12
del Castillo, Anton 118, 141
dela Cruz, Daniel 132
dela Rosa, Ibarra 206
Diaz, Isabel 17

E   
Endaya, Imelda Cajipe 92
Enriquez, Francesca "Keka" 196
Espiritu, Oscar 64

F   
Francisco, Carlos "Botong" 84-85

G   
Galicano, Romulo 10, 110
Garcellano, Lyra 173
Garibay, Emmanuel 208-209

H   
Herbosa, Mia 127
Hidalgo, Felix Resurreccion  80-81

An Extremely Rare and 
Historically Important 
Document signed by 
Andress Bonifacio 

An Extremely Rare and 
Historically Important  
Letter from Andres  
Bonifacio to Emilio Jacinto

An Extremely Rare and 
Historically Important  
Philatelic Cover, Envelope

Chest of Drawers with 
Escritorio

Comoda

Crucifix (19th Century)

Holy Family

La Ilustracion Artistica

Ivory Crucifix (17th 
Century)

Miniature Sheep (a pair)

Ramilletes (a pair)

Sheraton Sideboard

Sto. Tomas de Villanueva

The Ah-Tay Tinio  
Mariposa

The Gabaldon  
Bookshelves (a pair)

Unidentified Apostle

182-183

176-177, 
178-179, 
180-181

184

166-167

24-25

186-187

94-95

14

142-143

152

124-125

98-101

28-29

38-39

138-139

112-113

J   
Joya, Jose 37, 74-77, 103, 134-135
Justiniani, Mark 19, 93, 105, 194

K   
Kiukok, Ang 40-41, 58-59, 153

Furniture and Objets d’ Art

Index



211
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The following are the terms and conditions that Leon Gallery has set for the auction. Kindly read  
carefully.
 
Leon Gallery, all the participants of the event, processes, and transactions shall be guided accordingly by these rules: 
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a. Each item (lot) in this catalog is offered for sale dependent on the terms exhibited below.
b. All lots are numbered according to the catalog unless otherwise stated by the auctioneer.
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 from the gallery is not allowed. Only the winning bidder has the authority to remove the lot from the gallery.
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e. All participants must agree to be bound by the terms that have been set by Leon Gallery.
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Fernando Amorsolo (1892 - 1972)

Procession 
signed and dated 1949 (lower right)  

oil on canvas
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