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DEAR FRIENDS and CLIENTS,

An auction is always an occasion to view art as a continuum 
of human creativity; and the 2022 edition of the Magnificent 
September Auction is no exception: Beginning with the 
centuries-old artistic practice of engraving which had begun 
in medieval times and was perfected by Albrecht Dürer; to 
the splendors of both 19th-century and modern sculpture to 
all of the amazing modes of painting.
 We are thrilled to present an extraordinarily rare 
copper plate of the portrait of the conquistador Miguel Lopez 
de Legaspi, first governor-general of the Philippines and 
founder of Manila; made even more so since it captures a lost 
masterpiece by Juan Luna. (With it is a printed cover as well 
as entire bound collection of the volume it appeared in the La 
Ilustracion Artistica, 1886.)
 An exquisite brush pot capturing the adventures 
of the crocodile- hunter Paul de la Gironiere in ivory is 
completely unique. On hand, too, is an equally rare and 
outstanding sculpture by Vicente Manansala, who in the 
1950s, embarked on various experimentations including that 
of sculpture. This particular piece was exhibited in a group 
show at the Luz Gallery, alongside works by Fernando Zóbel.
 Art is also a celebration of human relationships — 
and we have two works significant to the personal histories 
of two of the most electric of artists of the mid-century. 
The first is the glorious “Fifty-Five A”, painted for Hernando 
R. Ocampo’s closest confidante and intellectual sparring 
partner : Jose Fernandez Zaide. Jose was the equally brilliant 
younger brother of the more famous Gregorio, who was one 
of the best-known historians in the country, and whose works 
dominated Philippine textbooks for entire generations. Jose, 
like HR, was a journalist although they became fast friends 
in their different lives afterwards; Zaide as diplomat, HR as 
artist and the first neo-realist.
 Equally intriguing is the Zobel work “Siga-Siga” 
which debuted at the artist’s very first one-man show at 
the storied Philippine Art Gallery in February 1953. It was 
a season of firsts in that brave, new Manila and the work, 
depicting a brash cigarette vendor whose ilk would prowl the 
sidewalks of the city, was symbolic in more ways than one 
of the bold spirit of the times. “Siga-Siga” would furthermore 
catch the eye of a young collector, the man who would 
eventually captain Ayala y Cia and preside over the historic 
expansion of Ayala Corporation, making it to this day, a force 
to reckon with. That man would be Enrique Zobel, known to 
Philippine business and industry simply as “EZ.”

FOREWORD

 Our fine furniture offerings are led by an exceptional 
Baul Mundo from the Rocha family of Bohol. (They would 
produce one of the first pensionados to be sent to the United 
States by the new American regime.) Also remarkable are a 
Batangas mesa-altar of the kind known as “Olympic” for its 
curlicued carvings; as well as a stately “escritorio” and a “comoda 
de poste”, both grandly confected for the lord of the manor.
 A seminal piece by BenCab from his landmark 
“Larawan” series is also on offer; so are two riveting works by 
the master Romulo Galicano, capturing the lives of fisherfolk 
and a second, an homage to Vincent Van Gogh’s Potato Eaters 
— with an enchanting cameo of the artist-author himself in 
the shadows. Rafael Enriquez, who would become the first 
dean of the newly formed University of the Philippines’ 
School of Fine Arts, makes his academic finesse felt with the 
lyrical “Two Sisters” from his Paris years. His rightful heir, 
Fernando Amorsolo, is also to be found in a vista of the 
Legaspi-Urdaneta Monument outside Intramuros as well as a 
sultry nude that smolders with reflected light.
 More National Artists are represented including 
the “Elegant Debutante” a gift to an equally beautiful young 
debutante, from Victorio Edades; a powerful, towering 
Arturo Luz of one of his favorite themes, “Carnival Forms.”
 With art comes appreciation, and we are honored 
to continue to share both with all of you, friends and patrons 
of León Gallery, to whom we share this new Magnificent 
September Auction.

Yours truly,

Jaime L. Ponce de Leon
Director
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1

Justin Nuyda (1944 -  2022)

Blue Landscape
signed (lower right)
oil on canvas
6 1/2" x 9 5/8" (17 cm x 24 cm)

P 140,000

Justin Nuyda gained prominent recognition for his 
abstract paintings that depict breathtaking dream-like 
landscapes. His oeuvres exude a cerebral quality to them, 
and the scenes he committed to his canvases are portals 
to how he perceived the world. In his celebrated career 
that spanned over five decades, many have struggled 
to determine which discipline he was committed to and 
what sort of art he created.

Although his works are filled with a brilliantly curated 
array of colors and shades that seem to glow under 
the luminosity of an inviting yet unnerving radiance, 
his subjects are unmistakably drawn from the material 
beauty of nature and everyday life. As a spontaneous 
painter, Nuyda's artistic renditions never fail to capture 

the enigmatic essence of the scenery — his masterful 
brushwork displays the fascination of the setting.

Alongside art, Justin Nuyda was also a lepidopterist 
specializing in Philippine butterflies. He began collecting 
butterflies when he was seven years old and has described 
over a hundred species and subspecies. This passion for 
jeweled insects and the terrain they thrive in was a key 
source of inspiration for his masterpieces. (P.I.R.)

2

Ramon Orlina (b.  1944)

Crusader's IX - 07 
signed and dated 2007 (bottom)
carved asahi glass
7" x 5" x 4" (18 cm x 13 cm x 11 cm)

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

Ramon Orlina’s abstract sculptures are composed of a series 
of angles created by sharp bends or sleek edges that denote 
dynamic movement of fluid lines. By playfully manipulating 
varying quantities of natural light entering the colored glass and 
trapped at different angles or facets, his sculptures are never 
visually static. The viewer can appreciate his piece from any 
angle and interpret it beyond the artist’s original intent. Orlina’s 
achievement is in freeing the viewers to see his sculptures 
according to their interpretation. The illusions created through 
the various prismatic views intensify the viewer’s interpretation. 
The attributes of strength and fragility add to the timeless 
beauty of Orlinas’ art. Above all, he gave the genre a new sense 
of fluidity.

3

Arturo Luz (1926 - 2021)

Untitled 
signed and dated 1972 (lower right)
watercolor on paper
20 1/4" x 20 1/4" (51 cm x 51 cm)

P 200,000
PROVENANCE
The Luz Gallery

Hailed as ”the painter's painter” by revered artist 
Fernando Zóbel, Arturo Luz's universal appeal comes 
from his unmatched command over his craft. With his 
brand of geometric abstraction, this modernist master 
proves that Minimalism is not merely a style but a 
strategy for distilling an experience or an object into its 
purest, most evocative language.

In some abstract works, enough of a similarity has 
been retained to represent actual subjects. In others, 
original objects have been reduced to simple geometric 
shapes and can be barely identified unless the artist has 
named them his title — his concern being the rendering 
of the essence of the subject rather than the natural 
form itself. Arturo Luz created art through a disciplined 
economy of means, both his sculptures and paintings are 
characterized by simple lines and geometric forms.

His masterpieces allude to the modernist virtues of 
competence, order, and elegance. The National Artist 
established his reputation around distinct visual worlds 
stripped of distraction and sentiment. They are deceptively 
simple and represent the artist’s never-ending search for 
the essential characteristics of the subject through a 
reduction of form and selective use of color. (P.I.R.)
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5

Romeo Tabuena (1921 - 2015)

Mother and Child
signed and dated 1975 (upper right)
oil on masonite board
28" x 24" (71 cm x 61 cm)

P 200,000
PROVENANCE
Private Collection, USA

Romeo Tabuena’s artistic practice is an intense and 
articulate exploration of many latently commonfolk 
themes touched by quiet cultural symbols are local 
imagery that are seemingly distant from the social 
realities that are often depicted in other Modern works 
of art. Though mostly known for his idyllic genre scenes, 
Tabuena has often experimented with other themes 

and subject-matter; utilizing his signature style in order 
to infuse his chosen figures with an inherent sense of 
lightness and grace, but also of vivacity and playfulness. 
This acrylic on canvas still life piece is emblematic of 
Tabuena’s highly inventive technique. In Mother and 
Child we see Tabuena utilize his colorful and prismatic 
style that he adopted in 1955 after moving to San Miguel 
de Allende, Mexico. A notable shift from his previous 
approach that prioritized a sparse color palette and 
muted tones, here his figures are dappled in an array of 
colors that seemingly reflect Tabuena’s appreciation of 
the multifaceted and diverse world of folk and proletarian 
subjects and life (J. D.)

4

Johanna Helmuth (b.  1992)

As Strong as Ezrah's Heart
signed and dated 2021 (lower right)
oil on canvas
60" x 48" (152 cm x 122 cm)

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

In this oil on canvas piece, we see a woman dressed 
in military fatigue, sitting on a typical swivel chair. 
Her face positioned slightly off to the side, while her 
eyes are seemingly fixed at a point beyond the viewer; 
alluding to her having a relatively distant disposition. 
This assumption is furthered by the fact that her shoes 

are seemingly mismatched, with her right foot adorning 
standard military-issued combat boots, while her left is 
fitted with something more indicative of everyday civilian 
wear. Though one can find humor in the work, a closer 
and more introspective look at the piece shows us how 
Helmuth has utilized her unique artistic practice to the 
realities of those enlisted in military service. Helmuth’s 
woman, although appearing to have a commanding 
visage, is visibly aloof or even distraught. One can only 
assume the mental exhaustion bubbling within the 
mind of the woman; a facet that is subtly but powerfully 
captured by Helmuth’s slightly off-kilter approach. (J.D.)
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6

Nona Garcia (b.  1978)

Drift 
set of six
signed and dated 2018 (verso)
oil on wood
12" x 14" (30 cm x 36 cm) each

P 300,000
PROVENANCE
Silverlens, Makati City

LITERATURE
Mercado, Arianna and Gary-Ross Pastrana. Countercurrents. 
Makati City: Silverlens Galleries, 2018. Published following 
the exhibition Countercurrents at Silverlens Galleries. 
Full-color photograph on pp. 28 - 29.

EXHIBITED
Silverlens Galleries, Countercurrents (joint exhibition 
with Gregory Halili), Makati City, April 28 - May 26, 2018

As one of the Philippines’ most lauded and 
acclaimed contemporary artists working today, 
Nona Garcia is particularly concerned with the 

role of art within the context of representation. Though 
Garcia’s works are known for their stark realism in the 
way she imbues her elements and subject-matter with 
intimate and nuanced details, the artist notes that these 
prima facie facets of her work are merely gateways 
towards an attempt at unveiling or understanding the 
essence of things. This particular set of pieces titled 
Drift was part of a joint exhibit together with artist 
Gregory Halili. According to the project’s curator Gary-
Ross Pastrana “This image of converging water currents 
comes to mind in this somewhat unexpected encounter 
between artists Nona Garcia and Gregory Halili in 
Countercurrents, an exhibition that is buoyed not just 
by the tangential similarities in their respective practices 
but more so by the deeper and more arresting contrasts. 
Though both highly gifted painters, Garcia and Halili 
inhabit opposing ends of the spectrum, most evidently 
in terms of scale.” Countercurrents was not only an 
exploration between contrasts in material or subject, but 
in the very approach of the two artists involved.

Drift is a set of six oil on wood paintings, all of which 
feature images of driftwood. The pieces are painted in 
such a way that gives the illusion that the driftwood are 
placed squarely on top familiar wooden surfaces; in which 
the effect gives way to its true dimensions when the viewer 
takes a closer look. This particular approach explores 
the coming together of two similar but contrasting 
materials. The first is Garcia’s choice of canvas which is 
wood veneer. Though sourced from nature, the material 
has been repurposed and worked-on by man that it has 
seemingly lost its original qualities, thus resembling a 
uniform and almost clinical look that resembles familiar 
industrial ephemera. Meanwhile the driftwood represents 
the canvas’ polar opposite. A material primarily defined 
by its exposure to the elements, it seemingly showcases a 
state of being free from mankind’s intervention; a glimpse 
at a world beyond our own senses. By putting these two 
elements together, Garcia has undoubtedly created an 
intriguing piece that humbles our own understanding 
and our place in the world. (J.D.)

Imagination in Flight
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Pacita Abad’s designation as undoubtedly the most 
well-known and lauded Filipino international artist is not 
without basis. Ever since Abad started dabbling in the 
arts in the 1970s, her practice rarely remained singular 
or stagnant. Instead, Abad was always looking for new 
ways to express her vision through groundbreaking and 
innovative experimentations in medium, subject matter, 
and presentation. Though she originally created works 

that reflected a Social Realist style that dove into the 
complex cultural, social, and historical underpinnings 
of the time, her sojourn to the United States eventually 
opened up the plethora of possibilities for her and her 
art. She then began to experiment with more abstract 
styles and forms, an interest that would eventually lead 
her to venture into using non-traditional materials and 
ephemera as a way of executing her vision. Her works 
would end up incorporating hand-stitched textiles, 
ribbons, sequins, beads, buttons, tin, mirrors and many 
other found objects the artist collected during her travels 
throughout Africa, Middle East, Asia and Latin America. 
This particular piece was one of the initial ink paperworks 
that Pacita did as part of her Oriental Abstractions series 
based on her ink brush study in Seoul, Korea in 1984. 
Lifesavers was also shown as part of Pacita’s 'Wild at 
Art’ exhibition at the Luz Gallery in 1991. The work can 
also be seen as a representation of how Abad’s iconic 
style, that features an amalgamation and celebration 
of different forms, remains effective and engaging no 
matter the medium or approach. (J.D.)

8

Pacita Abad (1946 -  2004)

Red Roofs
signed and dated 1984 (lower right)
acrylic and black ink on handmade paper
12 1/4" x 25" (31 cm x 64 cm)

P 300,000
León Gallery wishes to thank Mr. and Mrs. Jack and Kristiyani Garrity 
for confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist in Hong Kong in 1984

EXHIBITED
The Luz Gallery, Oriental Abstractions, Makati City, 1984

7

Lee Aguinaldo (1933 -  2007)

All Blue
signed and dated 1992 (verso)
acrylic on marine plywood
29" x 19" (74 cm x 48 cm)

P 700,000
PROVENANCE
A gift from the artist to the present owner

As per Lee Aguinaldo, color possesses a radiant presence 
that, when blended in planar compositions, would 
engage its perceiver in an objective and analytical state. 
The color field sensibility of the visual artist allows him 
to paint surfaces that are ethereal — revealing at the 
edges, under layers of the same color, a rich density and 
hue that seems to allow the painting to glow from within. 

His luminous canvas is deceptively direct, yet it provides an 
extraordinary impact on the viewer. There is no attempt 
to create more than the bare essentials of picture space; 
the geometric quality of the frame, with its right angles, 
makes for order, hence, conscious rationality.

For Aguinaldo, an elaborate spatial framework or 
excessive use of color, decoration, or narrative could 
detract from the picture’s power. As evident in this 
particular piece, All Blue, the approach lets the audience 
to freely and fully engage with pure form, pure color, 
and pure arrangement because they are less diverted by 
incidental interests. (P.I.R.)
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9

Arnica Acantilado (b.  1984)

Cecil In The Lion's Den 
(Homage to Peter Paul Rubens' 
Daniel in the Lions' Den, c. 1614-16)
oil on canvas
86" x 137 1/2" (218 cm x 349 cm)

EXHIBITED

J Studio, Don't Tell My Mother, Taguig City, 2015

P 200,000

Though she studied Architecture at the Polytechnic 
University of the Philippines, Acantilado sought to 
follow her passion and hobby for painting instead. 
Surrounded by supportive friends and family, Acantilado 
began developing her talent for the visual arts. In 
2006, Acantilado ended up as a finalist at the 39th 
Shell National Student Art Competition. In 2008, she 
managed to bag the grand prize at the 22nd PLDT-DPC 
National Visual Art Competition. Contemporary artist 
Arnica Acantilado’s whimsical and surreal paintings 
evoke a sense of narrativity that rekindles our childhood 
imagination but also challenges us to rethink how we 
view and experience our stories. Featuring a number 
of whimsical elements amidst a mystical setting, this 
particular piece showcases the breadth of Acantilado's 
imagination. (J.D.)

Photo: courtesy Fine Arts Museums of San Francisco
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11

Mauro Malang Santos (1928 - 2017)

Mother & Child
signed and dated 1989 (lower right)
gouache
4" x 5 3/4" (10 cm x 14 cm)

P 100,000
Accompanied by a certificate issued by Mr. Soler Santos 
confirming the authenticity of this lot

PROVENANCE

Acquired directly from Soler Santos by the present owner

In 1989, the West Gallery opened its doors to the public, with 
Malang's son, Soler, as its founder/owner. As the son of a 
revered painter, Soler, then a young artist following in his father's 
footsteps, conceived the gallery out of the necessity to provide 
a space for his fellow burgeoning artists to showcase their 
exciting works. At the end of the 1980s, Malang was already 
an influential name in Philippine art. He likely felt the impetus 
to give back to the art community. He offered Soler a lot along 
West Avenue in Quezon City for his art space. Thus, the genesis 
of the West Gallery.

Malang then gave the work at hand as a gift to his dear son 
for the latter's serious endeavor in the further advancement 
of Filipino art through the promotion of his peers. The work is 
symbolic of Soler and his gallery; he represents the "mother" 
that "conceived, gave birth to, and nurtured" her child—West 

Gallery. Interestingly, this work also alludes to the maternal 
bond between Soler and his mother, Mary San Pedro Santos. 
The gallery's first anniversary would coincide with Soler's 
30th birthday in the succeeding year. Therefore, this piece 
encapsulates a celebration of milestones in Soler's life and 
career—and the paternal connection between him and Malang 
borne out of their shared aspirations for Philippine art. 

The piece depicts a mother and child rendered in Malang's 
signature cubistic folds. The work employs gouache as a 
medium, which Malang found "movable and flexible." The 
viewer can discern that Malang excels in small-scale works due 
to his background as an award-winning cartoonist. Here, we can 
see Malang's rigor in achieving refinement in form and style. 
Colors and strokes are finely delineated. Minute details, such 
as the creases on the figures' clothes, are clearly defined. (A.M.)

12

Oscar Zalameda (1930 -  2010)

Untitled (Abstract)
signed (lower right)
ca. 1960
oil on board
14 1/2" x 19 1/4" (37 cm x 49 cm)

P 200,000
PROVENANCE
Private Collection, USA

In 1953, Oscar Zalameda left the Philippines to pursue higher 
art studies in San Francisco, California and Paris. Two years 
later, in 1955, he would study mural techniques in Mexico and 
begin his professional painting career. Towards the 1960s, 
Zalameda would exhibit in various cities, including New York, 
Paris, Barcelona, and Milan. He would eventually return to the 
Philippines in 1963. 

This piece, created during Zalameda’s homecoming period, 
mirrors his cosmopolitan quality as a well-traveled artist. During 
his travels, Zalameda imbibed the various styles he encountered, 

particularly the tenets of Abstract Expressionism, as seen in this 
work. Here, Zalameda fuses linear elements and bright colors to 
render an image of a stunning coral reef. (A.M.)

10

Ramon Orlina (b.  1944)

Pacquiao's Right Jab
signed and dated 2011 (bottom)
carved blue green glass
12" x 12" x 7" (30 cm x 30 cm x 18 cm)

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

Though often executed through with an abstract 
sentimentality, Ramon Orlina is no stranger to creating 
works that evoke distinct images, or are influenced by 
icons, symbols, events, or even people. Such is the case 
with this particular piece titled Pacquiao’s Right Jab. As the 
title suggests, the work celebrates not only professional 
boxer and pride of the Philippines Manny Pacquiao, but 

more importantly his iconic and match-winning right jab. 
As a southpaw stance use, it is expected of Pacquiao to 
utilize right jabs as his bread and butter during fights. 
But what makes his right jab so special is his ability to 
dole out such force and power in a directed way that it 
brings down opponents, most of which are more than 
double his size and physique, to their knees. His right 
jab has become so influential and iconic that it is often 
ranked among the best punches in boxing history. Orlina 
depicts this iconic move through the shape of a boxing 
glove in the middle of connecting to its target. Meanwhile 
the force and direction of the punch is emphasized by his 
other elements that depict the flow of air and force due 
to the power of the punch. 
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13

Fernando Amorsolo (1892 - 1972)

Lavandera
signed and dated Manila 1938 (lower right)
oil on canvas
13" x 17" (33 cm x 43 cm)

P 4,000,000
Accompanied by a certificate issued by Mrs. Sylvia Amorsolo-Lazo
confirming the authenticity of this lot

PROVENANCE
Owned by Clyde V. Powers who arrived in the Philippines as an 
Engineer in August 1908 and left before the war. Mr. Powers worked 
on many building projects, including the University of the Philippines. 
According to his great grandson, he also opened the first Ford 
Dealership in Dumaguete, Negros Oriental. This painting was 
passed on to his grandson.

León Gallery, The Magnificent September Auction, 
Makati City, 29 September 2017, Lot 95

A penetrating nostalgia for the romantic rural 
scene and the glory of the pre-war years was 
visually translated into Fernando Amorsolo's 

canvases during the later years of his career, which 
spanned the highly optimistic post-war period. Significant 
stylistic changes pervaded his works, most notably a 
more overall finish and a softening of details and shades 
of colors. The post-war era also represented a period in 
Amorsolo's career where he would constantly paint the 
recurring subjects of his prime years. As such, lavanderas 
became a favorite subject matter of the artist. 

Posed female models in Amorsolo's Manila studio 
became the exemplars of his nude lavanderas. But the 
brilliance that the lavandera painting exudes sprang 
from its background landscapes, which were inspired by 
the places the artist frequently visited. Sylvia Amorsolo-
Lazo recounts: "Since there are so many streams or rivers 
in rural places, as well as in some urban places then, 
and Papa took his time going to these places for his on-
the-spot sketching and paintings. I think his lavanderas 
were mostly painted in the provinces of Laguna and 
Bulacan and along the Pasig River." Amorsolo employed 
his method of working outdoors and on the spot in 
the lavandera paintings, especially for its background 
landscapes. The maestro described this practice in a 
1960 interview, saying, "You have to work fast outdoors. 
Light changes very rapidly, and you have to be fast in 
order to catch the mood with which you started out." 

This piece displays one of the many variations of the 
theme that Amorsolo used—a modestly nude lavandera 
washing a saya. According to Amorsolo-Lazo, her father's 
lavanderas were "ideal, beautiful Filipinas who lived in a 
pastoral landscape of woods, streams, and mountains." 
Sunlight is reflected on the woman's back, emphasizing 
the curves of her body and her overwhelming sweetness 
that is youthful and dignified. As Alfredo Roces noted, 
“the full burst of Philippine sunlight, which actually 
washes out color and produces a blinding glare, he 
added only as accents to bring out the nude’s form.” 
Amorsolo's depiction of a solitary woman busily 
washing her clothes, confidently flaunting her posterior, 
and seemingly withdrawn from the transgressions of 
machismo embodies an outright expression of female 
emancipation. 

Amorsolo's lavanderas are usually seated next to a 
batya containing the clothes to be washed and a banga 
for carrying water. These objects act as still lifes within 
the canvas, giving pertinence to Amorsolo's pieces as 

encompassing several genres in one composition. The 

river's graceful flow and the afternoon sunlight that 

refracts through its waters exhibit Amorsolo's prowess 

in visually depicting the phenomena of reflection and 

refraction. The lush, tropical flora complements the 

river's rocky shores and evokes the salient elements of 

an Amorsolo painting. (A.M.)
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Federico Aguilar Alcuaz (1932 - 2011)

Untitled
(undated) ca. 1960
oil on canvas
26 1/2" x 33" (67 cm x 84 cm)

P 500,000
Accompanied by a certificate issued by Mr. Christian M. Aguilar 
confirming the authenticity of this lot

PROVENANCE
Private Collection, Spain

14

Raffy Napay (b.  1986)

I Feel, Waiting, Lying
signed and dated 2013 (lower left)
thread and plastic cover
96" x 54" (244 cm x 137 cm)

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

The works of Raffy Napay are a manifestation of his 
triumph over tragedy as an artist. As the middle child 
of a tricycle driver and a seamstress, art was not a mere 
hobby for the young artist. He grew up painting and 
participating in contests as a way to support his family. 
After some time, he experienced respiratory problems 
with oil and acrylic paints, his original chosen medium, 
which led him to explore a new material - thread.

Through this medium, Napay weaved his canvases not 
only with intricate details but also with visual poetry. He 
is able to see the creative process behind the threads 
and fabrics, which he found to be closely comparable 
to the use of paint - from early ideation to the finishing 
touches on an artwork. And, he would look at his canvas 
as he would a painting, producing stunning pieces that 
uniquely explore depth and complexity than simply 
miming light.

This 2015 piece, in fact, shows that no other Filipino 
artist today has elevated the art of needlework into such 
a remarkable accomplishment. In the year this gigantic 
piece was made, Napay held two notable exhibitions, a 
one-man show at Art Stage Singapore and a solo exhibit 
titled Sanctuary at the Ateneo Art Gallery. (P.I.R.)

Federico Aguilar Alcuaz painted with a powerful brush, 
one that succeeded in harmonizing the pictorial parts 
such that they could be perceived simultaneously. His 
artworks are always alive with vibrant colors and vigorous 
strokes. Although his abstract works were influenced by 
Picasso and Matisse, Alcuaz strove to infuse his worldview 
and personality into his art style.

From his early years in the Philippines to his sojourns in 
Europe, Alcuaz has drawn inspiration from a plethora of 
sources, resulting in art that is universal in nature. The 
observer may assume that while the artist executed his 
strokes and applied his solid colors, there was a sense 
of serendipity that reveals a sort of "dancing" poetry 
propelled by pure energy in an Alcuaz piece, a stirring 
of imagination radiating from his works that conveys a 
pleasing experience to the observer. (P.I.R.)

Raffy Napay. Photo from spot.ph.
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Manuel Rodriguez Sr. (1912 - 2017)

Jones Bridge
signed (lower left)
ca. 1960
oil on canvas
26" x 34" (66 cm x 86 cm)

P 800,000
PROVENANCE
This work was purchased in the 1960s when Architect Lor Calma 
was doing the renovation of the present owner's house

In this particular oil on canvas piece, the modernist 
master Manuel Rodriguez Sr. showcases his unique 
and unparalleled knack for abstract and figurative 

forms. Early in his career, Rodriguez was mainly 
concerned with the natural beauty of his surroundings, 
given that he was mentored by the likes of Fernando 
Amorsolo and Fabian de la Rosa. But, his brief yet fruitful 
stint abroad proved to be fundamental in Rodriguez’s 
artistic growth. He met seminal printmakers Mauricio 
Lasansky and Gabor Peterdi and was introduced to their 
unique approach to art and the medium of printmaking. 

This piece exemplifies Rodriguez’s shift towards his more 
contemporary style. The figures are bare and simple yet 
layered with context and meaning, giving them a timeless 
allure while the play of tones creates a solid yet shifting 
dreamlike visual quality. From the bustling scenery of 

the historic Jones Bridge, every aspect of Rodriguez’s 
work is carefully planned and executed, a hallmark of 
the artist’s genius. 

Along with Galo Ocampo and Vicente Manansala, 
Manuel Rodriguez Sr. was among the three moderns who 
won in the 1955 AAP Art competition which caused the 
conservatives to walk out. Mang Maning, as he is fondly 
called, is a pioneering artist who revived printmaking as a 
major art form which led to the graphics arts movement 
in the Philippines. He was not only an artist but also a 
teacher and maestro loved and admired by his students. 
Rodriguez Sr. contributed to furthering modern art in 
more ways other than painting and printmaking. He 
once managed the Philippine Contemporary Art Gallery 
where, with the urging of Manansala, Ang Kiukok held his 
first show in 1954. 

Jones Bridge, Manila, Philippines
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Ramon Orlina (b.  1944)

Wrap in Lover's Arms III
signed and dated 2012 (bottom)
carved amber glass
9" x 6 1/2" x 6 1/4" (23 cm x 17 cm x 16 cm)

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

17

Lydia Velasco (b.  1942)

Pulang Belo
signed and dated 2007 (lower center)
oil on canvas
36" x 24" (91 cm x 61 cm)

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

The femininity of the Filipina inspires the oeuvres of Lydia 
Velasco. A feminist artist herself, the prolific painter 
renders her muses in a manner that is enkindled by her 
personal experiences. Velasco describes her subjects as 
“elongated, massive, heavily set, and invigorated with 
almost masculine assertiveness,” implying a reversal of 
gender roles and a criticism of the perceived inferiority of 
women in a male-dominated society. Her female figures 
are rendered with radiant presence and exaggerated 
contours that complement their silhouettes. Thus, the 
unique approach provides a Velasco piece a sense of 
growing tension as well as genuine emotion – this is the 
classic defining feature of her artistic approach as seen 
in this 2007 oil on canvas painting. (P.I.R.)

Imbued with an architect’s sense of space and 
proportion, Ramon Orlina’s abstract sculptures seem to 
refract light to and from the space around them, so they 
glow with a certain presence and throb with a certain 
vitality. His experiment with light extends to trying out 
different colors: starting with the original liquid green 
shimmer of the sculptures, he has adopted other colors 
such as beaming yellow, scintillating blue, warm peach, 
and refulgent brown - the featured piece, an example of 
Orlina’s take on new colors for his glass sculptures. The 
visual effect is incandescent and stunning as ever. Orlina 
once again laid his artistic glass impressions clearly 
through his representations of the facets of light.

19

Justin Nuyda (1944 - 2022)

Search 
signed and dated 1978 (lower right)
oil on canvas
35" x 25" (89 cm x 64 cm)

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

A renowned modernist, Justin Nuyda created a unique 
and surreal brand of art. From his ethereal abstract 
compositions to his magical landscapes, the visual artist 
was able to elegantly display his complex predilections 
due to his mastery over his craft.

This 1978 piece harkens back to the earlier 
experimentations with the abstraction of Nuyda. A 
reflection of a dream-like atmosphere distinctly marked 
by bold and broad brush strokes, this painting brings 
forth awareness to his creative attempt to photograph 
a picture of sight as well as capture the sound within the 
peripherals of the mind of what it tries to find — not lost, 
but simply searching.

Although the canvases of Nuyda are populated with 
a well-curated array of hues that seem to glow under 
the luminosity of an inviting yet unnerving radiance, his 
inspirations were clearly drawn from the beauty of nature. 
Inviting and alluring, this piece highlights the rhythmic 
nature of the artist’s oeuvre as one that is vigorous and 
brimming with life. (P.I.R.)
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In 1948, a 19-year-old Juvenal Sansó enrolled at the 
UP School of Fine Arts, taking up classes as a special 
student. It would be the first time the young Sansó 

would undertake formal training in the arts. Before 
this, he had only studied painting under the tutelage of 
Alejandro Celis. Alfredo Roces writes in Sansó: "The art 
tutor opened a whole universe to Juvenal…He diligently 
learned every skill his tutor introduced him to until, at 
last, the tutor told him there was nothing more he could 
teach the young student at home."

Celis was a contemporary of Amorsolo at UP and among 
the first graduates of the fine arts department. It was he 
who told Sansó to acquire formal training at UP. It was a 
precarious passage for him to venture formally into the 
visual arts since "his family expected him to outgrow…his 
dabbling with drawing, become more serious, and help in 
the family business." 

Sansó would eventually persuade his family to study as a 
full-time student, gradually veering away from his affairs 
at his family's wrought-iron shop. He now had the luxury 
of time to grow and mature as an artist. 

At UP, Amorsolo took the helm of the fine arts department. 
Guillermo Tolentino, Dominador Castañeda, Toribio 
Herrera, and Ireneo Miranda served as faculty members. 
In his classes, Sansó was taught by Castañeda the proper 
handling of pastels and oils. But it was Amorsolo who 
became his greatest influence. Although the former did 
not become his professor, Sansó "wanted to paint like the 
maestro," as Roces puts it. 

Since academism prevailed then, with Amorsolo, 
Castañeda, Herrera, and Miranda at its forefront, Sansó 
was deeply exposed to the rudiments of the conservative 
tradition. Such is the case with this 1949 nude painting 
from Sansó’s early period. Sansó's depiction of the 
female body with utmost gracefulness harks back to 
Amorsolo's practice. Emphasis on the subject's curves is 
reminiscent of the maestro's intricate delineation of the 
human body. Like his foremost luminary, Sansó paints 
the nude as a celebration of the female form. Despite the 
conservative influences, the piece's solitary atmosphere 
and application of heavy and dark tones foreshadow 
Sansó's 'Black Period,' where themes of anguish and 
desolation prevail. (A.M.)

20

Juvenal Sansó (b.  1929)

Nude Profile
signed (lower right) 
dated 1949
oil on canvas
25" x 19 1/2" (64 cm x 50 cm)

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

PROVENANCE
Private Collection

LITERATURE
Roces, Alfredo. Sansó. Manila: Luis Ma. Araneta, Filcapital 
Development Corporation, and General Bank and Trust Company, 
1976. Full color illustration and photo caption on page 27. 



T H E  M A G N I F I C E N T  S E P T E M B E R  A U C T I O N  2 0 2 2 2 4L E Ó N  G A L L E R Y2 3

22

Macario Vitalis (1898 - 1989)

Couple
signed and dated 1956 (lower right)
oil on canvas
22" x 18" (56 cm x 46 cm)

P 200,000
Accompanied by a certificate issued by Ofelia Gelvezon-Tequi and 
Claude Tayag confirming the authenticity of this lot

Macario Vitalis was a France-based Filipino painter whose 
art was inspired by Cubism and Impressionism. He was 
born in a middle-class family at Lapog, Ilocos Sur in 1898. 
The young Vitalis left the country for the United States in 
1917 where he attended an art school by day and worked 
as an elevator boy by night. In 1926, he departed and 
settled in France. There, Vitalis studied at the Academie 
de Montmartre and set up his studio in the Parisian 
suburb of Puteaux. In Paris, Vitalis met iconic modernists 

including Pablo Picasso, and created works that depict 
the ambiance of pre-war Parisian life. Later on, he 
resided in Brittany during the ‘50s where he did a series 
of Breton seascapes that featured Post-Impressionist 
color sensibility. Among the notable aspects in the 
stylistic evolution of Vitalis is the dynamic color palette, 
setting him apart from that of his contemporaries. In this 
1956 oil on canvas piece, the artist’s concern is not of 
the genre but in the execution of the visual potential of 
a subject into a highly textured orchestration of colors 
and tones. Vitalis’ art also exudes a timeless quality and 
his compositions are always appealing to the eye. (P.I.R.)

21

Benedicto Cabrera (b.  1942)

Nude
signed (lower left) and dated 2012 (bottom)
edition 12 of 20
cast bronze
7 1/2" x 6 1/2" x 9 1/4" (19 cm x 17 cm x 23 cm)

P 200,000
PROVENANCE
The Crucible Gallery, Mandaluyong City

The Nude is undoubtedly one of the most enduring 
and timeless subject-matters in art and art history. 
From Aristotle’s musings about the actuality of life 
being the body itself to Edmund Husserl emphasizing 
our experiences within and through our physical being, 
mankind’s interest in the ageless form of our bodies is not 
only as old as history itself, but remains to be captivating 
mystery even to this day. One can trace all sorts of social, 
historical, and cultural underpinnings to the kinds of 

bodies, and by extension the style of nude art, produced 
by a civilization or an era. Early nude statuettes from 
the Messopotamian and Babylonian eras would often 
emphasize the chest and curves of a woman, seemingly 
giving importance to their ability to birth children. While 
Greek and Roman nudes emphasized the opposite, with 
their works spotlighting the body’s physical prowess over 
its more intimate areas. BenCab’s bronze cast Nude 
piece seemingly follows this tradition of redefining what 
a Nude work is and what it can be. The piece features 
a woman in a reclined position, her legs pointed up 
towards the sky. Compared to the kind of Nude works 
that preceded it, the piece seemingly gives off an air of 
liberation; unconcerned with its connotations. BenCab’s 
approach effectively reflects the Modernist philosophy 
of empowerment as it seeks to add to the canon of art 
history’s most enduring topics. (J.D.)
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A Gift to the Man Who 
Understood H. R. Ocampo : 
His Best Friend, Jose F. Zaide
by L ISA GUERRERO NAKPIL

Jose F. Zaide was decidedly a gentlemen of the old 
school: The younger brother of the eminent historian 

Gregorio F. Zaide; he, too, was steeped in the elegant 
living and genteel lifestyle of the town of Pagsanjan, 
Laguna, where he was born and spent his early youth.

Both men would figure in the newspapers of their day; 
Gregorio contributing a prodigious flow of historical 
articles to the newspapers of post-war Manila; Jose, 
becoming a more serious journalist.

He would meet H.R. Ocampo, not as a student in the 
University of Sto. Tomas, but while Jose was working for 
the Elizalde daily, The Philippines Herald.

At the time, H.R. had also begun working at PhilProm 
Ad Agency. The two hit it off almost immediately and 
Zaide would become one of H.R.’s closest confidantes. 
He would rely on his advice on certain delicate matters 
and Zaide would judiciously acquire several works by 
H.R. through the years.

Like so many newspapermen of the time, Zaide entered 
the world of public service and would become a diplomat. 
He would be posted in various European capitals, from 
the Hague to various German cities. 

To be sure, H. R. Ocampo who was as multi-faceted as 
he had careers and talents, had many friends. To H.R., 
the newspaperman — he was the entertainment writer 
and later, editor of This Week Magazine — he had many 
journalists as drinking buddies and co-conspirators. 
There were also show-business folk from his beat, such 
as the director Ramon Estella. Many of them would form 
the core of the Neo-Realists at the start of the 1950s, 
such as Manansala and the columnist E. Aguilar Cruz. 
There were also friends made in the advertising business, 

Jose F. Zaide

THE JOSE ZAIDE COLLECTION
lots 23 - 27

such as Cesar Legaspi; and there were also literary types 
and fellow intellectuals. Jose Zaide would fall into this 
category and his family recalls that special bond from 
hours spent discussing the fine arts in the context of 
European traditions.

Zaide would stop writing when he entered the world 
of foreign affairs. He would, however, come out of 
‘retirement’ to write this moving eulogy to his old friend, 

Photo by Patrick Diokno
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Again his subjects emerge from forms that jostle and slide 
into a pattern like an avalanche. For a man so dedicated 
to trapping elusive motion, he successfully sets up some 
kind of visual dialogue between canvas and its observer 
so that only the most resistant can fail to come away 
from that encounter without a freshened perception of 
what “the essential life of color is.”

Indeed, Ocampo's best works are notable for their 
evocation of a special magic marvelously distilled, a 
badge of quality that is his special strength. This quality, 
strongly suggestive of influences of Klee and Kandinsky 
might perhaps be best described in Bauhuasian 
vernacular as “a gift of complexity.” In a manner of 
speaking, his pictorial images function, for both eye 
and mind, on more than a single level of perception. To 
the uninitiated, his canvases might appear to be lyrical 
effusions but in reality, they do abound in metaphysical 
and psychological scenarios.

There is much more in the pictures of this inspired eclectic 
than meets the impatient eye. His works generally divide 
into those full of melody, tenderness and beauty as well 
as those which contain pity for man and his condition.

Eminently complementing his endowments as an artist 
is his quality as a person — warm and affable, indeed a 
human being of exceptional qualities. For instance, when 

Top: H. R. Ocampo in the 1950s. Bottom: The original article article 
by Jose F. Zaide written as a eulogy to his best friend, H. R. Ocampo.

our conversation touched on the works of Cesar Legaspi 
who, he opined, seems to be in his prime. “I have a 
feeling,” Ocampo told us, that Legaspi is painting better 
than I could possibly do today.”

Needless to say, as father of the Philippine abtract 
movement whose germinal seeds began to sprout over 
three decades ago, Ocampo’s towering prestige as an 
artist of talent and integrity has been established beyond 
question. Along with equally bigname artists like Vicente 
Manansala, Legaspi, and Diosdado Lorenzo, this tight 
coterie of artists has long dominated the Philippine art 
scene and is generally acclaimed as precursor of the most 
vital strain of contemporary Filipino modem art. Not only 
that but the trail-blazing activities of Ocampo, Manansala 
et al have provided the yeast which has since spawned a 
rising breed of promising. talented young artists whose 
prodigious works, to their lasting credit, have contributed 
in no small measure towards enlivening the pervading 
cultural and artistic landscape in the Philippines today.

H. R. Ocampo with fellow Neo-Realist. 

Hernando R. Ocampo. It was described as “a tribute 
and evocation” published on December 30, 1978 in the 
Philippine Daily Express, after Ocampo’s passing on 
December 28th.

It best describes the beauty and verve of the work at 
hand that once belonged to the man who understood 
H.R. Ocampo most of all, none other than his best friend.

(The following article is a tribute to and evocation of the art of 
the celebrated Filipino artist who died Dec. 28, 1978. - Editor. 
Reprinted from the Daily Express newspaper, Dec. 30, 1978.)

It was the French impressionist, Edgar Degas, master of 
the human figure in movement, who said: “The air 
we see in the paintings of Old Masters is never the 
air we breathe.”

In a special way, this elegant formulation by the 19th-
century French master fairly summed up the writer's 
impression after two visits last November to the three 
months’ retrospective exhibition of the works of painter 
Hernando R. Ocampo at the Museum of Philippine Art 
on Roxas Boulevard. Opening last October 5 and on view 
through the end of the year, the event certainly is the 
biggest retrospective show ever mounted as homage to 
a major Filipino artist. Assembling nearly one hundred 
canvases, mostly in oil, with a few sprinkling of acrylics. 
the exhibition chronicled Ocampo's four decades of 
struggle as an artist; from his lean, hungry days in 
the mid-thirties through his golden decades of the 
60s and 70s.

Freely Acknowledging his debt to the German artist Paul 
Klee and the Bauhaus school as one of the dominant 
influences on him as a painter, Ocampo is also heir to the 
great colorists of the past. A close look at his oeuvre and 
the cognoscenti couldn’t escape the feeling that there 
is more to his pictures than meets the eye. For if one 
looks longer, more visual images come to the surface. 
He manages to express volume and light in his own 
way by a system of superimposed glazes of pure colors 
and tone relations, where each color temperature 
correspond to a mood both of the physical world and 
the world of painting.

It certainly is a hallmark of Ocampo's integrity as an artist 
that when he sauntered off into the sunset serenely at the 
age of 67, he had just about come to terms with himself in 
a resolute undertaking to commit his art wholeheartedly 
in celebrating life — its delights and iniquities.

In the course of a chance conversation with the writer last 
November in his modest Maypajo residence, he casually 
let on that he was "now painting songs or visual melodies 
praising God and celebrating the sheer joy of living.”

Somehow, his avowed commitment as an artist on 
the side of life reminded us of a thoughtful remark 
made by the First Lady Imelda Romualdez Marcos in 
late September 1976. Discoursing on the role of art in 
building a better society, she said, “I am persuaded that 
the function of art, all art for that matter, is to improve 
life and not debase it.”

In a more meaningful sense, the cosmos of the painter 
Ocampo attest to the validity of certain half-forgotten 
social truths, namely the power of art to ennoble man.

EXPLORING THE COSMOS OF PAINTER H.R. OCAMPO

by JOSE F.  ZAIDE
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23  PROPERTY FROM THE JOSE ZAIDE COLLECTION

Hernando R. Ocampo (1911 -  1978)

Fifty-Five "A" 
signed and dated Manila 1955 (lower left)
oil on canvas
37 1/2" x 25 3/4" (95 cm x 65 cm)

P 10,000,000
PROVENANCE
Acquired directly from the artist by Jose F. Zaide

LITERATURE
7 Years of the Philippine Art Gallery (1951-1957) : A Report Covering 
Seven Years of Philippine Contemporary Art as Noted through the 
Philippine Art Gallery. Listed in the General Catalogue 1951-1957, 
as No. 732, “Fifty-Five “A””, Page Ap-14.

The Biggest Little Room; The Philippine Art Gallery; by Purita Kalaw-
Ledesma; Kalaw-Ledesma Art Foundation, 1987 Listed as part of 
Hernando R. Ocampo works; Page 155

Pamana 13,  June 1974. A Cultural Quarterly published by the 
Cultural Center of the Philippines; edited by Alejandrino G. Hufana; 
listed under the artworks by Hernando R. Ocampo, as No. 138, 
“owned by Jose Zaide.”

EXHIBITED
The Philippine Art Gallery, Manila, 1955.
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25  PROPERTY FROM THE JOSE ZAIDE COLLECTION

Oscar Zalameda (1930 -  2010)

Flower Vendors
ca. 1980
oil on canvas
30" x 40" (76 cm x 102 cm)

P 500,000
PROVENANCE
Acquired directly from the artist

With an oeuvre teeming with vibrancy, Oscar Zalameda 
has come to be known for his trademark brand of 
cubism, in which forms and colors merge to form an 
enlivened composition. Stemming from his encounters 
with different cultures in his extensive travels, Zalameda 
imbibes his works with a cosmopolitan quality. But 
despite his reputation as a well-traveled artist, the artist 
remained in touch with his native roots. Zalameda's 
hometown of Lucban likely inspired his genre works. Being 

the 'Art Capital of Quezon' and the 'Home of Pahiyas,' 
the vibrance and delightful extravagance attached to 
Lucban's name is embodied in Zalameda's art. Such is 
the case with this piece depicting three flower vendors. 
The richly colored composition evokes the gaiety of the 
Pahiyas festivities. The flowers are reminiscent of the 
vivid kiping decorations of the annual celebration. Much 
like the thanksgiving nature of the Pahiyas, Zalameda's 
works are an ode to his native land—the artist's 
acknowledgment of the place that honed and inspired 
his artistry. (A.M.)

Acclaimed for his method of abstraction, Hernando 
R. Ocampo was regarded as an artist who used an 
intellectual approach in his masterpieces. He was able 
to create novel imagery and symbolism through the 
alchemy of paint after he abandoned his pre-war and 
post-war figurations. His art is described to be "abstract 

compositions of biological forms that seemed to oscillate, 
quiver, inflame and multiply," like mutations.

A remarkable illustration of his revered mode of 
abstraction are these two pieces done in oil on board. 
Organic symbols find their way into these works of 
Ocampo, adding to the complexity of the surface 
meanings of the canvases. However, the said details are 
more than just ornamental marvels and are considered 
a personal and substantial reaction to the stimuli and 
environment that the artist engaged. Still, despite his 
habit of drawing inspiration from his surroundings, his 
art is anything but derivative.

In Ocampo’s works, colors take the center stage. The 
chromatic scale gradually moves from one tone to the 
other — hues of yellow, the color which he personally 
calls his “life force,” and orange are carefully balanced 
with the darker shades. His interlocking forms and distinct 
color palette have given rise to a unique visual language 
that is notably and completely Ocampo’s. (P.I.R.)

24  PROPERTY FROM THE JOSE ZAIDE COLLECTION

Hernando R. Ocampo (1911 -  1978)

a) Abstract
ca. 1960
oil on board
10 1/2" x 8 1/4" (27 cm x 20 cm)

b) Abstract
ca. 1960
oil on board
10 3/4" x 8" (27 cm x 20 cm)

P 300,000
PROVENANCE
Acquired directly from the artist
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26  PROPERTY FROM THE JOSE ZAIDE COLLECTION

Hugo Yonzon, Jr. (1924 - 1994)

Barong-Barong
signed (lower right)
oil on canvas
16 1/2" x 22" (42 cm x 56 cm)

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

27  PROPERTY FROM THE JOSE ZAIDE COLLECTION

Federico Aguilar Alcuaz (1932 - 2011) 
Barcelona Series
signed (lower center)
ca. 1960
watercolor on paper
17 1/2" x 24" (44 cm x 61 cm)

P 400,000
PROVENANCE
Acquired directly from the artist

The image of the barong-barong is a staple in the 
foremost modernist Hugo Yonzon Jr.’s early works. In this 
particular piece from his early period, the artist captures 
a vignette of slum living, akin to a colorful illustration 
emerging from a cartoon strip (Yonzon Jr. initially worked 
as a cartoonist and illustrator). Albeit depicting a more 
modest subject, this piece is reminiscent of Yonzon 

As an artist who conforms to tradition, Federico Aguilar 
Alcuaz saw art as both a gift and a calling, something 
worth all the efforts as well as the pleasure of creation. 
The National Artist garnered great adulation and acclaim 
for his mode of abstraction which presents complex 
interplays of elements, disfiguring his subjects to the 
point where only their bare essence remains. Elegant and 
refined are his artistic tendencies, as his works exemplify 
a distinct European flair — a quality found in the works 
of very few Filipino artists.

For Alcuaz, the quality of a piece of art has nothing to 
do with its being either abstract or figurative. Art, as 
language, can indicate either abstract or concrete images 
like a musical composition, which can be evocatively 
pastoral or highly atonal. And in both cases, equally 
excellent. (P.I.R.)

Jr.’s entry to the Seventh Annual Art Association of the 
Philippines Exhibition in 1954 titled Harana, which won 
the coveted first prize. 

Although Yonzon Jr. does not venture into explicit 
narratives in this piece, one can discern the artist’s 
intended reactions on the viewer through his masterful 
weaving of disarrayed forms, creating a composition 
that evokes poverty and induces feelings of sympathy. 
Rendered in dark tones, strips of shanties dominate 
the canvas. The crudely built houses are set against a 
backdrop of patchworks of contrasting colors, resembling 
tattered clothes, thus, bizarrely complementing the 
subject. (A.M.)
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Ronald Ventura (b.  1973)

Migration
signed and dated 2016 (lower left)
acrylic and oil on board, fiberglass, resin
artwork: 22 1/2" x 21" (57 cm x 53 cm)
with frame: 36 1/2" x 29" x 2" 
(92 cm x 73 cm x 5 cm)

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

Ronald Ventura’s highly distinct and innovative 
approach to art has garnered him critical and 
commercial acclaim. His works often feature a 

surreal disposition that seemingly juxtaposes itself with 
his detailed and almost hyperrealistic treatment of his 
subject-matter. The result is a nuanced visual exploration 
of reality itself as Ventura attempts to unearth the cultural, 
psychological, and spiritual elements that animate and 
influence our reality. Though Ventura often uses pop-
culture as his device and metaphor of choice, he is now 
stranger to more classical symbols and icons. Such is the 
case in this piece titled Migration. When viewed, one’s 
attention is undoubtedly drawn to the multiple human-
like figures emerging from what appears to be a tree; as 
if they are being brought to the world in the same way 
leaves, flowers, and fruits are. His treatment of the figures 
seemingly evoke images of classical and academic art; a 
tradition, when viewed through a Western lens, that often 
takes on a religious and spiritual perspective. Such a 
reading is furthered by the very title of the piece, implying 
that the work does not symbolize birth, but some sort of 
renewal that comes with a transition, a change of the 
season, or, as the name suggests, a form of migration. 
Another aspect of the work that allows it to be read in a 
renewed religious sense is the very shape and treatment 
of the canvas, bringing to mind the iconic Shroud of 
Turin. In line with the aforementioned theme of change, 
the shroud is often seen as among the most indispensible 
icons of Jesus Christ’s death and resurrection; an event 
that can also be seen as a narrative of transition and 
transformation. Ventura’s symbol-laden approach allows 
us to interpret his works in ways that reflect the cultural 
shifts and upheavals of mankind. 

Photo by Patrick Diokno



T H E  M A G N I F I C E N T  S E P T E M B E R  A U C T I O N  2 0 2 2 3 8L E Ó N  G A L L E R Y3 7

The 1930s witnessed Fernando Amorsolo at the peak of 
his artistic prowess. Coinciding with the existence of the 
Philippine Commonwealth, the administrative body that 
governed the Philippine Islands for its ten-year transition 
to independence, Amorsolo painted prodigiously during 
this decade. The maestro entered a period of creative 
fertility that embodied the ideals of a people that had 
deeply longed for genuine self-determination.  

In the case of this work from the artist's "Golden Period," 
Amorsolo encapsulates the highly optimistic pre-war 
period by profoundly capturing the effervescence of the 
tropical Philippine sunlight. Here, the idyllic picture of 
the countryside during "peacetime" is emphasized by 
Amorsolo's depiction of natural radiance that permeates 
every area of the composition. Two central figures, 
presumably that of a mother and her child, whose 
shadows are clearly outlined, show Amorsolo's diligence 
in rendering minute details. The piece's unbridled, 
tranquil atmosphere embodies the earnest conviction the 
Filipinos had been eager for during the pre-war period: 
They are utterly prepared to forge their own destiny and 
turn their imagined sense of nationhood into a concrete 
reality. (A.M.)

30

Fernando Amorsolo (1892 - 1972)

Palay
signed (lower right)
ca. 1930
oil on masonite board
13" x 16" (33 cm x 41 cm)

P 1,800,000
Accompanied by a certificate issued by Mrs. Sylvia Amorsolo-Lazo
confirming the authenticity of this lot

29

Charlie Co (b.  1960)

Trumpet of Conflict
signed and dated 2015 (upper left)
acrylic on canvas
48" x 48" (122 cm x 122 cm)

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

León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

Behind the child-like playfulness evoked by the works 
of prolific Bacolod-born contemporary visual artist 
Charlie Co is an oeuvre teeming with powerful social 
commentaries on the current state of affairs not just in 
the country but in other parts of the world. In Trumpet 
of Conflict, Co appropriates the biblical “trumpet” found 

in the eschatological Book of Revelations and reverses 
its meaning as a symbol of oppression under religious 
extremism and imperialism. Created in 2015 at the height 
of ISIS brutality, Co shared to León Gallery the meaning 
and context behind this work.

“This piece is about the war in Afghanistan, the rise of the 
ISIS extremists,” shares Co. The images wearing black 
are the ISIS and those wearing orange are the foreigners 
who were executed and shown on social media. The 
figure with the trumpet symbolizes the Western policies, 
instigating war.” (A.M.)
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Pablo Baens Santos (1943 -  2021)

Kilusang Mayo Uno/Gabriela in Protest
signed and dated 2009 (lower right)
oil on canvas
35" x 40" (89 cm x 102 cm)

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

Alice Guillermo stresses in her 1987 book Social Realism 
in the Philippines that "realism in Philippine social 
realism…is a shared point of view which seeks to expose 

or to lay bare the true conditions of Philippine society as well as 
to point out solutions by which these conditions are changed 
and transcended to achieve a truly human order." Pablo Baens 
Santos expounds on this definition and engenders art as a 
compelling avenue in forwarding the objective interests of the 
Filipino masses in their crusade toward national democracy.    

An original member of the Kaisahan (Solidarity) during the 
repressive and oppressive Martial Law years, Santos emerged 
as one of the foremost social realists of his time. Santos' 
exposure to mass media during his stint at The Manila Times 
enkindled the flames of his activism. In 1976, he became one 
of the founding members of the Kaisahan, the Philippines' first 
organized social realist artists' collective that combated the 
cultural apparatus sponsored by the dictatorial regime. In its 
1976 manifesto, the Kaisahan laid its aims and principles. "To 
be true works of imagination, our works of art should not only 
reflect our perception of what is, but also our insights into what 
is to be. We grasp the direction in which they are changing, and 
imagine the shape of the future."

Even after the ousting of the dictator in 1986, Santos remained 
steadfastly committed to the role of art as a powerful instrument 
in arousing, organizing, and mobilizing the oppressed. Such is the 
case with this 2009 piece. For context, 2009 was a tumultuous 
transitional year. Failure of the regime to address the culture of 
impunity, graft and corruption scandals in the government, and 
skyrocketing poverty levels tormented the Filipinos.  

In the work at hand, Santos shows the militant progressiveness 
of the Filipino. The two central figures invite the viewer to be 
awakened by their plight and join them in exposing and fighting 

the ills of a semi-colonial and semi-feudal society. Behind them 
are texts conveying their unceasing calls to the government to 
honor and respect their rights. Also inscribed are the names 
of national democratic organizations, the Kilusang Mayo Uno 
(KMU) and Gabriela. Founded on May 1, 1980, the KMU is the 
Philippines' genuine, militant and anti-imperialist labor center, 
organizing workers in their collective struggle for genuine 
representation and their right to employment and humane work 
conditions. On the other hand, the Gabriela National Alliance of 
Women, named after the Ilocano heroine Gabriela Silang and 
founded in April 1984, consolidates Filipino women, mainly from 
the marginalized sectors of society, in their collective fight for 
their rights amid a macho-feudal society. 

The KMU, Gabriela, and other progressive organizations have 
been at the forefront of heightening people's socio-political 
consciousness by consolidating their grassroots organizing and 
tireless persuasion. Despite being two different organizations, 
they uphold the idea of intersectionality. Workers, peasants, 
women, students, the LGBTQIA+, and the Filipino masses are 
all exploited by the maladies of imperialism, feudalism, and 
bureaucrat capitalism. The hammer and sickle at the very center 
of this piece represent proletarian solidarity—the workers and 
peasants, the maker of the country's wealth, at the vanguard of 
a path towards radical change. 

One interesting figure in this work is the woman on the left. 
Her right hand is raised as if in the act of blessing, resembling 
Christ's Salvatore Mundi pose. Instead of Christ being the savior, 
Santos upholds that it is the masses, "through their collective 
strength, that can prevent any force that wants to undermine 
the progress of society." As Mao Zedong once said, "the masses, 
and the masses only, are the makers of history." Thus, activist-
martyr Emmanuel Lacaba's famous words, "Awakened, the 
masses are Messiah," are immortalized. (A.M.)

Photo from Atlantic Fellows.



T H E  M A G N I F I C E N T  S E P T E M B E R  A U C T I O N  2 0 2 2 4 2L E Ó N  G A L L E R Y4 1

32

Pablo Baens Santos (1943 -  2021)

Martsa ng Bayan
signed and dated 1992 (lower left and verso)
oil on canvas
16" x 24" (41 cm x 61 cm)

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

Pablo Baens Santos, one of the leading luminaries of the 
Philippines social realist movement, depicts a people’s 
mobilization in this 1992 piece titled Martsa ng Bayan. 
Here, men and women; the young and old; students, 
peasants, and workers consolidate their forces to amplify 
their calls and advance their socio-economic interests. 

1992 was marked by two turning points: the repealing of 
the Anti-Subversion Act of 1957 and the turnover of the 
Subic Naval Base by the US to the Philippines, resulting 
from the 1991 historic Senate vote rejecting the renewal 
of American bases, thus ending US military presence in 
the country. These landmark events emerged from the 
uncompromising resistance of the Filipino people against 
imperialism and repression of their democratic liberty.

“From the masses, to the masses” is a national 
democratic principle that means consolidating the 
people’s fragmented ideas and thoughts and prudently 
integrating and molding them. We rely on the masses’ 
grasp of their social, economic, and political conditions 
so we can understand them and fittingly act upon their 
issues. Thus, we must depend on their innate capacity 
and, above all, their level of consciousness if we want to 
help them amplify their calls sincerely. This is the real 
meaning of unity. Santos depicts genuine solidarity 
borne from resolute grassroots organizing and fostering 
the people’s profound understanding of their struggles 
and keen assertion of their rights. (A.M.)

Before Florencio B. Concepcion veered his art towards 
an abstract expressionist style, the artist first traversed 
through the realms of figurative painting. Such is the 
case with the work at hand, in which Concepcion focuses 
on the themes of the religious and the spiritual. In this 
piece, Concepcion integrates his Catholic background 
through his sublime depiction of the four evangelists: 
Saint Matthew, Saint Mark, Saint Luke, and Saint John. In 

Christian tradition, the four evangelists are the authors 
of the four canonical Gospels of the New Testament, in 
which the titles are obtained from their respective names. 
The 2nd century Greek Bishop and Doctor of the Church, 
Saint Irenaeus, identifies the four evangelists as the “four 
pillars of the Church, the authors of the true Gospels.” 

In the work at hand, Concepcion attributes the traditional 
symbols associated with each of the evangelists: the 
Angel for Saint Matthew, the Lion for Saint Mark, the 
Ox for Saint Luke, and the Eagle for Saint John. These 
symbols are taken from the biblical books of Ezekiel and 
Revelation, in which the latter writes: “The first creature 
resembled a lion; the second, an ox; the third had the face 
of a man; while the fourth looked like an eagle in flight. 
Each of the four living creatures had six wings and eyes 
all over, inside and out. Day and night, without pause, 
they sing: ‘Holy, holy, holy, is the Lord God Almighty, He 
who was, and who is, and who is to come!’” A sculpture 
of the crucified Christ is placed at the center, symbolizing 
that the life of Christ—his birth, ministry, passion, death, 
and resurrection—is the centerpiece of the Gospels. (A.M.)

33

Florencio B. Concepcion (1933 -  2006) 

The Four Evangelists 
ca. 1960
consisting of:
a) St. Mark and the Lion
b) St. John and the Eagle
c) St. Luke and the Ox
d) St. Matthew and the Angel

all oil on canvas
18 1/4" x 12" (46 cm x 30 cm) each

e) And a sculpture of the crucifixion in wood
crucifix size: 20" x 21" x 1 3/4" 
(51 cm x 53 cm x 3 cm)
overall: 38" x 76" (97 cm x 193 cm)

P 180,000
Accompanied by a certificate issued by Miriam Concepcion Lazaro, 
daughter of the artist confirming the authenticity of this lot

Photo from Rappler.com
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Antonio Austria (b.  1936)

Mag-Ina IV
signed and dated 2000 (lower left and verso)
oil on canvas
27 3/4" x 12 3/4" (70 cm x 32 cm)

P 100,000
PROVENANCE
Finale Art File, Makati City

An expressive mood that resonates with familial themes is 
present in this piece titled Mag-Ina IV by Antonio Austria. The 
painting of the fine artist portrays a mother embracing her 
child, a heartwarming scene that a parent can relate to. Simple 
and uniquely Austria’s, the subjects are rendered with a stocky 
figure, with tubular limbs and stubby hands. Confident in his 
use of bright and bold colors, Austria’s palette selection and 
brush strokes exude a familiarity that borders on nostalgia, 
completing the composition in all its humble splendor. His art 
has depicted motifs with a variety of attributes that set them 
apart per era while preserving certain traits that have kept 
their essence. (P.I.R.)

35

Juvenal Sansó (b.  1929) 

Placid Summer
signed (lower right)
ca. 2000
acrylic on paper
12" x 16" (30 cm x 41 cm)

P 140,000
Accompanied by a certificate issued by Fundacion Sansó
confirming the authenticity of this lot

36

Anton Mallari (b.  1986)

Taklob II
signed and dated 2018 (lower right)
oil on canvas
24" x 30" (61 cm x 76 cm)

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

PROVENANCE
Blanc Gallery, Quezon City

In this piece titled Taklob II we see Mallari’s mastery of 
different styles and techniques to full effect. In the work, 
we see what appears to be a woman draped in an elegant 
gown. Yet Mallari contrasts these two main elements 
by rendering the dress in a detailed and almost hyper 
realistic manner, so much so that the fabric seemingly 

leaps from the canvas. While the woman herself is 
relatively compared to her garments as they are rendered 
in a silhouette-like and almost skeletal approach. Beyond 
the interesting dynamic, Mallari’s conscious decision 
seemingly directs the viewer to view the piece in relation 
to itself; that is through its two contrasting elements. 
The detailed rendering of the dress alludes to a sense of 
beauty that is created, and given importance by human 
hands. Meanwhile the underlying female form behind the 
dress acts as a foil to the seemingly manufactured and 
finely-detailed allure of the dress. Through the figure, our 
minds are allowed to run-free and imagine the distinctly 
human aspects of the figure, but are reigned back due to 
the existence of the dress; effectively informing us of their 
relation to the garment. This interplay of contradictory 
elements opens up a dialogue on beauty and the human 
elements placed upon our perception of it. (J.D.)

Juvenal Sansó has explored a variety of subjects and styles 
throughout his decades-long career. And, while his earlier works 
that delve into war and destruction are highly acclaimed, his 
later works of stylized depictions of sweeping landscapes and 
seascapes also received plaudits. His reconnection with nature 
is further revealed as he painted his canvases with colorful and 
beautiful sceneries. 

Sansó's landscapes are noted for expertly employing tropical 
colors and overarching tones in his landscape paintings, but he 
does not stop there. The work's iridescent beauty is embodied 
through his brilliant use of light to create an inviting form of 
surrealism. The Spanish-born Filipino painter is always inspired 
by his environment, stimulated by both real and imagined places 
and landscapes. He has created elegant and poetic paintings 

with his polished gestural brush strokes that display his deep 
awareness of nature's ever-changing landscape.

To appreciate Sansó's landscapes truly, one should look into 
his process, which involves painting on site and then finishing it 
in his studio. The situations that the artist faces when working 
outside give the piece not only character but also superior, 
unrestrained quality. Furthermore, one can see the minutiae, the 
intricacies, that can be found in his work – characteristics that 
other painters might avoid, but that only an artist like Sanso 
would savor in applying. (P.I.R.)
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A Four-Decade Friendship: 
Fernando Zóbel and Jim & Reed Pfeufer

Fernandó Zóbel would come into the orbit of the 
couple Jim and Reed Pfeufer at the start of his 
artistic career.

Reed Champion Pfeufer, in particular, was a gifted artist 
in her own right, a member of the Boston expressionist 
school which influenced Zóbel’s early works with a mix of 
symbolism, romanticism and ‘Byzantine mosaics.’

The Pfeufer son, Eric, writing in A Four-Decade Friendship 
with Fernando Zóbel, (León Gallery, 2015) would recall 
the tale of the remarkable bond they had with the artist.

“Seventy years ago, Fernando Zóbel de Avala Y Montojo showed 

up at our doorstep in Cambridge, Massachusetts, clicking his 

heels together and bowing respectfully, while making his formal 

introduction to the Pfeufer (Foy-Fer) family. To a young boy, 

he seemed magical; always bringing fantastic presents, creating 

cartoons and telling whimsical stories as well as becoming as 

close to my parents and siblings as any other member of our 

actual family. He often affectionately called us his "Poofers"

Over the next almost 40 years, until his untimely death in 1984. 

Fernando kept a strong bond with us. His occasional personal 

appearances were supplemented with graciously bringing us 

individually to visit him in Spain. Most profoundly, however, 

was the unbroken chain of communication through a wealth of 

lovingly written letters between Fernando and each of us. And in 

particular with my mother, Reed Champion Pfeufer. After their 

initial meeting, Reed and my father Jim took Fernando under 

their wing in assisting him to develop his artistic ambitions. 

They were both artists, although my father had moved on to 

specialize primarily in poetry and graphic design. As head of 

the Graphic Design Department at the Rhode Island School 

of Design, Jim was able to bring Fernando there for a year in 

1954 as a visiting instructor. Many of Fernando's conversations 

with my mother, both verbally and in letters, centered on his 

own triumphs in artistic self- discovery, as well as expressing a 

genuine appreciation for Reed's talent.

To my sheer joy and amazement, in the last year, while 

rummaging through the house left to me by my parents, I 

discovered flat files and boxes filled with Fernandos forgotten 

art works and letters… And just as Fernando sponsored me to 

visit him in Cuenca as a young adult, I feel that he has once 

again reached out and given me one last posthumous gift - to 

be here with you for this wondrous celebration of his talent and 

artistic legacy. I am truly blessed to have known him.”

In 1959, Fernando Zóbel held his first solo show 
in Spain at Madrid's Galería Biosca. Titled 'Zóbel: 
Pintura y dibujos,' it was the first time the gallery, 

then under the directorship of Juana Mordó, had 
exhibited an abstract painter. The exhibition consists of 
Zóbel's seminal Saetas ('Arrow') and lauded Serie Negra, 
which established and consolidated his principles in 
abstraction. This piece, Arc – Orgelia, was a part of that 
landmark show and belongs to Zóbel's later Saetas.

But to understand the context of this work means looking 
back at Zóbel's artistic journey during the 1950s. 

Discussing Fernando Zóbel's artistry can be summed 
up in three phrases: heightened exploration, deep 
contemplation, and bold evolution. The 1950s witnessed 
these factors converge to engender the Zóbel we have 
come to know. The Spanish art historian Francisco 
Calo Serraler particularly notes in his essay "Zóbel: The 
Affirming Years" that the late 1950s was when Zóbel 
"veere[ed] decisively towards the path of abstraction and 
develop[ed] his unique artistic approach."

In one way or another, Zóbel's close friendship with the 
Pfeufers engendered his artistic maturation and journey 
towards his iconic Saetas. In 1955, through the help of 
the Pfeufers, Zóbel became a resident artist at the Rhode 
Island School of Design. There, he had the opportunity to 
visit an exhibition of works of a then relatively unknown 
Mark Rothko at the Providence Museum titled Recent 
Paintings by Mark Rothko. Zóbel became fully engrossed 
with Rothko's art, particularly in his employment of colors 
that brings out all the work's expressiveness. He would 
later remark: "Rothko's demonstration convinced me 
completely… I felt obliged to paint, but I had abandoned 
the need to represent. This left me in a vacuum…that 
turned into two years of experiments and into a huge 
pile of destroyed paintings, until I found my theme in the 
technique that led to the series of Saetas." 

Zóbel had also crossed paths with Alfonso Ossorio, with 
whom he bonded until late at night while drinking Scotch 
at the latter's East Hampton home. Through Ossorio, 
Zóbel rubbed elbows with Jackson Pollock and Franz 
Kline, two of his foremost luminaries, along with Rothko 
and Willem de Kooning. 

Zóbel traveled to Japan the following year on an Ayala 
business trip and visited Kyoto, notably the Temple of 
Rioanji, its sand garden, and the Daisen Temple. Of this, 
he writes: "All the huge trees are here but in miniature. 
An equivocal effect, mildly soothing, mildly crying, and, 
in the long run, quite irritating." From there, Zóbel would 
later incorporate elements of Zen aesthetics into his 
burgeoning new style. 

These encounters engendered a critical juncture in 
Zóbel's creative expression—an artistic coming of 
age. From there, the seminal Saetas blossomed. The 
series reflects Zóbel's discovery of his distinct creative 
language—his bona fide expression of asserting 
himself as a compleat abstractionist. 

Zóbel's primary concern with the Saetas is movement 
captured by the inherent power of painterly gesture and 

Top: Reed Pfeufer and Fernando Zóbel in Cuenca, ca. 1975. © Eric Pfeufer 
Bottom: (L-R) Joachim, Eric, Reed and Martha Pfeufer. © Eric Pfeufer 

Fernando Zobel painting in 1952.
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37  PROPERTY FORMERLY FROM THE JIM AND REED PFEUFER COLLECTION

Fernando Zóbel (1924 - 1984)

Ercavica (Arc - Orgelia) 
signed (lower left) and dated 1959 (verso)
oil on canvas
21 1/2" x 29" (54 cm x 74 cm)

P 8,000,000

PROVENANCE
A gift from the artist to Jim and Reed Pfeufer
Joachim Pfeufer
Vincent Price Collection
Acquired from above by the present owner

LITERATURE
Magaz Sangro, Antonio. Zóbel: Pintura y dibujos. Translated by 
Sofía Molina de Starnes. Madrid: 1959. Reprint, Madrid: Galeria 
Cayon, 2015. Black-and-white illustration on page 119, with 
photo caption on page 118

EXHIBITED
Galería Biosca, Zóbel: Pintura y dibujos, Madrid, 1959

medium rather than the reinterpretation of recognizable 
objects, thus a non-objective body of work. In his 
conversations with Rafael Perez Madero and published 
in the latter's La Serie Blanca (1978), Zóbel describes his 
Saetas as "movement expressed metaphorically through 
the use of line...movement observed, sensed, never 
imitated, but, I hope, translated." Zóbel also noted that 
the Saetas were inspired by the Japanese sand gardens 
he visited in 1956. "All those meticulously drawn lines 
with the rake transmit a disturbing effect," he says.

By the time of the creation of Arc-Orgelia, Zóbel had 
broadened his Far Eastern influences. The discovery 
of numerous Chinese porcelains in his family's estate 
in Calatagan, Batangas further sparked his interest in 
Chinese art. In 1958, Zóbel took Chinese painting and 
calligraphy lessons under a Shanghai painter, Professor 
Ch'en Bing Sun. 

Thus, the later Saetas resoundingly echo Zóbel's Oriental 
sensibilities. In Arc-Orgelia, we may discern Pollock's swift 
gestural strokes and Rothko's particular application of 
background colors. But Zóbel's familiarity with Oriental 
aesthetics veers from the dazzling expressionism of his 
influences. Instead, it projects an immense sense of 
calm—deeply contemplative, almost poetic, and mystical. 
Zóbel's Arc-Orgelia—and his Saetas in general, serves 

as an avenue to enhance his self-reflection and feed his 
soul—a painter attuned to his spiritual sensibilities. In the 
words of Rafael Perez Madero, "they convey a serenity 
more conducive to contemplation than to opinion." 

Despite the travails of his various personal crises at the 
time, i.e., balancing his work at the family business and 
his passion for painting, Zóbel still emerged triumphant 
in discovering his true artistry, much like Oriental art's 
essence of finding one's true nature.

Since Zóbel's Saetas are meditative in essence, they 
are also images of structured spontaneity. Calligraphy, 
movement, and space sublimely come into play in an 
orderly, logical manner. Antonio Magaz Sangro writes in 
the exhibition catalog of Zóbel: Pintura y dibujos: "But the 
most expressive affinity between Zóbel's painting and Far 
Eastern calligraphy lies…in its improvisational style, that 
direct execution, both carefree and unwavering, which 

gives his paintings a fresh and spontaneous air. Yet, just 

as a Far Eastern artist will not improvise, experimenting 

exhaustively with numerous prior drafts, so too Zóbel, 

who, as Lope de Vega said of himself, is quite capable 

of completing a work "in hours twenty-four," does not 

undertake a painting without having produced countless 

preliminary drafts." (A.M.)
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Martin Honasan (b.  1976)

Intellection 
signed and dated 2015 (lower right)
mixed media on canvas
48" x 36" (122 cm x 91 cm)

P 160,000
EXHIBITED
Vinyl on Vinyl, An Other, Makati City, October 21, 2015
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Jon Jaylo (b.  1975)

The Trouble With Your So-Called Love
signed and dated 2014 (lower right)
oil on canvas
42" x 30" (107 cm x 76 cm)

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

EXHIBITED
Miami Scope International Contemporary Art Show, 
Miami Beach, Florida, December 3 - 7, 2014

Known for depicting social ills through the hyperactive 
lens of social surrealism, contemporary artist Jon Jaylo 
creates highly important art that seeks social change and 
progress through unapologetic symbolism. Jaylo’s unique 
style arguably creates a unique brand of unrealism that 
plays on the subconscious anxiety and moral dispositions 
of the human psyche. By doing so, he effectively pulls back 
the semiotic layers of everyday life to reveal familiar yet 
unrealized truths. His works also revel in psychological 
and philosophical motifs, prompting an in-depth mental 
and spiritual investigation.

For visual artist Martin Honasan, the human face is 
the median point between the objective phenomenon 
of reality and the subjective realm of the human soul. 
Through the face, we are able to deduce various emotions, 
moods, dispositions, and desires. Thus, Honasan’s novel 
approach to portraiture subverts the traditional styles 
and techniques of the genre by unearthing what he 

sees as the implied dimension of the human soul. The 
abstract elements of his portrait capture the nuanced 
complexities that lie beneath the surface of everyday life.

Born in 1976, Honasan graduated from Ateneo de 
Manila University with a degree in Interdisciplinary 
Studies. He then became a visual artist and an art 
director at an Advertising firm before pursuing art as a 
full-time job. He has exhibited at various spaces such as 
the Ayala Museum, Art Verite, and the Cultural Center of 
the Philippines. His works have also made their way to 
important events such as Art Fair Philippines, Asia Now 
Paris Art Fair, VOLTA New York, and Art Taipei. 
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Lee Aguinaldo (1933 -  2007)

Green Circulation No. 23
signed and dated 1975 (verso)
acrylic (aqua-tec)
24" x 24" (61 cm x 61 cm)

P 1,000,000 
PROVENANCE
A gift from the artist to the present owner

L ee Aguinaldo’s paintings are often spare and 
distinctive in terms of color sensibility and paint 
quality. For Aguinaldo, color is a palpable and 

sufficient physical presence. When compounded in 
planar arrangements, it would engage its perceiver in 
an objective and analytical exercise. Aguinaldo places 
great emphasis on eliminating brushwork and all visible 
evidence of handling, aiming for a totally flat and even 
skin of pigment that maintains the integrity of the picture 
plane. There is no attempt to create any more than the 
bare essentials of picture space; the geometric quality of 
the frame, with its right angles, makes for order, hence, 

conscious rationality. For Lee Aguinaldo, elaborating a 

spatial framework as much as excessive use of color, 

decoration, or narrative could detract from the picture’s 

power. Aguinaldo favored the square format for 

his landscape paintings. Not by chance and not for 
convenience. This format makes it possible to bathe 
the subject in an atmosphere of rationality and purity. 

Aguinaldo’s Green Circulation series is influenced by his 
earlier Linear works. This piece, titled Green Circulation, 
emphasizes the core purpose of the titular series, which 
is to explore the inherent relationship between the color 
green and the different hues and levels of lumination 
often linked to it through a color field painting. At the 
very center of the piece are various iterations of blue 
that gradually shift to shades of green. Emerald green 
spaces then supplement these elements. By presenting 
two iterations of the same color, with the center acting 
as a spectrum and its flanking sides acting as a solid 
mass, Aguinaldo presents us with the reality of the visual 
experience, effectively suggesting that singular elements 
are often only fully appreciated when presented alongside 
their opposites. (J.D.)
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Justin Nuyda (1944 -  2022)

Search
signed and dated 1978 (lower right and verso)
oil on canvas
40" x 30" (101 cm x 76 cm)

P 1,000,000

Often referred to as one of the pillars of Philippine Modern 
Art is the revered abstractionist Justin Nuyda, whose novel 
experimentations in light, color, and technique redefined 
what was possible within the medium of painting.

This 1978 oil on canvas piece titled Search showcases 
his earlier experimentations with abstraction. A sense of 
tranquility fills the canvas, accentuated by the gradients 
of the sepia palette. A theory tells that every human 
being’s heart beats the rhythm of home. This explains 

why Nuyda is in constant search for mindscapes, painting 
pictures of the sights and capturing sounds within a mind 
that is not lost but simply in search.

Beyond the formal relationships between hues, tones, and 
lights, the works of Nuyda are also deeply rooted in our 
physical and natural world. He often draws inspiration 
from a variety of scenes, such as landscapes, and uses 
them as the foundation for his abstract paintings. Far 
from the merely impressionistic stance of the abstract 
and much too uncanny for the likes of realism, his style 
can only be described as a pioneering venture that is 
incredibly distinct and unique.

Art critics have often described Nuyda’s art as poetic. 
And although the master visual artist passed away 
recently, his five-decade-long celebrated career in the 
arts will forever remain in the minds and hearts of the art 
community. (P.I.R.)

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

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

42

Andres Barrioquinto (b.  1975)

Face
signed and dated 2014 (lower right)
oil on canvas
36" x 36" (91 cm x 91 cm)

P 200,000
PROVENANCE
Galerie Joaquin
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Pacita Abad (1946 -  2004) 

Lifesavers
signed and dated 1987 (lower right)
acrylic and oil on canvas, 
embroidered mirrors and trapuntoed
33" x 34" (84 cm x 86 cm)

P 300,000
León Gallery wishes to thank Mr. and Mrs. Jack and Kristiyani Garrity 
for confirming the authenticity of this lot

PROVENANCE 
Galleria Duemila, Inc.
Finale Art File, Finale Auctions, Makati City, 13 October 2018, Lot 50

EXHIBITED
The Luz Gallery, Wild At Art: Two Solo Exhibitions of New Works 
by Pacita Abad, Makati City, February 1 - 28, 1991

Lifesavers was among the more than 50 small-scale 
trapunto paintings exhibited at Pacita Abad's 1991 
homecoming exhibition simultaneously held at The 

Luz Gallery and the Ayala Museum in Makati. According 
to Jack Garrity, Abad created this piece in Washington, 
D.C., where she settled from 1986 to 1991. In an interview 
with Maria V. Garin and published in the March 3, 1991 
issue of the Sunday Globe, Abad referred to the American 
capital as a "very cosmopolitan place with multinational 
artists and international people…a better place for a 
Filipina artist to be in than…New York."

"Washington is a beautiful place with lots of museums 
and galleries and a better chance for you to meet other 
artists," Abad adds.

During her Washington period, Abad was highly active 
in the international art scene. She represented the 
Philippines in various exhibitions, such as 'La Bienal de 
la Habana' in Cuba (1986); UNESCO's 40th-anniversary 
celebrations with a traveling show in fifteen museums in 
Europe and Asia (1987); and the 'International Art Show 
for the End of World Hunger' in Europe (1988-1989). Abad 
also received awards from the National Endowment for 
the Arts as a visual arts fellow for 1990; the District of 
Columbia Commission on the Arts and Humanities as a 
visual arts grantee for 1989 and 1990; and the New York 
State Council on the Arts as a visiting artist.

At her Washington studio, all the walls were covered with 
trapuntos and the floor with acrylic. She usually worked 
on five pieces simultaneously. "You should see my house 
in Washington; there is not a single square inch of 
white left," exclaims Abad in an article by Rachel P. 

Mayo published in the February 14, 1991 issue of The 
Manila Times. 

Abad characterized the works in her homecoming show 
as non-representational. She reveals to the Sunday 
Globe: "There's really no particular theme. It's non-
representational. It just happened...I like it better that 
way because then the work comes on stronger. It's just 
wild, colorful, and spontaneous."

In those trapuntos, Abad employs a wide variety of 
materials, including glass, gold threads, beads, shells, 
embroidery, fabrics, buttons, and of course, tiny 
mirrors, as with the case of the trapunto at hand. She 
paints, cuts, silk screens, glues, and sews objects to the 
trapuntos to achieve a textural quality akin to a three-
dimensional relief. 

Ma. Preciosa L. Sibulo writes in her February 6, 1991 article 
on BusinessWorld: "Abad said most of the paintings were 
studies for bigger works, but as she was working on these 
'studies,' she became so engrossed that she decided to 
have a show."

Abad describes the works in the exhibit in Anjie Blardony 
Ureta's article in the January 31, 1991 issue of the Malaya 
newspaper: "Well, this time, it's even wilder! When people 
ask me what's new in this exhibit, I tell them: First, they are 
comparatively smaller in size, and second, these ones are 
really outrageous. If I go beyond this, I'll be painting the 
walls! I want the paintings to look like they're stretching 
out as far as the edges of the frame…And I'd love to see 
people turning the frames over to see if there's more at 
the back." (A.M.)
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44  PROPERTY FROM THE DON BENITO LEGARDA JR. COLLECTION

Vicente Manansala (1920 - 1981)

Mother & Child
signed and dated 1959 (bottom)
wood
19 1/2" x 6 1/2" x 6" (24 cm x 17 cm x 15 cm)

P 700,000
PROVENANCE
The Luz Gallery

EXHIBITED
The Luz Gallery, Group Show, February 13, 1961

A profoundly nationalistic and altruistic man, 
Benito J Legarda was the Manila patrician 
personified. Benito Justo Fernandez Legarda 

V was an economist by profession and a historian 
by avocation. He obtained his Bachelor of Science in 
Social Sciences magna cum laude from Georgetown 
University in 1948. He then obtained his MA and PhD in 
Economics from Harvard University in 1950 and 1955. 
He was a Deputy Governor of the CBP Central Bank of 
the Philippines for almost thirty years from 1951–80. 
He was a Consultant at the IMF – WB International 
Monetary Fund – World Bank from 1982–86. Nearing 
retirement age, Legarda was an advisor on economics 
at the Philippine Embassy in Washington DC from 1987–
92. Like many members of old Filipino families, Legarda 
collected rare coins, old books, antique maps, and many 
of his friends knew that. However, many didn’t know that 
he also collected antique religious images and “relleves”/ 
bas–reliefs mostly dating to the 18th century and earlier 
in a nod to his fascination for Spanish–Filipino colonial 
history as well as the history of the Roman Catholic 
church in the Philippines.

This particular Vicente Manansala piece is not only 
emblematic of Legarda’s interest in cultural and historical 
objects, but Manansala’s adherence to the spirit of 
Modern art. As an artist, Manansala’s practice can be 
seen through the lens of its change and evolution. From 
his sketches and watercolor pieces to his development 
of his distinct transparent cubist style, Manansala stayed 
true to the ideals of Modernism which sought to push 
the boundaries of what preceded it. This philosophy 
still remains true in this piece titled Mother and Child. 
Though the artist is primarily known for his paintings, 
this piece showcases how Manansala managed to 
translate his distinct style to another medium through 
artistic experimentation. 

A 1963 exhibition photo at the Luz Gallery by Nap Jamir.
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Kawayan de Guia (b.  1979)

Cura
dated 2018
mixed media (acrylic, oil, found objects 
and paper on wood)
47" x 52" (119 cm x 132 cm)

P 200,000
PROVENANCE
Pintô International, New York

Kawayan de Guia’s collage and mixed-media works are 
seen as reflections of the often diverse 
and multifaceted elements that make up Filipino culture 
and heritage. His interest in the intersections between 
modern, traditional, and indigenous cultures can be 
traced to his own personal experiences, particularly with 
his family members who are staunch advocates of the 
arts and culture scene in their hometown of Baguio. 

Kawayan has since participated in numerous arts 
advocacy projects such as the AX(iS) art project that 
promotes art and artistic practices that do not conform 
to the usual institutional norms. A dominant aspect in de 
Guia’s works is his use of juxtaposition and satire in order 
to posit contemporary critiques in the form of a familiar 
and humorous visual language.

In de Guia’s Cura we see how de Guia engages with the 
assorted reality of national and indigenous cultures. Here, 
different elements, from traditional to contemporary are 
present. The figures are European paintings, globes, and 
bulols, pre-Hispanic representations of spirits or ancestors 
carved in the Cordillera region where de Guia himself 
grew up in. In a way, more than just being reflections, de 
Guia’s work acts as a portrait that seemingly showcases 
the ever-changing and complex face of Filipino culture 
itself. (J.D.)

46

Mauro Malang Santos (1928 - 2017)

Mother and Child
signed and dated 1994 (lower right)
oil on canvas
48" x 16" (122 cm x 41 cm)

P 1,000,000
Accompanied by a certificate issued by West Gallery
confirming the authenticity of this lot

Art critics agree on a consensus that Malang's painterly 
charm comes from his "highly imaginative sense of color." 
The revered Arturo Luz once noted that Malang's "colors 
glow, running the spectrum from end to end." Each 
painting serves as "a visual feast, saturating the canvas 
and filling the senses, as though celebrating the very act 
of painting." These words were also echoed by Victorio 
Edades, referring to this notable attribute of Malang's 
style as "singing colors." In 1996—two short years after 
Malang produced this mother and child piece—art 
critic Rod. Paras Perez praised Malang's brushwork as 
"intimate; it caresses and lingers, each stroke carefully 
building up from the previous [one]." 

Malang was thoroughly enamored with his Filipino roots. 
As elaborated by art critic and painter Emilio Aguilar 
Cruz, "Malang's paintings are as unlike those of the 
traditional school represented by Amorsolo as a straight 
line is different from a scroll, yet they bear the stamp 
of that quality that Filipino art lovers mean when they 
say 'Filipino.'"

As an artist who celebrated the Filipinos' way of living, 
Malang poured his native sensibility and affinity for his 
countrymen into his works. In the words of Arturo Luz, 
"it is a personal vision, not only of a gifted artist, but of 
an active participant and observer sensitive to the color, 
texture, and temper of the city he has learned to love and 
paint." (A.M.)
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Fernando Amorsolo (1892 - 1972)

Harvest Time
signed and d dated 1960 (lower right)
oil on canvas
20" x 26" (51 cm x 66 cm)

P 5,000,000
Accompanied by a certificate issued by Mrs. Sylvia Amorsolo-Lazo
confirming the authenticity of this lot

PROVENANCE
Private Collection, USA

Fernando Amorsolo's 'Rice Cycle' paintings represent 
chapters in the maestro's life and career where he 
was most inextricably bonded to the immaculate 

spirit of his motherland. The evocative underpinnings 
of the 'Rice Cycle' works trace their roots to the artist's 
nostalgic childhood in Daet, Camarines Norte. Seven 
months after the infant Amorsolo was born, his family 
moved to the humble town, where he spent the first 
thirteen years of his life, which were also possibly his most 
exuberant years. There, the young Amorsolo would often 
witness farmers and other agricultural workers engaging 
in the laborious yet vital role of feeding the nation. Thus, 
he would recurrently paint these images during his 
golden period from the 1920s to the early 1940s. 

However, the Second World War damaged the morale of 
the people. During that turbulent period, artists, including 
Amorsolo, chose to depict suffering, torment, and death 
on their canvases. Sweetness turned to bleakness. Gone 
now are the days of yore, where peace and the spirit of 
hope for a self-determined future under the banner of a 
sovereign nation prevailed.

The post-war years were a period of rehabilitation. Artists 
like Amorsolo felt the need to uplift the despondent spirits 
of the people. With Amorsolo's post-war paintings of the 
rice cycle, he engenders the people's collective memory 

of the pre-war era. The smiling woman, with all of the 
sun's radiance softly caressing her face, alludes to an 
ingrained optimism that penetrates through the center 
of our shared sensibilities. The illuminated landscape 
that seems to come out of an impressionist scene 
evokes a promising end waiting for the traumatized 
and grieving nation. 

Amorsolo's works are not merely reflections of the 
Filipino soul but contain evocative underpinnings of a 
bygone era. Thus, Amorsolo's artistic practice of painting 
sweetness is a deliberate decision that hopes to preserve 
a divine-like image of his beloved nation before the war 
wreaked havoc on the collective psyche of its people. 

However, it is also crucial to note that Amorsolo's 
depictions of the countryside are best understood 
with discerning eyes. These works do not solely act as 
nostalgic catharsis for Amorsolo. He aims to stir the 
people's consciousness of their current conditions. With 

the human figures in his canvases showing the strength 

of collective work, Amorsolo was imbued with a keen 

perception of responsibility—that it is through collective 

action and a profound grasp of our history that our 

nation could gradually progress towards healing the 

wounds of its brutal past. (A.M.)
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Romulo Olazo (1934 -  2015)

Untitled
signed and dated 1985 (bottom)
oil on canvas
24" x 36" (61 cm x 91 cm)

P 1,200,000
PROVENANCE
Finale Art File, Makati City

One-of-a-kind is the works of Romulo Olazo as his art 
exudes a sense of opulence despite its monochromatic 
colors. As the hues dance through veil upon veil of 
illusionist space, each shape exhibits a curvilinear 
sensuousness. His approach to form and light, through 
his remarkable Diaphanous and Permutation series of 
abstract paintings, is distinctive. A charm of an Olazo 
piece is its simplicity, its artistic candor.

In 1985, the year this painting was created, Olazo held his 

10th one-man show, Olazo Monoprints, at the Finale Art 

File. His works were also featured in international group 

exhibits, such as Sino-Filipino Modern Art Exhibition 

in Taiwan, Filipino Master Traveling Exhibit in Seattle 

and Hawaii, and Philippine Graphic Art Exhibition in 

Germany. (P.I.R.)

48

Emmanuel Garibay (b.  1962)

Patikim-tikim
signed and dated 2013 (lower right)
oil on wood
27" x 9" (69 cm x 23 cm)

P 200,000

Documenting the people in his life, Emmanuel Garibay 
creates social scenarios that are as eerie as they are 
compelling. It can be said that Garibay is an artist who 
developed from the intense interaction with several 
organizations of young artists in which he was involved. 
Garibay’s multileveled symbolism which traverses various 
cultural contexts makes for an art that continually 
proffers new insight. This thematic complexity is borne by 
a richly painterly style, with the suggestion of the linear 
application of colors among other techniques. These 
pictorial devices create a web of glistening transparent 
tissue that interconnects elements throughout the entire 
visual field and creates a sense of emergence through 
time and spatial density.
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Benedicto Cabrera (b.  1942)

Girl with a Salakot
signed and dated 1972 (lower right)
acrylic with pen and ink 
14 1/2" x 13" (37 cm x 33 cm)

P 1,000,000
PROVENANCE
The Luz Gallery

EXHIBITED
The Luz Gallery, Larawan: 1972 Paintings by Bencab, 
Makati City, October 12 - 31, 1972

On the 50th anniversary of Benedicto Cabrera's 1972 
Larawan exhibition at The Luz Gallery, León Gallery is 
delighted to present a rare, thought-provoking work 

from that seminal show, which manifested the artist's coming 
of age. That landmark exhibit would be the first of many artistic 
pursuits during the tumultuous 70s. It would be Bencab’s first 
Larawan exhibition and, interestingly, the first cultural activity 
after the declaration of martial rule.

It was October 1972. Bencab had just returned from London 
after a string of successful exhibitions in various European 
cities. Towards the middle of that month, Bencab mounted a 
homecoming exhibition at the famed The Luz Gallery. It was the 
first cultural activity after the declaration of martial rule. The 
show, Larawan: 1972 Paintings by Bencab, became a rousing 
success. It earned critical praises and signaled the emergence of 
Bencab as an eminent artist—an influential maestro in a league 
of his own.

In an April 1978 interview with Cid Reyes published in the 50th 
anniversary two-volume book on the artist, Bencab expounds on 
the origins of both the Larawan series and exhibition: "Well, ever 
since I came to London in 1969, I have been collecting old prints 
and rare books about the Philippines. I was then planning to go 
back to Manila for a visit and a possible exhibition, and I just hit 
on the idea of doing a show, which would be an approximation 
of the experience of browsing through an old Filipino album. 
So, I did these paintings, which were all based on these old 
photographs. The show was called ‘Larawan.’”

Bencab shares in Krip Yuson and Cid Reyes' BENCAB: "I talked 
to the people at The Luz Gallery. They were a bit wary at first, 
but eventually, word got around, and interest in the paintings 
became very strong. At that time, no one else was attempting 
what I had done. But soon it started a trend, of feeding from 
colonial images and giving these a modern twist."

Bencab's Larawan was his serious undertaking in carving his 
distinct creative path that, at the same time, is deeply connected 
with his native roots. The poet Luis Francia writes in his memoir 
Eye of the Fish: "…In London, Bencab quickly realized that if he 
followed what was current in Western art, he would always be 
a second-rate artist, since the impulse for such art didn't come 
from within, wasn't of his skin." 

Despite the works being created before a stormy period in 
Philippine history, the Larawan series possesses an inherent 
social relevance. Bencab shares in Yuson and Reyes' book: "They 
[his Manila friends] told me, 'Why, this is all very subversive,' since 
in a way it revealed the new masters, about whom everyone 
thought best to keep silent." Bencab ingeniously consolidates 
history, social critique, and aesthetics. Dr. Patrick Flores notes 
in 'Social Realism: The Turns of a Term in the Philippines' that 
the Larawan "exerted a strong influence in the making of social 
realism, given its ability to draw links between the precolonial 
past and the postcolonial present through the appropriation of 
images." Through his Larawan works, Alice Guillermo referred to 
Bencab as a forerunner of Philippine social realism.

Several pieces in the Larawan exhibition also depict the lifestyles 
and costumes of the late 19th to early 20th centuries. The 
social commentary in these works lies in their innate power to 
instigate progressive discourses on the parallelism between the 
subjugated indio and the modern Filipino. Such is the case with 
the work at hand. Bencab depicts a turn-of-the-century Filipino 
garbed in the traditional baro't saya and wearing a salakot. 
Her facial expression radiates a penetrating gaze. Her stature 
exudes confidence. Here, the woman's defiant and dignified 
image connotes a bold declaration of autonomy borne out of 
their colonial experience; that we must no longer capitulate to 
foreign hegemony. 

Bencab shares in his interview with Reyes that the end goal 
of the Larawan was "to make our colonial past reflect on 
our present." He "wanted to show how the whole process of 
colonization changed the Filipino." Beyond the nostalgia evoked 
by the sepia-colored composition, Bencab's Larawan instills that 
the Filipino is a result of centuries of contact, subjugation, and 
struggle. Today, as our sovereignty and democracy are under an 
oppressively constant threat, we are in a continuous endeavor 
to explore, reclaim, and affirm our nationhood. Therefore, the 
Larawan is representative of the modern Filipino. 

Significantly, the semi-centennial anniversary of the Larawan 
exhibition happens to occur during this challenging period in our 
country's recent history. As a series produced in a most turbulent 
time, the Larawan enkindles today an unceasing assertion of 
our identity as stalwarts of freedom—and uncompromising 
resistance to defend our rightful, genuine expression of 
liberty and self-determination enshrined in our democratic 
principles. (A.M.)

A Rare ‘Larawan’ from 
Bencab’s 1972 Inaugural 
Larawan Exhibition
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Eduardo Castrillo (1942 - 2016)

Sabong
signed and dated 2009 (bottom)
brass
25" x 20" x 11" (64 cm x 51 cm x 28 cm)

P 200,000
Accompanied by a certificate issued by Mr. Nixxio L. Castrillo
confirming the authenticity of this lot

Eduardo Castrillo was an avid fan of sabong or 
cockfighting. Like numerous Filipinos, he would revel 
in the boisterous atmosphere brought by the thrill and 
excitement of watching two fowls vanquish each other 
like a boxer aiming for a technical knockout of the 
opponent. In a 2016 Philstar article by art critic Carlomar 

Arcangel Daoana, Castrillo was described by his nephews 
and nieces as the “best buddy sa [in] sabong,” among 
other terms of endearment. 

Keeping in touch with his native sensibilities, Castrillo 
pays homage to and immortalizes the traditional Filipino 
leisure and pastime in this piece depicting a sabong. 
Here, Castrillo evokes the intensity and vigor attached 
to such tradition. Towering figures of two roosters in 
the very act of attempting to subdue the other brings a 
resounding message: that the Filipino people are never 
to be disregarded nor toyed with. As a nationalist artist 
committed to the ideals of his nation and its people, this 
is Castrillo’s sense of social responsibility. (A.M.)
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Ronald Ventura (b.  1973)

Depth
signed and dated 2016 (lower left)
oil on leather board
artwork: 12" x 18" (30 cm x 46 cm)
with frame: 29" x 36 1/2" x 2" 
(74 cm x 91 cm x 5 cm)

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

As one of the Philippines’ most acclaimed contemporary 
artists working today, Ronald Ventura is no stranger 
to creating works that unearth culture and the social 
psyche. Ventura admits to loving contradictions and 

multiple realities, mixing the pretty and the grim, two 
elements which still find their place in this otherwise 
placid work. The artist has risen to prominence on the 
Asian contemporary art scene with complex, layered 
works that juxtapose unexpected images, and often 
macabre images, with scenes from everyday life .He is 
known for mixing different styles, such as Hyperrealism 
,Surrealism, and Pop Art. In this particular piece, Ventura 
presents us with an irreverent and slightly surreal spin 
on the pop culture hit film Jaws. In the work we see 
the iconic Great White, rendered in a bold red hue as 
opposed to its typical grey color, rising from the waves; 
seemingly ready for its next score. Beside it are a pair 
of legs, positioned in such a way that suggests that its 
previous owner unfortunately met an untimely fate. (J. D.)
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Fabian de la Rosa (1869 - 1937)

Dalagang Pilipina
signed and dated 1923 (lower right)
watercolor on paper
8" x 6 1/2" (20 cm x 17 cm)

P 200,000
PROVENANCE
Acquired directly from the Artist by the current owner’s great-
grandmother while she lived in Manila during the first quarter 
of the 20th century; And thence by descent to the present owner.

Private Collection, Vancouver, Canada

Fabian de la Rosa came from a family of distinguished 
artists. His uncle, Simon Flores y de la Rosa, was 
one of Manila’s leading portraitists; his aunt, also 

a painter, was one of his teachers. His nephew, who he 
mentored, was Fernando Amorsolo, widely recognized as 
the inventor of the Philippine sunlit landscape.

He was one of the fabled characters that inhabited the 
streets and salons of turn-of-the-century Manila, in that 
turbulent period between the sunset of the Spanish 
empire and the dawn of the American century.

De la Rosa was accepted as a student at the Manila 
Academia in Intramuros. Orphaned, however, at age 
16, he would have to drop out in his third year. De la 
Rosa soon took his talent for painting to the streets, 
selling small works to tourists for fifty centavos each. 
He would also eke out a living at the famous Sala de 
Armas fencing school established by the Luna brothers. 
He was apparently talented enough to be taken on as 
an instructor; his students included a young Mabini, still 
able-bodied. 

Between 1893 and 1897, de la Rosa would begin to make 
a name for himself, alongside his contemporaries Jorge 
Pineda and Ramon Peralta. He would become successful 
enough to be impatient and, in 1898, began lobbying for 
the re-installation of the annual Madrid art scholarships. 
His chances would be swept away in the maelstrom of 

the Philippine Revolution and the Philippine-American 
War that followed soon after. Nevertheless, he would 
continue to build a clientele of the wealthy who would 
come to his studio to be immortalized in portraits.

Significantly, he would join Resurreccion Hidalgo and Juan 
Luna at the St. Louis Exposition of 1904, an important 
milestone in America’s cultural conquest. His work 
Planting Rice—which depicted the peace and serenity 
of the United States’ new colony, the Philippines—took 
home the gold, putting him shoulder to shoulder with the 
country’s most famous painters.

He would prove himself their capable heir in the art of 
academic painting. Four years after this painting was 
created, he would be named
the head of the University of the Philippines School of 
Fine Arts in 1927. 

This watercolor at hand conveys a flash of insight in this 
particular dalaga’s character : It is both knowing and 

also lost in thought; her unsmiling, sidelong expression 

completely atypical of the soft accommodating features 

of the country lass that would be immortalized by both 

Fabian and his increasingly famous nephew Fernando 

Amorsolo. Her loose peasant blouse and head scarf are 

outlined loosely, with greater detail and attention paid to 

her wholly original features.

An Intriguing Portrait 
of a Dalagang Filipina
by L ISA GUERRERO NAKPIL
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Antonio Austria (b.  1936)

Kung Anu-Ano II
signed and dated 2003 (lower left and verso)
oil on canvas
39 5/8" x 16 3/4" (101 cm x 43 cm)

P 200,000
PROVENANCE
Finale Art File, Makati City

Antonio Austria, a fine artist who is drawn to day-to-day 
subjects and scenes, is classed among those who created 
naive art, yet he is in a league all his own. Famed for his 
folk-inspired works, he employs simple techniques and 
disregards a methodical approach. His oeuvres, rendered 
in a manner that often lacks perspective and proportion, 
display all the idiosyncrasies and beauty of great folk art 
while giving a unique insight into the rich and colorful 
world of the everyday folk. 

Filipino iconographies such as sari-sari stores, 
jeepneys, and billiard parlors are seen in his paintings 
and compositions. For Leonidas Benesa, Austria’s 
“childlikeness is only a front for the silent workings of an 
architectonic mind” — an observation that is evident in 
this oil on canvas piece, Kung Anu-Ano II. 

Although most contemporary artists follow the vagaries 
of taste in the international art scene, Austria maintains 
his sensible course, adhering to the naive approach that 
roots in elementary folk imagery. To this day, Austria 
remains committed to depicting quotidian motifs in his 
art. (P.I.R.)
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Federico Aguilar Alcuaz (1932 - 2011)

Quatro Marias (Tres Marias Series)
signed and dated 1985 (lower right)
oil on canvas
29” x 37 1/4” (74 cm x 95 cm)

P 900,000
Accompanied by a certificate issued by Mr. Christian M. Aguilar 
confirming the authenticity of this lot

PROVENANCE
León Gallery, The Kingly Treasures Auction, Makati City,
5 December 2015, Lot 146

A girl in a yellow gown reads a book while four others gather 
around to listen. Throughout the ages, artists such as Jean 
Baptiste, Simeon Chardin, Roderick O Connor, Walter Kuhn, 
Winslow Homer. Eastman Johnson and Thomas Anschultz have 
captured on canvas the rewarding hours spent with a book, 
and many of their paintings reflect the distinctions made by the 
English philosopher Francis Bacon. Some books, he said, were 
to be swallowed, and some few to be chewed and digested. 
Where else but in the first category belong the many nineteenth 
century paintings in which lovely ladies, posed in gracious 
settings, appear to be whiling away the hours with a book? 

The nineteenth century roots of the subject—the pleasures of 
reading, where the artist captures private moments with the 

printed word- have been mentioned, but Aguilar Alcuaz is known 
to be among the country’s premier abstractionists even if he 
has time and again switched to his figurative mode. The full 
length figures, so characteristic of Alcuaz’ group compositions, 
the use of blacks and neutrals, the emphasis on color values, 
and the brushwork is explained by Alice Guillermo: “Alcuaz had 
as much in common with many other Filipino abstractionists of 
his generation. 

Because many of them shared a common background, the 
Escuela de Bellas Artes or Academia later transformed into the 
University of the Philippines School of Fine Arts…” (thus) “they 
could not easily shed their academic training. Thus many of them 
developed a dualistic approach to art, doing both figurative 
and abstract works.” Alcuaz studied at the UP in 1949 and at 
the Real Academia de bellas Artes de San Fernando in Madrid. 
Thus, Aguilar Alcuaz did not have to do the usual journey of 
the modernist artists of his generation — to explore penetrating 
interpretation of his subjects — what with his unerring sense of 
the elegant. 

Leonidas Benesa wrote in 1976 that Alcuaz “...shares with Manet 
and Renoir a romanticism and love for the human subject, an 
affection that idealizes it and presents it in its best lights. This 
is especially true when the subjects are women. When painting 
women, Aguilar Alcuaz is at his romantic expressionist best. 
Aguilar Alcuaz was quoted in 1977: “I am only doing what I 
believe in. I am sure that nobody would say that I am living in 
a romantic age. I am a romantic man living in a modern age.”
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Jigger Cruz (b.  1984)

Untitled
signed (lower right) 
dated 2019
pastel on paper
19 1/4" x 13 1/2" (49 cm x 34 cm)

P 100,000
PROVENANCE
Finale Art File, Makati City
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Bernardo Pacquing (b.  1967)

Untitled
signed (lower right) dated 2011 (verso)
mixed media on paper
16 3/4" x 13 1/4" (43 cm x 34 cm)

P 100,000
PROVENANCE
Silverlens, Makati City

Even with the rich history of Abstract art, new and novel 
expressions of the medium continue to revolutionize the genre. 
Bernardo Pacquing’s approach toward his art, style, and 
medium reveals the expressive potential of Abstraction. His 
canvases display forms and figures that are familiar in everyday 
life, often evoking a Zen-like feel and a state of existential calm. 
In that way, Pacquing obscures and subverts the basic concepts 
of aesthetic representation, which in turn also reinvents how 
we see the objects we’ve often taken for granted. However, 
although Pacquing’s method is not purely non-representational, 
his subjects remain vague and obscure enough to benefit from the 
enigmatic allure that guided the early patrons of the art style.

As a student of modern abstraction, the Thirteen Artists 
Awardee offers the school of Abstraction a release from the 
uncritical orthodox dogmatism that often plagues extensive 

The art of Jigger Cruz is iconic for its menagerie of 
colors heaved onto the canvas until it becomes textured 
and palpable. However, amid the mishmash there is 
tranquility, perhaps in the containment of the chaos. 
In this pastel piece, Cruz is a storyteller creating solely 
from abstract emotion, a deviation from his iconic 
vandalisms over Classical art. Though chaotic at first, 
a deeper and more detailed look reveals a cohesive 
whole that has been transformed through methods of 
destruction and defacement, giving the piece a new 
meaning. As the piece glares at you, you are drawn to 
its mystery. (P.I.R.)

schools of style and thought. His signature style of abstraction 
tests the limits of creativity by going against the grain, and he 
encourages everyone to do the same. (P.I.R.)
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Romeo Tabuena (1921 - 2015)

Still Life with Baskets
signed and dated 1961 (lower left)
oil on board
27 1/2" x 21 5/8" (70 cm x 55 cm)

P 300,000
PROVENANCE
Private Collection, Mexico

Christie's, Asian 20th Century Art (Day Sale), 
Hong Kong, 29 May 2016, Lot 48

Self-confessed to be highly influenced by Cubism and 
Chinese vertical paintings, the majority of Romeo 
Tabuena’s works were acrylics, oils, and watercolors that 
featured a combination of Filipino and Mexican cultural 
themes, such as traditional housing, working people, 
and native plants. His cross-cultural amalgamation of 
different styles and genres resulted from his experiences 
in Mexico. It was there where Tabuena learned about the 

potential of combining different approaches to create 
something entirely new—given that modernist Mexican 
art was, much like Filipino art, a synthesis of European 
influences and indigenous practices.

Thus is often classified as belonging to the postwar 
Neo-Realists movement, with his then fresh approach 
to form sometimes compared to Chinese calligraphic 
brushstrokes. Everything in his canvas, from his 
minimalist depiction of farmers to his bare treatment of 
rural architecture, seemingly only utilizes the essentials 
in order to put forward an undoubtedly singular 
experience. His ability to induce emotion with his ambient 
atmospheric renditions solidifies Romeo Tabuena as an 
artist whose ability to capture both a feeling and a moment 
truly unparalleled.
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Federico Aguilar Alcuaz (1932 - 2011) 

Landscape
signed and dated 1972 (lower right)
oil/ mixed media on canvas
19" x 24" (48 cm x 62 cm)

P 220,000
Accompanied by a certificate issued by Mr. Christian M. Aguilar 
confirming the authenticity of this lot

Federico Aguilar Alcuaz, as an artist, brilliantly captured 
the world from a unique viewpoint. His distinct approach 
to abstraction possesses a certain dynamic air, bringing 
to life his otherwise still subjects. His palette selection 
and delineation techniques evoke a familiar appeal, 
creating a special style that is all his own. His ability to 
perceive the world through a complex prism of cultures 

resulted in oeuvres that speak to a spectrum of artistic 
and aesthetic sensibilities.

The secret of Alcuaz's work is perhaps because he was 
a true hedonist in his approach to life, nature, and the 
universe. This is evident in his work—how his refined and 
sophisticated style of seeing, feeling, and transforming 
onto canvas drives his art solely and uninterruptedly, 
with minimal interruption from common factors. He also 
loved his materials and understood how to bring out 
their best qualities, as well as explore the mysteries of 
color and tone.

In 1972, the year this piece was made, Alcuaz held a one-
man exhibition at Galeria Illescas in Bilbao, Spain and 
another at Gallery One in Manila. (P.I.R.)
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Marcel Antonio (b.  1965)

The Outer
signed and dated 2016 (lower right)
oil on canvas
24" x 30" (61 cm x 76 cm)

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

Marcel Antonio, the son of Filipino painters Angelito 
Antonio and Norma Belleza, was once touted as one of 
the most promising painters in Philippine contemporary 
art. Being one of the masters of Expressionism in the 
local art scene, he has created a remarkable collection 
of narrative and pseudo-narrative figurative paintings 
influenced by modernism and 1980s postmodernism. 

Critics have also regarded Antonio as one of the most 
notable contemporary Filipino painters, bestowing upon 
him a multitude of acclaim for his magnetic narratives in 
oil and acrylic. It would be difficult, if not superfluous, to 
attempt to find literal meanings to the mise-en-scene in 
Antonio’s canvas. A narrative that is both fantastic and 
redolent of whimsical and mythological tales often takes 
center stage in Antonio’s works. This particular piece titled 
The Outer seemingly blends together various aspects 
of social reality, with the surreal nature of Antonio’s 
practice. The result is a work that seemingly transcends 
the physical aspects of his subject-matter, and relegates 
to us the sublime nature of our mundane reality.
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Romulo Galicano (b.  1945)

Sea Breeze
signed and dated 1993 (lower right)
oil on canvas
32" x 48" (81 cm x 122 cm)

P 1,200,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

Romulo Galicano started his painting career 
creating landscapes. From the late 1960s to the 
1970s, Galicano traversed through the realms 

of Impressionist painting, greatly influenced by his first 
mentor, foremost luminary, and uncle, Martino Abellana. 
With his training under Abellana, Galicano acquired the 
painterly technique of directly observing nature as an 
eternal spring for artistic inspiration. This period was also 
his 'Dimasalang Group' era, where he painted with Emilio 
Aguilar Cruz, Andres Cristobal Cruz, Ibarra de la Rosa, 
and Sofronio Mendoza, figurative painters who practiced 
painting in plein air. 

In 1976, Galicano ventured into tonal paintings depicting 
atmospheric scenes of the seacoasts of his native Cebu, as 
well as Pangasinan. This style is very much evident in this 
1993 piece depicting a group of fishermen after a day's 
bountiful catch. Here, Galicano expresses tranquility amid 
the laborious toiling in the vast sea. The work is poetic 
in form, where mood and shadow take the forefront. A 
subdued atmospheric effect evoking warmness can be 
discerned through the artist's application of dark tones, 
which dominate the composition. (A.M.)

Photo by Patrick Diokno
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Onib Olmedo (1937 - 1996)

Portrait of a Girl (Bambina Olivares)
signed and dated 1984 (lower right)
pastel on paper
25 1/4" x 19 1/2" (64 cm x 50 cm)

P 100,000
Accompanied by a certificate issued by Ms. Gisella Olmedo-Araneta 
confirming the authenticity of this lot

Onib Olmedo has come to be known for his figurative, surrealist-
expressionist portraits. Such is the case with this portrait 
depicting Bambina Olivares, current communications consultant 
for the new Metropolitan Museum of Manila and Director of the 
Arts, Culture, and Education Programme of the Manila House 
Private Members Club, Inc. Olivares says that she had forgotten 
about the work and just recently rediscovered the pastel piece 
upon emptying their mother’s house. 

“It’s supposed to be a portrait of me rendered in Onib’s 
signature style that I like to think of as neo-Expressionist-Gothic-
Surrealist,” says Olivares. “I don’t think one can sit for Onib and 
expect to find a cheery likeness of oneself! 

“But I think he managed to create a portrait that is mesmerizing 
in the way the use of red draws one in, contrasted against the 
black lines that make up the hair and other features. The brown 
and orange tones in the background evoke a kind of surreal 
smoldering flame, giving the painting an otherworldly feel,” 
adds Olivares. 

Olmedo created this portrait in 1984 when Olivares was still an 
intern at the Ayala Museum before she left for Paris to study 
Art History at the Institut Catholique de Paris. Olivares recalls 
the day that Olmedo created this portrait. She reveals that the 
artist “was full of cheer as he picked up his pastels and began 
drawing on paper.”

“It was quite bewildering to reconcile the artist and the art, but 
one could not help but be impressed with the briskness with 
which Onib worked—his confident strokes, his use of color, and 
his ability to imbue emotion. I thought that he had looked at me 
and captured the ambivalence in me.

“It wasn’t the most flattering of portraits, but it had a compelling 
quality that somehow always haunted me,” Olivares 
concludes. (A.M.)
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Federico Aguilar Alcuaz (1932 - 2011)

Eduardo Castrillo (1942 - 2016)

Collaboration 1
sculpture:
brass
29 1/2" x 31 1/4" (75 cm x 79 cm)

painting:
dated 1977
oil on canvas board
14" x 10 1/2" (36 cm x 26 cm)

P 300,000
Each piece is accompanied by a certificate issued by the 
Mr. Christian M. Aguilar and Mr. Nixxio L. Castrillo confirming 
the authenticity of this lot

There has long existed a strong aesthetic relationship 
between the late National Artist Federico Aguilar Alcuaz 
and the late sculptor Eduardo Castrillo. Aware of each 
other’s respective practices, their abstract pieces in 

particular have similar qualities and characteristics. 
Both lean towards an integral abstract look, with an eye 
towards curved gesticulations and subtle highlights. On 
a personal level, the two artists were good friends and 
had interacted with each other within the Modernist art 
scene, often drawing inspiration from their corresponding 
individual practices. This collaboration piece is a rare 
integrated work by the two artists that is part of a 
series produced in limited numbers. This work is a good 
demonstration of approximating elements from the 
aesthetic direction of each artist. Inspired by the abstract 
works of this Alcuaz painting, an organic composition of 
grays and blacks highlighted by subtle hues of green and 
slight hint of ochre, sculptor Castrillo built an artwork 
that complements this oil on canvas work which seems 
to gain volume by becoming a part of the Castrillo brass 
work. The sculpture gives the otherwise two-dimensional 
painting an asymmetrical look, emphasizing the 
abstracted forms of the subject.
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Vicente Manansala (1910 -  1981)

Untitled 
signed and dated 1964 (lower left)
watercolor on paper
23" x 31" (58 cm x 79 cm)

P 500,000
PROVENANCE
Private Collection, London

The 1960s witnessed Vicente Manansala emerge 
as the leading artist – and a bon vivant – among 
the first generation of Filipino modernists. In 1963, 

the Republic Cultural Heritage Award, the precursor of 
the Order of National Artists Award, was bestowed on him 
by then-president Diosdado Macapagal. As Manansala 
rose to prominence, his works became the most coveted 
among the elite art patrons of the country. It was also 
during this decade when Manansala received the Smith-
Mundt Specialist Grant to study stained-glass techniques 
in New York (1960), as well as the opportunity to hone his 
virtuosity at the Otis Art Institute in Los Angeles (1967). 
That Manansala created art that reflected the postwar 
urban experience can best be seen in this water color on 
paper work from 1964. A colorful and playful rendering 
of a community, this painting shows us his concentrated 
passion for color, lines, shapes, and places.

Vicente Manansala (1910 - 1981) © León Gallery Archives.
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Orley Ypon (b.  1973)

Coastline in Samboan (Pleinaire)
signed and dated 2016 (lower right)
oil on canvas
22" x 33" (56 cm x 84 cm)

P 100,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

A master of the classical form in the contemporary age, 
the oeuvres of Orley Ypon are able to express a sense 
of depth and detail often attributed to more traditional 
pieces. A native of Toledo, Cebu, his passion and talent 
for painting started during his childhood when he did 
portraits of his friends and family. His practice is often 
seen as a synthesis of classical and contemporary 
hyperrealism. Although the adherence to classical 
techniques is often used to create works that appear to 
portray beauty as idealistic and utopian, Ypon deviates 
from this trope by creating stark and unfiltered images 
of everyday life. He continues to paint scenes from life 
and culture while studying and becoming aware of modern 
art styles to help him evolve his accustomed method. (P.I.R.)
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Manuel Baldemor (b.  1947)

Simbang Gabi
signed and dated 1990 (lower left)
mixed media on canvas
40" x 30" (102 cm x 76 cm)

P 200,000
PROVENANCE
Private Collection, Manila

Manuel Baldemor’s oeuvres are deeply rooted into the 
social and cultural landscape of the Filipino people. 
Albeit being immersed into the life and landscape of 
Laguna, the visual artist’s style is near universal with his 
various interpretations of many cities and towns across 
the globe, all of which he has visited. The folksy ambiance 
of his beloved hometown is translated in his art, evoking 
the richness of its festivals and way of life. 

At the center of Manuel Baldemor’s art is the village, and 
within it is the often naïve yet dreamlike and mysterious. 
The church and the locals represent not just an old 
Philippine town, but any town in his adorable global 
village. This 1990 painting is one of the purest examples of 
Baldemor's signature style — the sceneries are depicted 
in simplified geometric forms with a folk art character, 
bringing a sense of community and camaraderie into the 
visual space of his canvases. (P.I.R.)
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José John Santos III is a prominent figure in Philippine 
contemporary art whose oeuvres are richly textured 

creations, often deceptively appearing as collages despite 
their oil on canvas medium. To establish his artistic intent, 
Santos utilizes a spectrum of juxtaposed elements, and 
his subjects, which were drawn from immediate environs, 
exhibit indications of wear, tear, and manipulation, 
each reflecting a distinctive past and scars bearing 
testimony to it.

The enigmatic canvases of Santos are captivating with 
their sense of pristine craftsmanship and mysterious 
iconography. While they express a sort of surrealist bent, 
the fine artist has stated that his subjects do not come 
from dreams nor from the promptings of the subconscious.

In fact, Santos draws the images from his everyday reality, 
which he represents and re-presents in a variety of slants, 
codings and symbols that may very well describe his inner 
musings and reflections of his surroundings.

© Pearl Lam Galleries Singapore Instagram, @hide.josesantosiii

© Pearl Lam Galleries Singapore Instagram, @hide.josesantosiii

Paperweight invites its viewers to return to the visual 
artist’s curious observation of the word “hide.” For 
Santos, there is something unsettling about the twofold 
meaning of the aforementioned word: as a noun it 
suggests at once a surface; but as a verb it suggests a 
desire to conceal. A perplexing ambivalence between 
outside and inside, between revealing and concealing, is 
encountered in the word.

As noted by Kenneth Tay in the catalog titled ²hide, 
“Our everyday veneer of familiar and ordinary objects 
are, in fact, never static but charged, each with the 
“hidden” potential to always become something other 
than themselves.” The artist intends to focus on the 
notion in which there seems to be something left that 
was not said, something else that is yet to be seen, 
thought, or articulated.

In his recent works, Santos continues his explorations of 
mundane objects, not merely to reveal their histories but 
to perplex our perception and understanding of these 
everyday things. His work thus invites viewers to account 
for the formal and logical reasons that underlie objects 
that invade all aspects of life, including the most trivial 
ones. (P.I.R.)

Thinking out of the Box
Jose John Santos III
From A Monumental Exhibition in Singapore
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Jose John Santos III (b.  1970)

Paperweight 1
signed (lower right)
2014
mixed media on canvas
78" x 78" (198 cm x 198 cm)

P 7,000,000
PROVENANCE
Pearl Lam Galleries

LITERATURE
Ruoh Ling, Keong et al. ²hide. Singapore: Pearl Lam Galleries, 2014. 
Published to accompany the exhibition ²hide at Pearl Lam Galleries 
in 2014-15. Full color illustration and photo caption on page 36. 

EXHIBITED
Pearl Lam Galleries, ²hide, Co-organised by Artinformal Gallery, 
Singapore, November 22, 2014 - January 8, 2015

© Pearl Lam Galleries Singapore Instagram, @hide.josesantosiii
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Lao Lianben (b.  1948) 
In Silence
signed (lower left) and dated 2005 (verso)
acrylic on canvas
artwork: 16 1/4" x 12 1/4" (41 cm x 31 cm)
with frame: 36" x 28" (91 cm x 71 cm)

P 300,000
PROVENANCE
Finale Art File, Makati City

To fully grasp the essence of Lao Lianben's works, 
one thing must be willfully taken into consideration: 
an understanding of his character in relation to his 
passionate artistic affair with the experiential character 
of Zen aesthetics. 

Lao Lianben's soft-spoken and reserved personality—a 
man of few words—is born out of his practice of applying 
and embodying the principles of Zen aesthetics, i.e., 

austerity, simplicity, and subtlety. This sublime refinement 
inherent in Lao's character has always been imbued 
by the artist in his works, a reflection of his profound 
understanding of and connection with his inner being. 

In this soul-penetrating work titled In Silence, Lao 
integrates his gentle character to evoke unspoken, 
powerful expressions of calmness and quietude. In this 
particular piece, we are attracted to stare at the white 
centerpiece. As white connotes purity, knowledge, and 
wisdom, so too we are drawn towards clarity of thought 
and freedom from worldly disturbances.

The composition sublimely captures a peaceful, solitary 
atmosphere characterized by a lulling silence akin to a 
Buddhist monk in deep contemplation. Here, Lao invites 
us to bask in the solemn, ethereal praxis of meditative 
reflection. The central frame of the work compellingly 
evokes a divine path toward tranquility and balance. 
As contemplation grows more profound, we learn to 
cultivate the silence within ourselves. This nourishes our 
soul; thus, we gradually achieve an intimate discovery of one's 
inner essence and, eventually, the fullness of being. (A.M.) 
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Rodel Tapaya (b.  1980)

Sunny Day
signed and dated 2018 (lower left)
acrylic on paper
30" x 22" (76 cm x 56 cm)

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

Rodel Tapaya is most notable for his allegorical oeuvres 
laden with symbols and references from folk, myths, and 
legends. Just as well, his other abstract works similar to 
this 2018 painting showcases his talent in a unique light. 
Set in a modern world, a breath of fresh air from most of 
Tapaya’s iconic folk-inspired settings, a woman sits under 
the shadow of an umbrella, washing her laundry, unaware 
of the space she is in. Occupied with her mundane chore, 
she is oblivious to the fact that beyond her box is a surreal 
universe absent of perceptible concepts. In its own way, 
the piece serves as a reminder to see the wonders in our 
day-to-day reality. (P.I.R.)
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Lao Lianben (b.  1948) 
One Cloud I, II, III
signed (lower center); signed, titled, 
inscribed and dated 2004 (verso) each
a) acrylic on canvas
b - c) acrylic modeling paste on canvas
artwork: 18" x 4" (41 cm x 10 cm) each
with frame: 40" x 18 1/8" (102 cm x 46 cm) each

P 400,000

In Zen Buddhism, unsui, which literally translates as "cloud and 
water," originated from an ancient Chinese poem that says, 
"to drift like clouds and flow like water." Dr. Helen J. Barno, 

an associate professor at the University of Hawaii's Department 
of Religion, writes in her book The Illustrated Encyclopedia of 
Zen Buddhism: "The term can be applied more broadly for any 
practitioner of Zen, since followers of Zen attempt to move 
freely through life, without the constraints and limitations of 
attachment, like free-floating clouds or flowing water."

It has always been a marvelous wonder how Lao Lianben 
imbibes his works with such quiet intensity despite his deliberate 
avoidance of venturing into explicit narratives. In this piece 
titled One Cloud, Lao paints three distinct images of clouds 
on three separate canvases. But they are not clouds in the 
scientific sense of the word. Like the innate characteristic of 
clouds to wander freely in the skies, Lao's One Cloud represents 
freedom in solitude, the beauty of drifting toward a tranquil and 
harmonious state of mind.

According to the Oxford Dictionary of Buddhism, unsui also 
refers to "Zen monks who, having achieved enlightenment 
(satori) after an initial period of training under their first master, 
take to the road in search of other masters. This is done in 
order to either test their awakening against them or deepen 
it with them." 

Like a Buddhist monk, Lao's sense of contemplation grows 
deeper with each work of art. As with the case of this specific 
work, the artist invites us to a more profound encounter with 
our inner silence toward achieving the serenity of being. The 
sublimity of this work inspires the viewer to be at one with 
themselves, to free one's self of inhibitions to discover their 
true essence amid the unceasing tensions and contradictions 
in life. Here, Lao evokes the ethereal, divine experience of being 
unbridled in our moments of intimate contemplation. As we 
continuously unchain ourselves by discerning and imbibing the 
silence within us, we become one with our mind, body, and inner 
spirit, engendering clarity of thought and balance. (A.M.)
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Benedicto Cabrera (b.  1942)

The Last March
signed and dated 1972 (lower right)
acrylic on paper
28" x 20 1/2" (71 cm x 52 cm)

P 2,000,000
PROVENANCE
The Luz Gallery

LITERATURE
Flores, Patrick D. BenCab: Filipino Artist. Benguet: BenCab Art 
Foundation, Inc., 2019. Full-color illustration and photo caption 
on page 67, with accompanying text on page 66.

EXHIBITED
The Luz Gallery, Larawan: 1972 Paintings by Bencab, 
Makati City, October 12 - 31, 1972

Another rarity from Benedicto Cabrera's landmark 
Larawan exhibition at The Luz Gallery in 1972 is this 
work titled The Last March. The distinct iconography 

of Bencab's Larawan works instigated stirring conversations 
surrounding the Philippines' colonial past and its consequences 
and challenges to the present-day Filipinos, confined within their 
spoken and unspoken aspirations of liberty, democracy, and 
sovereignty. Through this revolutionary series of works, Bencab 
emerged as one of the foremost luminaries influencing the 
genesis of social realist art in the Philippines. 

Starting with that seminal Larawan show, Bencab delved deep 
into the history of the Philippine-American War (1899 - 1902) 
and the numerous atrocities committed by the US. Thus, Bencab 
shows the inherent ironies imbibed in their "Manifest Destiny" 
and "benevolent assimilation."

In an April 1978 interview with Cid Reyes published in the 50th 
anniversary two-volume book on the artist, Bencab shares the 
inspiration behind the Larawan works that depicted the struggles 
of the Filipinos during that war. "You must remember that I was 
doing these paintings around 1971-1972, which was the time 
when the Vietnam War was reaching its climax," Bencab says. 
"Also, I remember seeing this film on television here in London 
about the Philippine-American War, and the whole thing was so 
much like the Vietnam War: we had—or they had—their own 
Lt. Calley and a version of My Lai in the Balangiga massacre in 
Samar. This film sent goose pimples all over me. And it is the 
idea of our helplessness, which angers me and which I try to 
express in my paintings."

During the Philippine-American War, the United States committed 
a multitude of well-documented barbarities against the Filipino 
people. Notably, the 1901 Battle of Balangiga captured the 
historical interest of Bencab. In that conflict, the people of 
Balangiga orchestrated an attack against the American forces. 
The Americans retaliated afterward, with General Jacob Smith 
giving his infamous order to "kill everyone over ten": "I want 

no prisoners. I wish 
you to kill and burn; 
the more you kill and 
burn, the better it 
will please me...The 
interior of Samar must 
be made a howling 
wilderness."

In The Last March, 
Bencab presents an 
intriguing picture of a 
man—likely a captive 
Filipino soldier or 
perhaps, an ordinary 
civilian—with his 
back turned from the 
viewer. A red circle 
resembling a bull's eye is embedded in the man's upper body. 
Below him is a grid with a band of images depicting American 
soldiers dressed in the M1883 military uniforms of the US forces 
during the Philippine-American War. Here, Bencab shows the 
man en route to his execution—hence the work's title—with the 
band of ruthless soldiers about to seal his fate. "Could he be 
one of those massacred by the Americans in Balangiga?" is a 
compelling thought Bencab enkindles.

In rendering the work as a juxtaposition between two subjects, 
Bencab presents the oppressive context borne from the 
imbalance in power dynamics between the conqueror and the 
subjugated; the oppressor and the oppressed; the imperialist 
and the enslaved. Bencab powerfully captures the irony of the 
United States' imperialist agenda. The United States forcefully 
violated the Filipino people's inherent right to self-determination. 
With this, it contradicted its own colonial past. It abandoned 
its ideals enshrined in its Declaration of Independence: "that 
all men are created equal…with certain unalienable Rights…
To secure these rights, governments are instituted among Men, 
deriving their just powers from the consent of the governed…." 
Thus, the United States had, and still has, no right to subjugate 
other peoples.

In these challenging times for our democracy and sovereignty, 
we are called to take a continuous, relentless march towards 
genuine liberty and overthrow the yoke of imperialism, feudalism, 
and bureaucrat capitalism—or let our nation be subjugated 
again by the socio-political ills upheld by the re-emergence of 
the "new society," where it would mark an oppressive end—the 
last march—for us again. (A.M.)

The fist Larawan exhibition poster from 1972 at the Luz Gallery
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Juvenal Sansó (b.  1929)

Regal Refinement
signed (lower right)
ca. 1990
acrylic on paper
19" x 25" (48 cm x 63 cm)

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

It is a token of Juvenal Sansó’s enigmatic quality that 
his imagination has become a conservatory full of 
exotic plants verdant in a humid environment. His plant 
aesthetic is at once sound and delicate, realistic and 
fantastic. Furthermore, his bouquets and flowers — as 
with his other favorite subjects — are executed and 
culled from his enchanted memory. Sansó’s works are 
brimming with the wealth of flora and fauna such as 

they are not found on waysides or seasides but only in 
the lush imagination of a poet. This is owing to the fine 
artist’s predilection for solitary landscapes and a peculiar 
kind of plant, botanically speaking.

As written in the French daily morning newspaper Le 
Figaro, “Sansó is a contemplative poet; his landscapes 
that seem fantastic are authentic, seen in the Far-East… 
his flowers, masses of rocks, the fishing traps… his tropical 
plants are all remembered so clearly that he can recreate 
them in his works… in this silent world no human figure 
seems to penetrate.” (P.I.R.)
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Nena Saguil (1924 - 1994)

Blue Cosmos
signed and dated 1964 (lower right)
watercolor on paper
24 3/4" x 18 3/4" (63 cm x 48 cm)

P 300,000
PROVENANCE
A gift from the artist to the present owner

For the greater part of her artistic life, the artist Nena Saguil 
utilized the color blue with such varied connotations into 
depicting her own fantasies and visions unto the canvas. 
Upon her decision to permanently reside in Paris, Saguil 
was motivated to break out from the mold of her more 
illustrious male contemporaries: Hernardo R. Ocampo, 

Galo Ocampo and Cesar Legaspi who were becoming 
respective vanguards of the Philippine Neo-Realist 
School. Saguil ventured into more contemplation in her 
art through her fervent readings of realist literature and 
fictions George Elliot, Somerset Maugham, Immanuel 
Kant and even the Marquis de Sade made available in 
her fervent visits to the Malraux Library, a stone thrown 
away from her apartment. In the process of obsessive 
readings, Saguil embarked into producing a series of 
monochromatic abstractions in color blue, thus beginning 
her “Blue Period’. The abstract work is truly a sight to 
behold. Saguil’s masterful control of tone, shape, and 
color imbues the piece with a sense of ethereal wonder. 
While orientation of the canvas forces the viewer to study 
the piece as if one were gazing upon the wonders of the 
night sky. (J.D.)
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Emmanuel Garibay (b.  1962)

Manangmana ng Tagapagmana
signed and dated 2013 (lower left)
oil on canvas
48" x 48" (122 cm x 122 cm)

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

In 1988, the eminent scholar Benedict Anderson coined 
the term cacique democracy to refer to the country's 
feudal politics, which was consolidated during the 

American colonial period. The affluent mestizos benefited 
from colonial policies and affairs, thus maneuvering their 
way towards greater power. "One final feature of the 
American political system is...the huge proliferation of 
provincial and local elective offices—in the absence of 
an autocratic territorial bureaucracy," Anderson writes. 
"From very early on, mestizo caciques understood that 
these offices, in the right hands, could consolidate their 
local political fiefdoms. Not unexpectedly, the right 
hands were those of family and friends. Brothers, uncles, 
and cousins for the senior posts; sons and nephews for 
the junior ones."

The mestizo caciques, which Anderson referred to, 
eventually evolved into the ruling class—the political 
dynasties—of the present. 

Emmanuel Garibay lampoons political dynasties, the 
most formidable manifestation of cacique democracy, in 
Manangmana ng Tagapagmana. Here, the artist visually 
expounds on how political power is treated like a family 
heirloom inherited by succeeding generations. Garibay 
presents two barong-clad men depicting a father and 
his son. A portrait of a tuxedo-clad older man hangs in 
the background. Their faces are uncannily similar, their 

hands indicating the uniquely Filipino way of suggesting 
one is handsome or 'pogi.' Of interesting note is the dog 
held by the son. In political conversations, the word 'tuta' 
or lapdog denotes subservience, usually in the context 
of power dynamics between imperialist states and third-
world countries. But here, Garibay uses the term as 
an allegory for political grooming within the country's 
oligarchic system; how the elder "crafts" the image of their 
successor so they carry on with the family's hegemony. 
Garibay's comical depiction of the subjects as dapper 
figures alludes to an entrenched culture of 'papogi,' 
the deliberate branding of the family's image—often 
employing fabricated truths—to perpetuate themselves 
in power. A 'thumbs up' gesture is carved on the chair in 
which the father and son sit, denoting how our current 
system of governance (that is ironically dominated by the 
ruling elite) has never barred the proliferation of political 
dynasties.

A man's head covertly pops out from the water, 
symbolizing how the masses will always remain 
vigilant and thus, fight back against their viciousness 
and atrociousness. The ruling class may have distinct 
statures, yet they still originate from the same oppressive 
and repressive ranks. The effrontery of dynasties subverts 
the essence of democracy. Unless radical social change 
is engendered, there can be no escape from a system 
that rewards only the few. (A.M.)
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Romeo Tabuena (1921 - 2015)

Man With Rooster
signed and dated 1971 (upper left)
oil on canvas
26" x 20" (66 cm x 51 cm)

P 200,000
PROVENANCE
Private Collection, USA

Not all Filipino artists are blessed with the opportunity 
to travel overseas and showcase their craft, let alone the 
distinction of garnering acclaim and recognition to do 
so. Among the few painters that have accomplished 
such a feat, and had done so in a very iconic fashion, 
is Romeo Tabuena.

A pioneering neo-realist, Tabuena gained recognition 
with his colorful, cubist works. With his prismatic 

deconstruction and rendition of elements, he was able 
to fluently translate the reality of his subjects into the 
brilliant planar figures that have astounded his audiences 
time and again.

In this particular 1971 piece, Man With Rooster, a local 
sabungero is depicted wearing a country hat, holding 
dearly his white rooster. During the 1960s, Tabuena 
produced several paintings featuring sabungeros and 
sabong, or cockfighting, a scene that is familiar in 
portrayals of Filipino provincial life. 

Although he studied and lived abroad throughout the 
majority of his artistic career, Tabuena never disregarded 
his Philippine roots. His oeuvres always depict Filipino 
themes and subjects, from carabaos and stilt houses to 
the rural everyday people. (P.I.R.)
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Emmanuel Garibay (b.  1962)

Mag-Ama
signed and dated 2013 (lower left)
oil on wood
28" x 8" (71 cm x 20 cm)

P 200,000

An offshoot of Emmanuel Garibay's well-known work, 
Manangmana ng Tagapagmana, which is also included 
in this auction, is this smaller but equally powerful piece 
aptly titled Mag-Ama. Here, Garibay presents the same 
social commentary regarding the Philippines’ cacique 
democracy, in which political dynasties dominate 
our country’s system of governance. Garibay depicts 
two barong-clad men, with their faces also uncannily 
similar. Together with their similar hand gestures and 
the dog being held by the son, Garibay alludes to the 
political grooming prevalent in our country’s political 
dynasties. Their seemingly “well-groomed” appearance 
in juxtaposition with their empty facial expressions 
represent how a culture of lies, fabrication, and historical 
distortion has become a “natural” occurrence in our 
political system, especially within the context of our 
current times. (A.M.)
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Augusto Albor (b.  1948)

Expanse
signed and dated 2004 (lower left)
acrylic on acid-free 300gsm paper
15 1/2" x 22" (39 cm x 56 cm)

P 100,000
PROVENANCE
Private Collection, Manila

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

True to his artistic style, Albor’s compositions exhibit 
minimalism and the dominant use of his signature colors: 
black, white, and gray – each possessing a significant 
meaning. In this 2004 piece titled Expanse, a mystifying 
amorphous shape forming inside the void is contained 
in a white-outlined rectangle. However, both the glowing 
figure and its cage are actually within a bigger and 
thicker rectangle, as if to ensure the prevention of its 
expansion. (P.I.R.)
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Vicente Manansala (1910 -  1981)

Abstract Study of Fish
ca. 1960
watercolor on paper
15 1/2" x 27 1/2" (39 cm x 70 cm)

P 300,000
PROVENANCE
Private collection from titled lady, a large London home, deceased 
estate. This picture has been in storage for the last 20 years.

Known for his alluring landscapes and masterful studies, 
Vicente Manansala subverts his usual Pronkstilleven style 
in order to produce an innovative work that embodies 
the visual arts’ inherent characteristic of innovation. By 
staying true to his Modernist inclinations, Manansala 
has redefined his aesthetic through this watercolor on 
paper masterpiece. Black, grey, green, and yellow figures 
populate the canvas creating a stark contrast between 
his subjects and his background. Upon closer inspection, 

one can see that his elements form a school of fish; with 
his approach giving the impression of light bouncing off 
their scales in a sort of prismatic manner. Manansala’s 
style and choice of subject matter undoubtedly reflects 
the spirit of Modernism that redefined what can and 
could be considered works of art. (J.D.)

A similar watercolor, titled Kalabaw, is by Manansala; and is on permanent 
exhibit at the National Museum of the Philippines, on loan from the Philippine 
Center, New York.
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Fernando Amorsolo (1892 - 1972)

Fruit Gatherer
signed and dated Manila 1952 (lower right)
oil on canvas
16" x 20" (41 cm x 51 cm)

P 5,000,000
Accompanied by a certificate issued by Mrs. Sylvia Amorsolo-Lazo
confirming the authenticity of this lot

PROVENANCE
Private Collection, USA

Fernando Amorsolo had mastered the Filipino 
genre painting with its idyllic renditions of country 
life against the backdrop of the lushness of the 

landscape. He also made many outdoor studies of the 
Filipino countryside in an ardent endeavor to capture 
the light and color of what he observed. Amorsolo was 
not a social commentator, but an aesthete who hoped 
to emphasize the finer qualities of his country and the 
people, from the beauty of the natural environment, to 
the natural grace of the common people and the dignity 
of their life and labor.

Amorsolo’s depiction of the rural woman in an 
illuminated bucolic mise en scène aimed to capture the 
alluring charm of the Filipina in her natural appearance 
and attractiveness. Despite having Western artistic 
training, his portrayal of the Filipina is devoid of Western-
centric beauty standards and notions. This pursuit 

visually resonates in this piece depicting a rural fruit 
gatherer with a bilao. Amorsolo portrays a young Filipina 
maiden possessing a medium brown complexion that is 
reminiscent of the image of Maria Clara. For Amorsolo, 
the dalagang bukid is the quintessential Filipina muse. 

With the application of relatively thin and small 
brushstrokes, the warm, pleasant sunlight exudes an 
ambiance of tranquility usually associated with rural 
living. The tropical lighting also accentuates the physical 
appearance and the rustic clothing of the woman. 
Amorsolo perfectly encapsulates his mastery of Luminism, 
with the whole composition giving off a euphoric radiance 
due to his blissful depiction of the woman. 

Until his passing in 1972, Amorsolo constantly redefined 
his interpretation of the classic Filipina charisma that has 
become one of his defining legacies in Philippine art. (A.M.)
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Marcel Antonio (b.  1965)

Feast of Saints
signed (lower right) dated 2004 (verso)
acrylic on canvas
36" x 48" (91 cm x 122 cm)

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

The vividly illustrated works of Marcel Antonio are both 
captivating and mysterious as they lure the viewer into a 
world of dreams and nostalgia. His use of color, texture, 
and symbolism leaves one with a profound and irrefutable 
sense of wonder and longing. Now a revered mid-career 
Filipino artist, he continues to render humanity with a 
sincere exacting approach in his narrative and pseudo-
narrative figurative paintings. In Feast of Saints, Antonio 
presents us with a work that reflects the modern condition 
as well as a critique of the standards that once preceded 

it. In the piece, we see two women partaking in libations; 
their gestures and poses suggesting that the setting is an 
intimate and casual setting. In the background we see 
a man, topless and bare-chested, who is either on the 
verge of removing his garments or putting them back on. 
Meanwhile to the right we see a woman approaching the 
man in the middle; or perhaps leaving an unseen affair 
beyond the realm of the canvas. The artist presents us 
with an off-hand snapshot that attempts to capture the 
unhurried and genuine underpinnings of life. Far from the 
poised and almost sacred connotations suggested by the 
work’s title, Antonio seemingly posits that the essence of 
the human experience can be found in the spontaneous 
instances of our interactions. (J. D.)
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Claude Tayag (b.  1956)

Yugyugan sa Kalibo Plaza 
signed and dated 1979 (lower right)
acrylic on canvas
18" x 23" (46 cm x 58 cm)

P 100,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

Claude Tayag is an accomplished painter, sculptor, 
furniture designer, a handy chef, food and travel columnist 
for the Philippine Star. Tayag is primarily a self-taught 
artist, taking up architecture and economics courses at 
the University of the Philippines. He first entered into the 
Manila art scene in 1977, winning second prize for his 
painting Ati-Atihan at the Art Association of the Phil (AAP) 
competition. The following year, he had his first one-man 
show of paintings of Philippine folk festivals, religious 
images, and Cordillera landscapes, works characterized 
by a forceful spontaneity and raw vigor. 

He has participated in several one-man and group 
exhibitions in Manila , Beijing , Washington  DC, and 
Madrid. His art is part of many private and public 
collections such as the Metropolitan Museum of Manila, 
Bangko Sentral ng Pilipinas, Bank of Philippine Islands, 
and PLDT. In July 2019, he held his retrospective exhibition 
at the National Museum in Manila, whose accompanying 
catalog was adjudged as the Best Design Book by the 
National Book Development Board.

Tayag says of the work at hand, titled Yugyugan sa 
Kalibo Plaza: “This painting was an off-shoot of the Ati-
Atihan painting that won in the AAP competition 1977. 
It was one of several studies that culminated in a much 
larger Ati-atihan themed painting (140 cm x 525 cm), 
now in the BPI Foundation collection. In this particular 
work, I applied daubs of paint without any blending on 
the canvas, pointillist style, specifically inspired by Ibarra 
de la Rosa. Ultimately, with painting basically a one-
dimensional, static art form, I wanted to capture the 
frenzied, pulsating movement of the Ati-atihan.”
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Jojo Legaspi (b.  1959)

Untitled I, II, III, and IV
signed (lower right) each
mixed media
36" x 24" (91 cm x 61 cm) each

P 1,000,000

Unnerving, brooding, and dark. These works are often 
used to describe the works of Jojo Legaspi. A cursory 
glance at Legaspi’s pieces arguably suggests that the 
artist’s work is not for the faint of heart. From uncanny 
expressions to suggestive poses and distressing 
circumstances, Legaspi’s works are wildly different from 

the idyllic scenes and landscapes that once dominated 
Philippine art. But beyond the inherent uncanniness of his 
works lies an intimate exploration and critique of human 
existence itself; available only to those who dare go 
beyond his eerie veneer. Much like his practice, Legaspi’s 
interest in art also stemmed from an unusual place. The 

artist’s degrees in Biology and Zoology allowed him to 
observe his desired subject matter in a meticulous and 
almost clinical manner; allowing him access into the 
relationship between the physiological, psychological, 
and visual elements of his forms and figures.
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Arturo Luz (1926 - 2021)

Carnival Forms II
signed (lower right and verso)
dated 1993
acrylic painting/collage
72" x 48" (183 cm x 122 cm)

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

Arturo Luz's propensity for the festive can be 
traced back to the 1950s. It started in 1952 
when Luz witnessed a somewhat playful scene: 

four men riding a single bicycle. "The sight struck me as 
very Filipino," Luz shares. Luz translated this scene into a 
1952 work titled Bagong Taon, which depicts silhouetted 
figures of cyclists. "In the painting, I added the tooting 
horn…[It] had a sense of celebration, performance, joy of 
life. This was the granddaddy of them all," says the artist.

According to Cid Reyes, in his 1999 book on the artist, 
Bagong Taon, with its depiction of the tooting horn, 
suggested another celebratory series: the musicians, 
notably in Musikero. Luz remarks: "In Manila, musicians 
with neither talent nor jobs then made a living by 
serenading from door to door. They go about in pairs, 
forming the most unlikely duos, with their clarinet and 
drum, cymbals and horn."

In 1954, Luz and another PAG fellow Cesar Legaspi 
received a grant from the Spanish embassy. With the 
help of another PAG stalwart, Fernando Zóbel, the two 
obtained scholarships from the Instituto de Cultura 
Hispánica. At the end of their studies in 1955, Luz solely 
explored Europe. 

Luz found Europe as an exuberant continent, enkindling 
a nostalgia for his native Philippines. During these 
travels, he created numerous drawings of the places 
he visited. Luz's acrobats would manifest themselves in 
these drawings for the first time. These works hark back 
to the bizarre scene Luz witnessed in 1952, in which the 
four men resemble acrobats skillfully balancing on tall 
unicycles. But it was in sunny Madrid, with the spirit of its 
annual 'Carnival' still lingering, where the carnival theme 
would emerge from Luz's creative fountain. Reyes says 
of this period: "The series, which he called Carnival Wall, 
contained the single common image of the Ferris wheel 
rendered as a circular shape with spokes emanating 
from the center. 

In the latter half of the 1950s, covering Luz's return to the 
Philippines, he devoted himself to the subjects of carnivals 
and musicians. Reyes writes: "The carnival theme shifted 
from the simplest renditions of Ferris wheels to the most 
elaborate and filigreed versions." Thanks to these festive 
themes—and his modernist virtuoso—Luz emerged as a 
critically lauded, revered artist.

From the 1960s to the 1980s, Luz temporarily cast aside 
his penchant for the carnival and explored other themes 
in various media: sculpture, collage, and burlap.

Like the gradual circular motion of the Ferris wheel, Luz 
would finally come full circle four decades later. In the 
1990s, he embarked on his most iconic, grandest, and 
sustained series of works—Celebration, Carnival Forms, 
and Forms of Amusement. Particularly in the Carnival 
Forms series, to which the work at hand belongs, Luz 
evokes the exciting and nostalgic atmosphere of a 
carnival executed through his rigorous discipline, solid 
mathematical instincts, and a harmonious relationship 
between linear forms and colors, albeit applied sparsely. 

Reyes writes that Luz further reduced the subject into its 
most elementary forms in these works. The artist uses 
circles of varying sizes to evoke the figures of towering 
yet calming Ferris wheels. Oblongs and ovals represent 
the rousing drops, rises, turns, and sudden speeds of the 
winding roller coasters. The shapes overlap, suggesting 
the carnival's vibrancy, especially when seen from a 
certain distance. 

Luz employs crumpled paper for the bases and loops 
of the roller coasters and the main axles of the Ferris 
wheels. "I had to destroy the smoothness of paper," 
Luz says. The easiest way to destroy the surface of 
the paper is to crumple it, to rid it of its shiny, metallic 
quality. Having done that, the paper is straightened flat 
and glued on plywood. When paint is applied on that 
crumpled surface, you get these intricate webs of lines. 
It's an interesting effect you won't get another way." 

Indeed, in its origins and technical brilliance, Luz's Carnival 
Forms is a celebration of all sorts. It is a testament to 
his versatility in reconfiguring on a much grander scale 
the various subjects that had previously lingered in his 
spirited imagination, thus capably surpassing his own 
creative genius. (A.M.)
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Lao Lianben (b.  1948)

View
signed and dated 1995 (lower left)
acrylic, modeling paste, graphite on paper
15" x 22 1/4" (38 cm x 57 cm)

P 300,000
PROVENANCE
Private Collection, Europe

A first rule in appreciating an abstract (especially a 
minimalist Lao) painting is never to expect a window into 
some visible reality. Lao gives you what you do not see at 
first view. It doubly becomes ironic when the title given is 
“View.” You can be certain that it is not an objective view, 
much less an objectified view.

The artist is not first a visionary but an explorer—an 
embodied or incarnate spirit who is a being-in-the world. 

With an inspired hand, the artist applies a few strokes 
to materialize not a vision of objects. If we are to follow 
the French philosopher Maurice Merleau-Ponty, the artist 
is an explorer who beckons us to enter a world more 
real than our everyday world—a world where we not 
only see but wander around to touch, hear, smell, and 
taste fleeting experiences of quiet energy that calm and 
invigorate us. (Leovino Ma. Garcia)
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Jerry Elizalde Navarro (1924 - 1999)

Balinese Fantasy
signed and dated 1995 (middle left)
acrylic on canvas
16 1/2" x 26" (42 cm x 66 cm)

P 240,000

Jerry Elizalde Navarro's conversations with Botong 
Francisco sparked his interest in the island of Bali. 
Botong wanted to see "The Last Paradise on Earth" 
but never made it. In an Inquirer article dated October 
15, 1989, Navarro mentioned: "In Bali, I thought of my 
friend, the late Carlos V. Francisco, who might have given 
his right arm just to see Bali close, like from ringside." 
Sensational tourism reports about Bali only intensified 
Navarro's desire to encounter the island's sheer beauty. 
Hence, Navarro always thought of Bali as a worthwhile 
experience for every artist who seeks to broaden their 
visual vocabulary and acquire new creative depths.

Navarro commenced the Bali paintings beginning 
in 1989 during his first visit to the island, to which he 
would return occasionally. In the same Inquirer article, 
he wrote: "Bali stuns you with colors. A very vigorous and 
free profusion of colors in the Bali palette plays a major 
role in the unfolding of life there." Bali offered Navarro 
a unique tropical palette inspired by its landscapes, 
biodiversity, and culture.

Navarro proved his capacity in innovating his art to meet 
the coloristic demands of the Balinese by operating 
within the realms of his Asian sensibility. The use of 
naturally occurring colors is essential in Balinese culture. 
Navarro stressed this importance in his Bali paintings 
as an homage to the culture he had grown to love. This 
acknowledgment made Navarro witness Bali as a fusion 
of underlying dynamic forces resulting in an explosion of 
colors rather than a purely visual extravaganza. (A.M.)
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Ramon Orlina (b.  1944)

Majestic Eagle
signed and dated 2009 (bottom)
carved asahi glass
19 3/4" x 5" x 8" (50 cm x 13 cm x 20 cm)

P 1,400,000
PROVENANCE
Finale Art File, For Ateneo Scholars: Tomorrow’s Nation Builders (3rd 
Ateneo Art Auction), Organized by the Ateneo Alumni Association, 
Makati City, October 2, 2010

The Philippine Eagle has long been a symbol of 
courage, strength, and freedom for us Filipinos. 
It is considered the largest of the surviving 

eagle species in the world in terms of length and wing 
surface area. In 1995, then President Fidel V. Ramos 
declared the Philippine eagle as the "National Bird of the 
Philippines" by virtue of Proclamation No. 615. However, 
as of 2022, there are only approximately 400 nesting 
pairs of Philippine eagles left in the wild, with threats to 
its habitat and continued existence mainly brought by 
massive deforestation by big logging companies. Due to 
its critically endangered status, the bird is protected under 
the law through Republic Act 9147, otherwise known as 
"An Act Providing for the Conservation and Protection 
of Wildlife Resources and their Habitats, Appropriating 
Funds Thereof, and for Other Purposes."

As a symbol of our country's (endangered) fauna, the great 
Philippine Eagle encapsulates our genuine aspirations 
of hope and prosperity in the midst of tribulations. 
Pioneering glass sculptor Ramon Orlina sublimely 
captures these values attached to the charismatic bird of 
prey in this piece aptly titled Majestic Eagle.  

Here, Orlina casts his unique reinterpretation of the 
mighty form of our national bird. The sculptor depicts 
the animal as a towering figure, with its impressive 
wings portrayed in a frozen upstroke gesture. The 
solemn, almost hallowed quality imbibed by Orlina to 
his rendition of our might national emblem evokes both 
the Filipino people's spoken and unspoken declarations 
of self-determination enshrined in our colonial past, 
embodied in our challenging present, and continues 
toward a promising future.  

This piece was part of the Ateneo Alumni Association's 
3rd Ateneo Art Auction titled "For Ateneo Scholars, 
Tomorrow's Nation Builders." The sale aimed to provide 
quality Ateneo education to aspiring, academically 
gifted yet underprivileged students who will steer the 
nation toward its future as leaders, innovators, and 
visionaries in their equally important chosen fields. 
The auction was in line with the Ateneo de Manila 
University's mission "to identify, enrich, and embody 
Philippine culture and contribute to the development 
of the nation and the upliftment of Filipinos as part of 
the global community." (A.M.)
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Joseph Tecson (b.  1985) 
Objets d'art
dated 2022
oil on canvas
48" x 60" (122 cm x 152 cm)

P 180,000

88

Rodel Tapaya (b.  1980)

Untitled
dated 2003
mixed media on wood
7" x 5 1/2" (18 cm x 14 cm) each
overall: 10 1/4" x 30 1/2" (26 cm x 77 cm)

P 160,000
Each piece is accompanied by a certificate signed by the artist
confirming the authenticity of this lot

Much of the works of contemporary artist Joseph Tecson 
dealing with portraits subvert the said art form to 
uncover, introduce, and criticize tangible and perceivable 
forms of marked societal contrasts and contradictions 
through his explicit use of subjects and themes. Pervaded 
with an uncanny atmosphere, Tecson aims to question 
dominant social discourses, inciting his viewers to 
question their own preconceived knowledge, views, and 
biases regarding their society.

In this piece, Tecson depicts a scene that is seemingly 
taken from Lauren Greenfield’s 2019 documentary film 
‘The Kingmaker.’ Here, a sinister woman dressed in 

Rodel Tapaya, a well-regarded prolific painter in 
Southeast Asia, continues to push the boundaries of his 
art by emulating age-old narratives with a contemporary 
flair. His style is noted for its motifs rooted in Filipino 
cultural history as well as sharp and often piercing 
commentary on day-to-day life and issues.

As for this early Tapaya piece, however, none of his 
iconic adept manipulation of folk aesthetic and material 

a red Filipiniana gown holds what is likely a gold bar. 
She is depicted standing in her extravagant living room 
discernible in its Victorian-inspired furnishings and 
lavish paintings. Thick impastos blur her face. Tecson’s 
powerful distortion of the subject lends expressiveness 
in providing a compelling commentary of that particular 
person’s true character that unequivocally contrasts 
with her socially perceived nature. Layers of impastos 
permeate the entirety of the composition, imbuing the 
piece with a palpable sense of a potent visual allegory 
alluding to the rampant denial and twisting of long-
proven gospel truths. 

Tecson is a self-taught artist who learned to paint during 
his four-year incarceration starting in 2008 and was 
finally acquitted in 2012. He has mounted exhibitions 
in leading Philippine galleries, such as 1335 Mabini, 
West Gallery, Light and Space Contemporary (which his 
brother, Jason, founded in 2010), Artinformal, and Manila 
Contemporary. In 2014, he was selected as one of the 
resident artists of WhiteSpaceBlackBox in Switzerland, 
where he held his exhibition Inmates + Outmates, which 
showcased portraits of inmates. (A.M.)

is present. His trademark labyrinthine patterns and 
characters that transmit scenes and figures from 
mythologies are missing. Also absent are his signature 
scenes scented with the air of a fairy tale.

This 2003 abstract artwork reflects a time when the 
Filipino visual artist explored a minimalist ‘tabula rasa’ 
mode, a variance from his usual subjects and bold 
colors. (P.I.R.)
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Juvenal Sansó (b.  1929)

Low Tide (Matabungkay)
signed (lower right)
ca. 1970
acrylic on canvas
32" x 51" (81 cm x 130 cm)

P 1,800,000
Accompanied by a certificate issued by Fundacion Sansó
confirming the authenticity of this lot

LITERATURE
Laya, Jaime C., Mariano C. Lao, and Edilberto B. Bravo. Hidden 
Treasures, Simple Pleasures. Makati City: Bookhaven Inc., 2009. 
Full-color illustration and photo caption page 73.

The vividly surreal works of acclaimed artist 
Juvenal Sanso never fail to enchant and enthrall 
the viewer's imagination. By applying a layer of 

ingenuity to his subjects, Sanso breathes life into the 
otherworldly yet familiar flora that inhabit his canvas. 
The result is a spectacularly rendered world that is 
both refreshingly novel, yet distinctly familiar. In this 
particular piece, Sanso turns his attention towards 
one of the Philippines’ original summer destinations: 
Matabungkay Beach. 

Though advancements in travel and new developments 
have diversified one’s vacation choices, this quaint stretch 
of coastline nestled along the Western side of Batangas 
province has undoubtedly acted as the centerpiece for 
many sun-kissed memories. First discovered in the 1950s 
by German immigrants, the development of the area in 
the 1960s quickly turned it into a tourist spot among the 
locals and those residing in the nearby provinces of Laguna 
and Cavite. By the 1980s and 1990s tourists from Manila 
began to flock to the area due to its relative distance 
from the capital, making it the ultimate destination for 
yuppies, college students, and even families looking to 
take a break from the hustle and bustle of urban life. 
Though Matabungkay’s hay day has come and gone, 
one can see Sanso’s work as a vestige and reminder of 
the once perfect vacation destination. (J.D.)

The artist in his newly-remodeled studio. Photo by Gene Fenn, Paris, 1976.
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Daniel dela Cruz (b.  1966)

Cosmos 
2017
mixed media
38" x 12" x 12" (97 cm x 30 cm x 30 cm)

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

EXHIBITED
Artinformal Gallery, Within, Mandaluyong City, June 8 - July 8, 2017

Daniel dela Cruz’s Cosmos was among the works exhibited 
at his 2017 solo exhibit titled Within. The show itself 
sought to explore and communicate the often vague and 
transitory nature of dreams and our own consciousness. 
According to writer Gian Cruz “In these new works by 
dela Cruz, bodies now lay in a dream state and induce 
the twin illusion of fluidity and ephemerality. They evoke 
a strong sense of vulnerability while appearing languid. 
It is a subtle but immense paradox as these bodies are 
rendered predominantly in metal and clear transparent 
resin.” This approach to the exhibit is very much seen in 
Cosmos. In the work we see a human figure seemingly 
suspended in a position that implies sleep or slumber. 
The figure is surrounded by stars and, more importantly, 
an astrological chart. This belief in astrology, or that the 
stars guide and chart our lives is a common conviction 
found in different cultures across the world. But such 
confidence is not present in this particular piece. Instead, 
dela Cruz seemingly implies, in the grand scheme of 
things, we are merely floating or transitory ephemeral 
beings, looking for meaning in things beyond us when in 
fact such things are present within ourselves. 

Though Daniel de la Cruz’s unique and meticulously 
crafted sculptures showcase the artist’s profound and 
intuitive artistic talents, de la Cruz was not originally 
inclined to the arts as he is today. De la Cruz’s parents 
were bent on educating their children as professionals 
such as lawyers or doctors. This goal was eventually 
obstructed by de la Cruz’s love for the arts, a passion 
that grew on him during his freshman year in college. 
After graduating with a degree in Philosophy from the 
University of the Philippines Diliman, de la Cruz decided 
to pursue his passion and shifted to doing art full time.
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Mark Justiniani (b.  1966)

Tukar
signed and dated 2007 (lower right)
pastel on paper
23" x 18" (58 cm x 46 cm)

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

In this work titled Tukar, celebrated contemporary artist 
Mark Justiniani creates a playful composition that veers 
away from his usual works imbibed with heavy social 
commentary or strains of magical realism. “Tukar” 
is a Cebuano word, which means “to play a musical 
instrument.” This particular piece references the term to 
lightheartedly depict a stout man playing his guitar. A 
bottle of beer is placed beside him, suggesting leisure 
and relaxation. (A.M.)
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Arturo Luz (1926 - 2021) 

Collage #2
signed (lower center)
dated 2014
acrylic on paper
15 1/2" x 11" (39 cm x 28 cm)

P 200,000
Accompanied by a certificate issued by Ms. Luisa Luz-Lansigan
confirming the authenticity of this lot

Arturo Luz was among the exceptional practitioners 
of abstract art in the Philippines. The oeuvres of the 
National Artist for Visual Arts are described as "semi-
representational and semi-abstract." His Minimalism 
was a stark contrast to the works of other artists who 
had a preference for vibrant colors and canvases full 
of movement. Furthermore, his aesthetic sensibilities 
were universal and his subjects were morphed from 
recognizable objects to mere artistic elements. The works 
of Luz are collages that explore the use of the material in 
expressing basic elements of painting — lines, form, and 
tone. In the case of this triptych, the white and yellow 
squares and splotches are the only touch of color on the 
black background, an artistic attempt to explore tonality 
and the gradations of shades. (P.I.R.)
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Onib Olmedo (1937 -  1996)

Musicians
signed and dated 1990 (lower right)
acrylic on canvas
29 3/4" x 41 1/2" (76 cm x 105 cm)

P 1,600,000
Accompanied by a certificate issued by Ms. Gisella Olmedo-Araneta 
confirming the authenticity of this lot

PROVENANCE
Acquired directly from the artist by the present owner

LITERATURE
Laya, Jaime C., Mariano C. Lao, and Edilberto B. Bravo. Hidden 
Treasures, Simple Pleasures. Makati City: Bookhaven Inc., 2009. 
Full-color illustration and photo caption page 83.

Onib Olmedo's propensity for subject matters 
related to music can be attributed to his 
daughter, Bambi, who took up ballet classes. 

While Olmedo's works from the 1990s are lighter in 
ambiance than his earlier works that explicitly depicted 
human anguish, alienation, and desolation, they are 
nonetheless still imbued with powerful distortions that 
give credence to his stature as Philippine art's most 
prominent figurative expressionist painter. 

Olmedo's style of figurative expressionism has influenced 
several contemporary artists, notably Elmer Borlongan. 
Of Olmedo's influence on his art, Borlongan praises his 
luminary: "I admire his spontaneity and closeness to his 
subject matter. I love the freedom in his brushstrokes, 
without hewing to the correct proportion of human 
anatomy but capturing the soul of every figure."

The 2000 book Kayumanggi: Biographies of Philippine 
Visual Artists writes: "While most of his works consist of 
faces of people, these are not portraits in the sense of 
physical likeness, but rather haunting soul pictures of 
humans warped and distorted by anguish and suffering, 
victims of social injustice, as well as of their own tortured 
psyches. [Olmedo] has described his art as imploding 
into an inner universe, where bodies glow from within, 

like phosphorescent creatures. [His] figures convey a 
sense of dehumanization and alienation."

The subjects of Olmedo's works are usually inspired by the 
ordinary peoples of Sampaloc and Ermita, which includes 
musicians, workers, vendors, servers, and even prostitutes. 

This work titled Musicians belongs to a distinguished 
collector. The collector revealed that this was one of 
Olmedo's favorite paintings. In this piece, the artist 
depicts an ensemble of cello players in what seems like a 
symphony orchestra. Their faces are highly distorted and 
connote distress. Here, Olmedo captures the numerous 
struggles that a musician must endure. Personal 
and professional setbacks and existential crises have 
pervaded a musician's pursuits. These are issues that 
Olmedo compellingly captures in this painting. 

However, Olmedo's approach to figurative expressionism 
also imbibes a humanizing quality to his subjects, paying 
homage to the triumph of the human spirit in the midst 
of their misery, anguish, and hopelessness. The soothing 
and harmonious sound of an orchestra that is evoked in 
this piece is Olmedo's subtle reminder to the viewer 
that things will all eventually fall into their rightful 
place. (A.M.)

Onib Olmedo (1937 - 1996) © León Gallery Archives.
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Roberto Chabet, the Father of Philippine Conceptual Art, 
is renowned for his experimental works, ranging from 
paintings to sculptures to installations created out of 
everyday materials and found objects. His art has always 
been informed by the intent to question modernity, 
where it is his belief that all things are temporal, 
fleeting, and fluid. Furthermore, Chabet perceived art 
as a democratizing force, able to liberate one’s artistic 
pursuits from the arbitrary shackles of traditional art. 
Hence, he saw his works as liberating given that they no 
longer adhere to a strict style or form.

The oeuvres of Chabet are often regarded as 
groundbreaking and innovative in their production, 
execution, and presentation. A sense of a multilayered, 
multileveled kind of art is present in his pieces. As seen in 
this 1967 painting titled Tarot 19, his approach possessed 
a conceptual or out-of-the-box aesthetic that challenged 
the artistic trends of his era. (P.I.R.)
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Roberto Chabet (1937 - 2013) 
Tarot 19
signed and dated 1967 (verso)
acrylic and collage on board
13 1/2" x 9" (34 cm x 23 cm)

P 180,000
PROVENANCE 
Private Collection, Manila
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Jose Joya (1931 -  1995)

Heat Wave
signed and dated May 22, 1983 (lower right)
collage
22" x 14" (56 cm x 36 cm)

P 1,200,000
Accompanied by a certificate issued by Josefa Joya Baldovino
confirming the authenticity of this lot

Years after he was conferred with the prestigious title 
of National Artist for Visual Arts in Paintings the works 
of Jose Joya remain refreshingly original and unique; 
proof that the prolific painter was decades ahead of his 
time. Critics, academics, and curators alike have often 
claimed that Joya spearheaded the birth, interest, and 
development of abstract expressionism in the Philippines. 
Though Abstract Expressionism was not a novel concept 
in the art world, most of the works produced at the time 
were heavily influenced by Western and European schools 

of thought. Thus, Joya’s were critically lauded for its 
refreshing take on the medium that synthesized the core 
tenets of abstraction and abstract expressionism, but 
revitalized it with local and Asian styles and techniques. 
His works are characterized by calligraphic gestures and 
linear forces that express a spontaneous vitality inherent 
in Oriental and Asian sensibilities. His colors are derived 
from the natural beauty of his surroundings, thus his 
works were often abstract expressionist depictions of 
landscapes and sceneries. (J.D.)
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96  PROPERTY FROM THE ARTIST'S COLLECTION

Juvenal Sansó (b.  1929)

Young Lady with Fan (Miss Rosales)
signed (lower right) 
dated 1949
oil on canvas
24" x 18 1/2" (61 cm x 47 cm)

P 800,000

During Juvenal Sansó’s student years at the 
University of the Philippines School of Fine Arts, 
the promising young artist found companions in 

Larry Alcala, Rodolfo Ragodon, and Benjamin Ossorio. 
But Sansó found a lifelong friendship in the person of a 
lovely enchantress by the name of Tipin Rosales. 

Like her friend and contemporary Sansó, Rosales was 
then a budding artist who mainly focused on themes 
depicting Chinese landscapes and floral subjects. Back in 
their university years, Rosales was very much admired as 
a “Campus Beauty.” 

Rosales had been immortalized in several portraits. One 
such fine example is this 1949 work by Sansó, which 
depicts Rosales holding a hand fan, thus resembling a 
dignified empress. Her sultry eyes, mesmerizing side 
profile, sharp nose, and naturally plump lips bear the 
hallmarks of her bewitching beauty. Indeed, one can 
imagine Rosales as the belle of every ball, a guaranteed 
head-turner whenever she graced the halls of the fine 
arts building at UP. 

This portrait is one of two works by Sansó, in which 
Rosales is the primary muse.  

Aside from Sansó’s canvas, the comely Rosales had 
also been revered in works by several other prominent 
artists. This included Fernando Amorsolo, the Dean of 
the UP School of Fine Arts during Sansó and Rosales’ 
time, and Ireneo Miranda and Guillermo Tolentino, two 
of their respected professors at the university. The famed 
cartoonist Larry Alcala had also immortalized Rosales in 
his Tipin comic strips, published from 1951 to 1965 in 
Hiwaga komiks. (A.M.)

Top: Sanso is encircled on the top row and Ms. Rosales and Fernando Amorsolo on 
the bottom row. © UP School of Fine Arts, 1950-1951. Middle: Ms. Rosales in the 
center. Bottom: Ms. Rosales in the center and Mr. Sanso on her right.
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Zean Cabangis (b.  1985)

That's What She Said; 
That's Not What She Meant
signed and dated 2011 (lower right)
acrylic and emulsion transfer on canvas
48" x 45" (122 cm x 114 cm)

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

EXHIBITED
Artinformal Gallery, Walking on Thin Ice, 
Mandaluyong City, April 7 - 25, 2011

Often seen as one of the leading voices of Contemporary 
Filipino Abstraction, Zean Cabangis' novel and unique 
approach to the craft has revitalized the medium and 
tradition. His dedication to artistic innovation has led 
him to develop his own signature form of abstraction 
which utilizes acrylic and emulsion transfers to achieve 
unconventional yet creative forms and figures. Cabangis' 
work is heavily inspired by the various scenes that make 
up everyday life, such as patterns, shapes, colors, and 
even memories. Thus, one can view Cabangis' work as 
not merely an example of abstraction, but as a keen set 
of lenses that allows one to view the true nature of reality.

98

Oscar Zalameda (1930 -  2010)

Fish Vendors
signed (lower right)
oil on canvas
25 3/4" x 34 3/4" (65 cm x 88 cm)

P 400,000
PROVENANCE
Private Collection, Manila

The celebrated modernist Oscar Zalameda is Lucban's 
most treasured and notable personality. His revered 
stature is second only to the town's famed Pahiyas Festival. 
As an artist possessing a dynamic nature, Zalameda is 
the personal embodiment of Lucban's colorful heritage. 
During his artistic prime, he regularly invited his friends 
to stay in the Lucban house he built and experience the 

high-spiritedness of the Pahiyas. Zalameda's unfaltering 
bond with his hometown is manifested in his works. The 
artist's animated interpretation of Cubism reflects the 
town's vibrancy. Forms and colors merge, engendering 
a charming visual poetry that evokes an exuberant 
celebration of Zalameda's native roots. 

This quality is particularly apparent in this piece's 
technical brilliance, in which the artist depicts fisher 
folks after a day's bountiful catch of blessings from the 
sea. Zalameda paints a bursting pink backdrop that 
complements and enhances, not oversaturates, the 
entire composition. The subjects' well-defined figures 
are made distinct through the boldness of their colors. 
Through this harmonious interplay between form and 
color—and his fostering of Lucban-inspired aesthetics, 
Zalameda pays cordial homage to his origins. Thus, 
Zalameda was among the first recipients of the Quezon 
Medalya ng Karangalan in the early 1970s. (A.M.)
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Jose John Santos III (b.  1970)

Naghaharing Reyna (Queen on High)
signed and dated 2004 (middle right)
mixed media
48" x 24" (122 cm x 61 cm)

P 2,400,000
PROVENANCE
Private Collection, Manila

José John Santos is one of the Philippines’ most important 
contemporary artists, drawing in his avid Filipino and 
international audiences to a mysterious but personal 
narrative — but also to his keenly observed insights into 
our psyches.

He is an expert in the taut relationship between men and 
women, husbands and wives, and there is almost always 
a sense of the autobiographical in these works.

There are, after all, no accidents, in a John Santos painting.

The mood is set with the theme of playing cards, a 
reference to the luck of the draw that so often happens 
in matters of the heart. The ‘Naghaharing Reyna (Queen 
on High)’ is a favorite Filipino reference to the country’s 
matriarchal society. The queen reigns not over the heart 
in this case, but the hard-edged diamond, a symbol of 
practicality, if not pragmatism. She sits in studied languor 
with one arm under her head as if to give the appearance 
of ease; but of course, the opposite is true.

As her opposite is the king, wearing a paper crown. While 
the queen is dressed in old-fashioned terno and panuelo, 
he is garbed in a sleek modern tee and sports jacket. 
The queen reigns under the Filipino-language banner 
“Reyna”; he rules in the millennial English world as 
“King.” The numerals XXIV suggest that it is for all of the 
twenty-four hours.

Of course, things are never as they seem in a John Santos 
painting and there are endless revelations to be made as 
he examines past, present, truth and memory.

The Queen’s Gambit
by L ISA GUERRERO NAKPIL

José John Santos III has continued to break new ground 
as an artist. Named as one of the Cultural Center of 
the Philippines 13 Artists in 2000, he has gone from 
strength to strength. He exhibited at the The Armory 
Show, one of the oldest and  most important art fairs in 
the United States.  In 2018, the Hirshhorn Museum and 
Sculpture Garden in Washington D.C. — the modern and 
contemporary art museum of the Smithsonian Institution 
which is the national museum of the United States — 
accepted the donation of the José Santos III sculpture, 
“The Order of Things No. 3.”  This event marked the first 
time that a Filipino artist, or a Southeast Asian artist for 
that matter, was accorded this honor.
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Rodel Tapaya (b.  1980)

Dalagang Filipina
signed and dated 2011 (lower left)
acrylic on canvas
48" x 36" (122 cm x 91 cm)

P 500,000
PROVENANCE
Pintô Art Museum, Antipolo, Rizal

EXHIBITED
Glorietta Art Space, Believe It Or Not, Makati City, October 8 - 22, 2011
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Christian Tamondong (b.  1976)

Shakes & Bows
signed (lower left) and dated 2006 (verso)
acrylic and oil stick on canvas
48" x 48" (122 cm x 122 cm)

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

PROVENANCE
Art Verite, Taguig City

The ardent nature of an artist to tell stories is present in 
the oeuvres of Rodel Tapaya. Aplenty of narratives and 
anecdotes are found in his paintings, assimilating themes 
ranging from folklore to social realities — all embedded 
in Filipino cultural history. The characters that appear in 

An encounter with the oeuvres of Christian Tamondong 
evokes a sense of wonder for his intense colors that 
beckon us to a world of our childhood. His artworks 
are characterized by bold and vibrant colors applied 

his mythical world all possess an allegorical significance, 
reanimating them into integral aspects of his tale-to-
tell. Furthermore, his imagery is always predicted by 
native lore, which eventually intersects with society’s 
present concerns. His pieces, thus, are a reflection and 
commentary on the tribulations of his country.

This 2011 Tapaya painting titled Dalagang Filipina 
portrays a woman singing while cooking. It is a 
superstition in the Philippines that a female, who has 
never been married, should not sing as she cooks because 
it will make her a maiden for the rest of her life. Another 
belief is the said act will curse the woman to marry an 
older husband. At the back of the subject is a figure of 
an old person sitting in a wheelchair, perhaps indicating 
a premonition of her fate. (P.I.R.)

in their purest intensity, confronting the mundaneness 
of often rigorous adulthood through unconstrained, 
unapologetic, and spirited imagination.
In this 2006 piece titled Shakes & Bows, his use of color, 
shape, and space can be seen as a brilliant display 
of form and control. Furthermore, his precise hand 
skillfully directs what would have been a hodge-podge of 
disparate elements into a cohesive whole. Each figure in 
the piece, no matter the style or technique, exhibits the 
mastery of Tamondong over his craft.

Tamondong's child-like approach serves a double 
entendre: while the forms appear naive, his themes are 
thoughtful meditations on the exuberance of life. His 
canvases show the visual artist’s delightfully lighthearted 
attitude to making art as he captures merriment through 
the eyes and wonder of a child. (P.I.R.)
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Lao Lianben (b.  1948)

Voices
signed and dated 1998 (lower left and verso)
acrylic modeling paste on canvas
48" x 84" (122 cm x 213 cm)

P 5,000,000
PROVENANCE
Acquired directly from the artist by the present owner

A first rule in appreciating an abstract (especially 
a minimalist Lao) painting is never to expect a 
window into some visible reality. Lao gives you 

what you do not see at first view. It doubly becomes ironic 
when the title given is “View”. You can be certain that it 
is not an objective view, much less an objectified view. 

In the case of the painting “Voices”, we are already 
provided with a clue. It does not immediately refer to the 
sense of sight but to another sense—the sense of hearing. 

The artist is not first a visionary but an explorer—an 
embodied or incarnate spirit who is a being-in-the world. 
With an inspired hand, the artist applies a few strokes 
to materialize not a vision of objects. If we are to follow 
the French philosopher Maurice Merleau-Ponty, the artist 
is an explorer who beckons us to enter a world more 
real than our everyday world—a world where we not 
only see but wander around to touch, hear, smell, and 
taste fleeting experiences of quiet energy that calm and 
invigorate us.

A Lao Masterpiece
by LEOVINO MA.  GARCIA
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Voices, Lao Lianben (b. 1948)



T H E  M A G N I F I C E N T  S E P T E M B E R  A U C T I O N  2 0 2 2 138L E Ó N  G A L L E R Y137

103

Geraldine Javier (b.  1970)

All - Seeing
signed and dated 2005 (lower right and verso)
oil on canvas
60" x 48" (152 cm x 122 cm)

P 700,000

Concepts related to faith and religion have featured 
prominently in Geraldine Javier’s oeuvre. Such is the case 
with this particular piece titled All-Seeing, where the artist 
subverts the supposed divinity of God. In her formative 
years, Javier became deeply exposed to the rudiments of 
the Catholic faith. This work is representative of Javier’s 
art from the mid-2000s that questions the Church’s long-
held dogmas and teachings. Through these works, Javier 
critically examines the importance and role of religion 
in a world that has remarkably veered away from the 
sacred since the Age of Enlightenment. 

The work’s title is a double entendre on the notion of 
God’s omniscience—his infinite awareness and insight. 
In this piece, Javier depicts God as a towering uncanny 
figure whose hands resemble the Salvatore Mundi 
pose. Instead of the right hand raised in blessing, it is 
directed below, seemingly targeting the mortal domain 
and implying callousness. His face denotes an evil grin, 
like a frightening clown that has constantly disturbed 
our wild imaginations as a child. Behind him is a sinister 
background, in contrast to the glorious depiction of the 
heavens in traditional art. The man’s character leads 
us to question God’s supposed omniscience: As an all-
knowing being, does God delight in witnessing humanity 
suffer? Does he possess an egotistical character, reveling 
in knowing the fact that the more we suffer, the more we 
unceasingly plead to him? Did God give us free will only 
to let us suffer the consequences of having such? (A.M.)
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Louie Cordero (b.  1978)

Free Radicals
signed and dated 2014 (lower right)
acrylic on canvas
60" x 66" (152 cm x 168 cm)

P 900,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

EXHIBITED
West Gallery, Color Combo Phantasma, Quezon City, 
October 30 - November 29, 2014

In his 2014 exhibition titled Color Combo Phantasma, 
to which the work at hand belongs, contemporary artist 
Louie Cordero plays with the full potential of color in 
juxtaposition with its main subject to engender what the 
artist referred to as “the incoherence of forms against 
the incoherence of the imagination.” In Wasak: Filipino 
Art Today, Cordero’s art is described as having “an air 

of ambiguity” where “a world that is often described 
as bizarre or riotous, and sometimes even grotesque or 
abject” is the commanding element of the entirety of the 
canvas. In addition, foremost art critic Alice Guillermo 
describes Cordero’s works as “corrosive candy pop.” 
Guillermo expounds: “Louie Cordero follows in the wake 
of Ocampo, although he has worked before on his own. 
More importantly, he has devised his own style out of the 
possibilities that have been opened. His art springs from 
an explosive mélange of dada, surrealism, pop, comics 
and Japanese manga; familiar idioms, yes, but in his 
hands taking an astonishing turn.” (A.M.)
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Fernando Amorsolo (1892 - 1972)

Nude Woman
signed and dated 1960 (lower right)
oil on canvas
15 5/8" x 19 5/8" (40 cm x 50 cm)

P 1,200,000
Accompanied by a certificate issued by Mrs. Sylvia Amorsolo-Lazo
confirming the authenticity of this lot

PROVENANCE
Private Collection, Manila

Since Fernando Amorsolo's depiction of the nude is 
symbolic of his unyielding homage to the female 
form, the maestro's painterly affair with the art form 

lasted until the final decade of his prolific artistic career. 
Although Amorsolo imparts the techniques he acquired 
from Western academism in these works, the artist does 
not veer away from imbuing them with his own ideal of 
the female form—delicate and rounded, thus evoking 
expressions of innocence, gracefulness, and youthfulness. 

These qualities are evoked in this 1960 piece, where 
the maestro's trademark impasto strokes exude 
expressiveness. Sylvia Amorsolo-Lazo describes this piece 
as a "rough study of a nude woman." 

"The woman lies on a bed with her right and resting 
arm on top of her forehead while her left arm rests over 
the side of her head," Amorsolo-Lazo writes. "Both her 
hands are clasped together. The legs are positioned in 
such a way that her right thigh is over her left thigh, and 
the right lower leg is over and across the left lower leg. 
With her eyes closed, it gives the impression that she is 
comfortable asleep with a pillow under her head. 

"Rough and colorful brush strokes produce draperies 
spread all over the bed. At the background is an 
impression of the interior of the room," Amorsolo-Lazo 
concludes. 

In this work, the woman does not succumb to conservative 
notions regarding nudity, especially that of a female. She 

revels comfortably in the bare state of her beautiful and 

admirable physical makeup. The woman exercises her 

utmost expression of female autonomy in her unclad 

beauty—an intimate declaration of uncompromising 

defiance of hegemonic masculinity. She is in a harmonious 

relationship with her own self. 

Due to Amorsolo's usual depiction of the female figure 

delighting in her solitary state, the artist connotes a 

compelling statement: that as a "true, Filipino gentleman 

painter," it is an inherent quality in him to celebrate the 

female form, not fetishize nor conform it to appease and 

entice the male gaze. This is where the innate power of 

Amorsolo's nudes lies. (A.M.)
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Arturo Luz (1926 - 2021)

Imaginary Landscape No. 5
signed (lower left) and dated 1999 (verso)
acrylic on canvas
36" x 48" (91 cm x 122 cm)

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

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

using his trademark geometric abstract-minimalist style. 
With his Cities of the Past and succeeding works, Luz 
reconstructed the numerous lost civilizations whose 
majestic urban landscapes are now only perceived in the 
annals of history.

In Imaginary Landscape No. 5, Luz presents an 
assemblage of what seems to be ancient palaces. 
Set on three alternating strips of black and brown, 
monochromatic grids of lines form the framework of the 
grass-like edifices. With their sweeping vertical contours, 
Luz gives a dynamic quality to the structures. This distinct 
characteristic is enough to penetrate and stimulate the 
viewer's imagination so as to generate a picture of an 
architectural spectacle. Despite the potency of the piece, 
it does not come out as overbearing. The work gives off 
a tranquil atmosphere, akin to the gentle swaying of 
grass in the afternoon breeze, due to Luz's mathematical 
instincts resulting in a refined precision and coherence of 
linear forms. Thus, Luz breathes an idyllic, new life into 
the long-vanished structures that once dominated the 
sublime landscape of a lost city. (A.M.)

Along with her husband, Angelito Antonio, Norma 
Belleza is considered one of the living champions of the 
urban folk genre painting. Although Belleza's palette 
has always resulted in brightly depicted and exuberant 
themes and subjects, the physique and facial expressions 
of the figures that people her canvases say otherwise. They 
narrate the often-overlooked stories of the Filipino masses.

Belleza's maximalist approach to painting shows the 
multifaceted struggles of the ordinary people—mothers 
juggling between taking care of their children and making 
ends meet; small vendors selling all kinds of goods 
while lacking a suitable environment due to rampant 
commercialization; farmers whose covered faces hide 
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Norma Belleza (b.  1939)

Mag-Ina
signed (lower center)
dated 1986
oil on old wood
D: 18" (46 cm)

P 80,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

the decades-long neglect and exploitation they have 
been suffering from. 

Nonetheless, the vibrancy of Belleza's canvases sheds 
light on these people's innate strength; through their 
collective actions, they possess the power to engender 
radical social change. (A.M.)
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Elmer Borlongan (b.  1967)

Siesta 
signed and dated 2000 (lower left) 
charcoal on paper
14 1/2" x 21" (37 cm x 53 cm)

P 100,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

EXHIBITED
The Drawing Room, Lifeline, Makati City, April 15 - May 9, 2000

A leading light in the Philippine Visual Arts, Elmer 
Borlongan emerged as an artist with his depictions of 
simple subjects who deal with the confined spaces of 
modernity. He often finds himself sketching on a daily 
basis, a regular habit that comes almost instinctively. 
His drawings serve as visual diaries and a tool to further 
hone his skills — both as mental and artistic exercises. 
Heavily influenced by the plight of the human condition, 

Borlongan effectively infuses social realism with his 
unique brand of surrealism. The result is a masterwork of 
carefully and meticulously layered elements that reveal a 
certain kind of poetic symbiosis. Even in his more simple 
endeavors, his characteristic style and intention never 
shies away from his extensive corpus. (P.I.R.)
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Escritorio (Dropfront Desk)
Baliuag, Bulacan
second quarter of the nineteenth century (1825–50)
narra wood (stained dark), carabao bone, lanite 
wood, and kamagong wood inlays
45 3/4" x 43" x 22 1/4" (116 cm x 109 cm x 57 cm)

P 1,000,000
PROVENANCE
Private Collection, Manila

One of the most popular, most personal, and most 
useful of items in the Baliuag furniture repertoire 
was the “escritorio” or dropfront desk. It was 

a solid, square affair usually with four drawers, with the 
top drawer front collapsible to reveal a functional desk.  
It was embellished with carabao bone, kamagong, and 
lanite wood inlay as with all Baliuag furniture. Early 
productions were austere affairs with inlays of monastic 
simplicity.  Later productions tended to be elaborate 
celebrations of inlay art. However, in whatever style, 
the best of Baliuag productions exhibited a patrician 
refinement and utter precision in ornamentation, elusive 
qualities sought by the discriminating and demanding 
collectors of this exquisite genre.

The top of this example is a single piece of golden narra 
wood with receding moldings on its three front sides. The 
entire front of the casing or the drawer surrounds are 
set with kamagong strips inlaid with a pattern of bone 
diamonds enclosed by bone line inlay. The sides of the 
cabinet composed of two vertical planks are decorated 
with simulated panels of lanite, kamagong and bone 
inlay. A simple garland of stylized bone flowers and 
kamagong line inlay crowns the simulated panel. The 
four drawers are embellished with lanite and kamagong 
line inlays simulating neoclassical panels.  The two knobs 
on each drawer are of kamagong. The front of the top 
drawer falls to reveal an elegant workspace for reading, 
writing, and studying with small shelves, drawers, and 
slots;  sometimes there are secret compartments.  The 
use of carabao bone, kamagong, and lanite inlay in this 
comoda can be described as restrained and elegant, 
actually a trademark of genuine early Baliuag pieces.  

The entire casing rests on four vase–shaped feet with 
brackets on both corners.  The feet are inlaid with a single 
flower of bone on each side as well as graceful leaves of 
kamagong.  The back of the comoda is composed of three 
vertical planks of golden narra wood.  The overall look 
of this Baliuag “comoda” is reminiscent of an American 
Federal commode.

Ironically, the United States of America, not Madre 
Espana, was the major trading partner of Las Islas 
Filipinas during the 1800s.  American trading houses --- 
Russell & Co, Heard & Co, Olyphant & Co, Perkins & Co, 
WS Wetmore & Co, et al --- set up their headquarters 
and bonded warehouses  in Binondo and put up satellite 
offices and warehouses in the provinces.  Probably due 
to American impetus or initiative, an operation producing 
furniture in the fashionable American Federal style but 
decorated with inlays of carabao bone and kamagong 
wood (a very few with nacre/mother–of–pearl) began 
from around 1800 in Baliuag, Bulacan.   Chairs, armchairs, 
altar cabinets, commodes, dropfront desks, sewing tables, 
beds, wardrobes, small center tables, occasional tables, 
segmented dining tables, and sideboards all adorned 
with carabao bone and kamagong inlays were produced 
primarily for the local market, although many American 
and European expatriates purchased pieces which they 
brought back with them to their home countries.

So strong was the American connection and inclination 
to Baliuag–style  furniture that when the United States 
Army under General Lawton arrived in that town in 1899, 
the enterprising townsfolk displayed new and old Baliuag 
furniture at the San Agustin parish church patio, knowing 

by AUGUSTO MARCELINO REYES GONZALEZ I I I

Photo: Patrick Diokno
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full well the Americans would find them irresistible and 
purchase them.  The townsfolk were not mistaken as the 
pieces were promptly acquired by the Americans, mostly 
the officials.

Baliuag–style furniture was derived directly from 
American Federal style, its clean lines and symmetry took 
inspiration from the work of the English cabinetmakers 
Thomas Chippendale, George Hepplewhite, and Thomas 
Sheraton.  They in turn were inspired by the French 
ebenistes to the Bourbon royals --- Jean–Francois 
Oeben, Jean–Henri Riesener, Martin Carlin, Bernard van 
Risenburgh II, Adam Weisweiler, et al.      

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

“The style may have originated from an atelier in the town of 
Baliwag, Bulacan, and diffused from there (up to Penaranda, Nueva 
Ecija, as Tinio points out;  Penaranda must have been at the end 
of a riverine exchange system).  The Bulacan–Pampanga tradition 
is based on neoclassicism as interpreted by the British furniture 
stylists, particularly Thomas Sheraton.  Great Britain’s was by then 
the largest economic system in the world, and Bulacan–Pampanga 
sugar was passing through trading houses dealing with the English.  
Sojourns and education may have also been agencies through which 
British influence was absorbed.  Some Filipinos are known to have 
studied in London and in Calcutta, India, which was a British 
colony then.”   

“The Bulacan–Pampanga tradition also produced case furniture 
with the same austere lines.  There are examples of plain chests of 
drawers on bracket feet and with no decoration at all.  Some have 
very restrained inlay work to outline the drawers.  At the high point 
of the style, the drawers were ornamented with garlands of leaves 
and flowers and bordered with matang–pusa and hilis–kalamay.”         
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Batangas Mesa Altar (“Olympic”)
Batangas province
third quarter of the nineteenth century (1850–75)
tindalo wood
38" x 57 1/2" x 22 3/4" (97 cm x 146 cm x 57 cm)

P 2,400,000
PROVENANCE
Dimatulac family, Batangas

This elegant example of a neoclassical “mesa 
altar” altar table of reddish– purple “tindalo” 
wood from Batangas province has two thick 

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

There are five drawers, two on top of three, applied 
with bone line inlay to simulate panels; these are fitted 
with traditional brass ring pulls. The front of the casing 
surrounding the five drawers is inset with kamagong 
strips on which repetitive sequences of carabao bone 
diamonds, lozenges, and rosettes are inlaid, a Batangas 
hallmark. Underneath the three drawers is an undulating 
“cenefa”/apron bordered with the guilloche pattern 
centered by an oval plaque with recessed square cutwork 
(reminiscent of the various plaques in the flanges and 
“cenefas”/aprons of the “Batangas Uno” mesa altar) 
flanked by engraved scrolls and stylized leaves. The sides 
of the casing are two horizontal solid pieces of “tindalo” 
and these are also supported by undulating “cenefas”/
aprons bordered with the guilloche pattern. The back of the 
casing are also two horizontal solid pieces of “tindalo.”

Supporting the four sides of the casing are distinctive, 
turned baluster legs with extended feet. The bulbous 
turned legs are the most distinctive feature of this 
“Olympic” mesa altar. This altar table was surely 
produced by master craftsmen in Batangas during the 
middle of the nineteenth century.

“Batangas Uno” for the rococo prototype, “Batangas Dos” for the 
transitional version from rococo to neoclassicism, and “Tuwid” for the 
neoclassical archetype were the terms coined by Filipiniana scholar/
jeweler/antique dealer Ramon Villegas and antique dealer/wood 
expert Osmundo Esguerra as they identified and described a series of 
remarkably crafted, Sinitic, Batangas “mesa altar” altar tables in the 
late 1970s. Of the three types, a genuine “Batangas Uno” rendered in 
reddish– brown “balayong” wood is the most coveted piece sought by 
serious Filipino collectors since the postwar years.

Villegas and Esguerra theorized that there was a master cabinetmaker 
in what is now Taal town who produced the “Batangas Uno” prototypes 
from the mid–eighteenth century onwards (or even earlier). Through 
European trade with restrictive China, the rococo and chinoiserie 
fashions spread far and wide, reaching the shores of Las Islas Filipinas, 
to Batangas province. Rococo was a French royal style based on 
shells, rocks, waves, swirls, and confusion in general; Chinoiserie was 
an allied/complementary style: an entirely European fantasy about 
the mythical Cathay or China which made use of various materials 
(French silk, embroidery, black lacquer, red lacquer, ivory and ebony 
finishes, etc) and motifs (dragons, Foo dogs, Ho–Ho birds, phoenixes, 
cranes, etc) to make things look fashionably Oriental. The Filipino 
and Chinese master cabinetmakers were doubtless influenced by the 
novel artistic trends and incorporated these to the traditional Ming 
altar table and produced the legendary “Batangas Uno” mesa altar 
with its rococo flourishes. Later on in the eighteenth century, as a 
light neoclassicism became the fashion, the rococo exuberance was 
considerably toned down for the “Batangas Dos” mesa altar.  The 
design was further pared down during the early nineteenth century 
when Napoleonic neoclassicism or the Empire style was the vogue 
and when the “Tuwid” mesa altar was produced.  In any case, the 
said series of Batangas altar tables --- “Batangas Uno,” “Batangas 
Dos,” “Tuwid” --- have long been prestigious possessions by their own 
merits and will continue to be so in the years to come.
 
The lure of antique Batangas furniture for serious collectors lies 
in their deliberate Oriental geometry of scale and proportion, fine 
mature hardwoods, precise Chinese–style construction with classical 
mortise–and–dowel techniques, and proven age–old durability.  
During the early 1980s, Filipiniana scholar/jeweler/antique dealer 
Ramon Villegas and antique dealer/wood expert Osmundo Esguerra 
engaged in serious research and revived interest in antique Batangas 
furniture --- with its timeless beauty and discreet refinement --- 
among top collectors and the fascination has not waned since then.

by AUGUSTO MARCELINO REYES GONZALEZ I I I
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Marble Top Round Table
H: 31" (79 cm)
D: 47" (119 cm)

P 300,000

Marble-topped tables were always status 
symbols in upper class colonial homes. This was 
because the tops were imported, usually from 

China. The diameter of the top and the complexity of the 
carving on the base added to the status of the owner. 
The bigger the marble top and the more elaborate the 
carving on the base, the higher was the status awarded 
to its owner. Looked upon with awe and envy were large 
marble tables. The marble top has a narra baluster leg 
ending in three scrolled legs with paw feet. Its shaft, 
carved with an unopened bunch of acanthus leaves tied 
at the neck with a pair of slim moldings, has a ring below 
it carved to resemble a bracelet with a series of oval 
beads nestled on concave ovals that are joined together 
by a wide, half-round molding. The three legs of the table 
are in the form of S-shaped foliate scrolls attached to 
the cylindrical base of the pedestal. From the bottom 
of each scroll emerges a lion’s paw that ends in paw 
feet grasping a flattened ball. (From the Archives of Martin 
I. Tinio, Jr.)
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A Comoda De Poste
Baliuag, Bulacan 
second quarter of the nineteenth century (1825–50)
alintatao wood
carabao bone, lanite wood, 
and kamagong wood inlays
46" x 50" x 21 1/2" (117 cm x 127 cm x 55 cm)

P 1,000,000
PROVENANCE
Manlapaz family, Pampanga

“Singular” and “exceptional” are the best descriptions 
for this particular comoda de poste crafted of exotic 
(and probably extinct) alintatao or satinwood made in 
Baliuag, Bulacan from around 1825–50.  “Restrained,” 
“careful,” and “deliberate” are appropriate descriptions 
for its refined carabao bone, kamagong wood, and 
lanite wood inlay ornamentation.  The top is a single 
piece of alintatao wood, decorated on its three edges 
by a pattern of bone lozenges centered by diamonds 
connected by lanite line inlay.  The two top drawers 
are decorated with unusual kamagong line inlay in a 
diamond pattern, accented with kamagong diamonds 
and rectangles;  these are flanked by two small drawers 
for candles.  There are four conventional drawers 
underneath, the case flanked by four turned and thinly–
reeded kamagong columns attached under the candle 
drawers and to the apron, the case set on an apron and 
supported by four stylized urn feet.  The two front sides 
of the case are each decorated with a strip of carabao 
bone inlay delicately sectioned to simulate rope;  it is an 
understated but crucial feature found only in the earlier 
and better–crafted Baliuag pieces during the middle of 
the nineteenth century and before.  The four drawers are 
embellished with kamagong line inlays simulating late 
neoclassical panels;  undulating kamagong line inlay, 
as in a festoon, connects the two kamagong knobs on 
each drawer which are in turn encircled by kamagong 
triangles.  Under the four drawers is a base exactly like 
the top, adorned on its three edges by a pattern of bone 
lozenges centered by diamonds connected by lanite line 
inlay;  as above, so below.  Underneath the base is an 
apron embellished with a pattern of bone rectangles 
enclosed by kamagong line inlay over a pattern of 

kamagong line inlay with two bone diamonds enclosing 
it, as in a sandwich.  The general look of this Baliuag 
comoda de poste is reminiscent of an American Federal 
commode.  Given its unusually refined ornamentation, it 
is certainly a bespoke piece crafted for its first owner.

Alintatao or satinwood is native to India, Sri Lanka, and 
Southeast Asia.  It once grew abundantly in dense and 
humid Philippine forests.  It is a dense, close–grained 
golden yellow wood with beautiful figure when sanded 
and finished.  Alintatao’s dense, close–graining, and 
golden yellow color resemble the more famous molave 
hardwood in appearance and behavior but not in texture.

Ironically, the United States of America, not Madre 
Espana, was the major trading partner of Las Islas 
Filipinas during the 1800s.  American trading houses --- 
Russell & Co, Heard & Co, Olyphant & Co, Perkins & Co, 
WS Wetmore & Co, et al --- set up their headquarters 
and bonded warehouses  in Binondo and put up satellite 
offices and warehouses in the provinces.  Probably due 
to American impetus or initiative, an operation producing 
furniture in the fashionable American Federal style but 
decorated with inlays of carabao bone and kamagong 
wood (a very few with nacre/mother–of–pearl) began 
from around 1800 in Baliuag, Bulacan.   Chairs, armchairs, 
altar cabinets, commodes, dropfront desks, sewing tables, 
beds, wardrobes, small center tables, occasional tables, 
segmented dining tables, and sideboards all adorned 
with carabao bone and kamagong inlays were produced 
primarily for the local market, although many American 
and European expatriates purchased pieces which they 
brought back with them to their home countries.

by AUGUSTO MARCELINO REYES GONZALEZ I I I

Photo by Patrick Diokno
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So strong was the American connection and inclination 
to Baliuag–style  furniture that when the United States 
Army under General Lawton arrived in that town in 1899, 
the enterprising townsfolk displayed new and old Baliuag 
furniture at the San Agustin parish church patio, knowing 
full well the Americans would find them irresistible and 
purchase them.  The townsfolk were not mistaken as the 
pieces were promptly acquired by the Americans, mostly 
the officials.

Baliuag–style furniture was derived directly from 
American Federal style, its clean lines and symmetry took 
inspiration from the work of the English cabinetmakers 
Thomas Chippendale, George Hepplewhite, and Thomas 
Sheraton.  They in turn were inspired by the French 
ebenistes to the Bourbon royals --- Jean–Francois 
Oeben, Jean–Henri Riesener, Martin Carlin, Bernard van 
Risenburgh II, Adam Weisweiler, et al.      

Ramon N. Villegas wrote about the Bulacan–Pampanga tradition of 
Philippine furniture, also known as the Baliwag style:  “Representative 
of the Bulacan–Pampanga tradition, popularly known as the 
Baliwag style, is the sideboard, the extendable dining table with 

matching chairs, the chest of drawers, and the large comoda.  The 
style makes use of narra and kamagong in combination, as well as 
inlaid ornamentation with bone and contrasting woods.”     

“The style may have originated from an atelier in the town of 
Baliwag, Bulacan, and diffused from there (up to Penaranda, Nueva 
Ecija, as Tinio points out;  Penaranda must have been at the end 
of a riverine exchange system).  The Bulacan–Pampanga tradition 
is based on neoclassicism as interpreted by the British furniture 
stylists, particularly Thomas Sheraton.  Great Britain’s was by then 
the largest economic system in the world, and Bulacan–Pampanga 
sugar was passing through trading houses dealing with the English.  
Sojourns and education may have also been agencies through which 
British influence was absorbed.  Some Filipinos are known to have studied 
in London and in Calcutta, India, which was a British colony then.”   

“The Bulacan–Pampanga tradition also produced case furniture 
with the same austere lines.  There are examples of plain chests of 
drawers on bracket feet and with no decoration at all.  Some have 
very restrained inlay work to outline the drawers.  At the high point 
of the style, the drawers were ornamented with garlands of leaves 
and flowers and bordered with matang–pusa and hilis–kalamay.”

Photo by Patrick Diokno
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Baul Mundo 
Binondo, Manila
1565–1815 (Galleon Trade between Manila 
and Acapulco) 
kalantas wood (Philippine cedar)
20" x 31" x 18" (51 cm x 79 cm x 46 cm)

P 500,000
PROVENANCE
Collection of Don Zacharias Rocha of Bohol

This “baul mundo” or traveling chest is carved 
with native Filipino foliar and floral motifs in 
relief in frank imitation of Moorish stamped 

leather from Cordoba, Spain.  It is a direct artistic legacy 
of “Al–Andalus,” the Islamic kingdom in Spain which 
lasted from 711–1492, a golden era when the sciences --- 
mathematics, astronomy, botany, agriculture, medicine, 
pharmacology --- and the arts --- architecture, gardening, 
the fine arts --- flourished in a manner unrivaled by the 
Western world. 

These chests were usually crafted by Filipino and Chinese 
carpenters and carvers in Binondo from the 1600s–1700s, 
brought to the Binondo church or Intramuros churches 
for the Roman Catholic blessings, packed with various 
Chinese luxury goods --- silk, porcelain, lacquerware, tea 
--- at Cavite Puerto, and loaded on to the galleons for the 
long and dangerous trip east across the Pacific Ocean 
to Acapulco in Mexico.  If the trips were successful --- if 
the galleons were not sunk by storms or attacked by 
pirates --- these chests returned to Cavite Puerto loaded 
with thousands of Mexican silver coins which were the 
lifeblood of the Spanish colony in Las Islas Filipinas.  

These ornate chests were admired for their beauty 
and durability and, after the Galleon Trade ended in 
1815, were eventually kept by their stewards in church 
convents, government buildings, and houses.  Before the 
postwar antique collecting craze 150 years later, these 
ornate chests were still found in those places where 
they had been left since 1815.  Some relatively pristine 
examples were found abroad in convents and houses 
near Acapulco in Mexico and near Cadiz in Spain (where 
the ships from Acapulco docked);  oddly enough, some 
were found in far–flung areas of those countries.  Often, 

according to the last owners’ accounts, they had been 
used to store Mexican silver coins and other valuables.

It is not known whether the curious term “baul mundo” 
for this type of carved wooden chest was coined by 
Ramon Villegas and Osmundo Esguerra in the 1980s;  
or the term was already in use by Ermita’s “The Four 
Winds” in the 1970s:  Terry Baylosis, Willy Versoza and 
Jean–Louis Levi, Romeo Bauzon, Antonio Martino;  it was 
not likely that the term already existed during the time 
of the early Ermita antique dealers Potenciano Badillo, 
Nene Cortes, and Milagros Covarrubias–Jamir.  It could 
have been coined by the top collectors of the prewar 
and postwar:  Arturo de Santos, Domingo Lerma, Luis 
Araneta, Marie–Theresa Lammoglia–Virata, Leandro and 
Cecilia Locsin.  In any case, this type of carved chest was 
always a prestige purchase for serious Filipino antique 
collectors on account of its history and great age.

Large examples of the “baul mundo” exist in the 
San Agustin Convent museum, in the Intramuros 
Administration–Casa Manila museum, and in the Paulino 
and Hetty Que Collection.

by AUGUSTO MARCELINO REYES GONZALEZ I I I

Top: The Zacharias Rocha home in Bohol. Bottom: The first Filipino Pensionados to 
the USA. (First row: Cirilo Torrefranca, Oscar Soriano, Fabian de la Paz, Francisco 
Benitez; second row: Camilo Osias, Zacharias Rocha)

Photo by Patrick Diokno
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A 19th-Century Silver Tabernacle
Binondo, Manila
second quarter of the nineteenth century (1825–50)
solid silver (Mexican silver, 80%)
48" x 36" x 21 1/4" (122 cm x 91 cm x 54 cm)

P 900,000
PROVENANCE
Private Collection, Manila

In the Roman Catholic religion, a tabernacle is used 
for the proper storage of the Eucharist (consecrated 
hosts), which Catholics believe contain the real 

presence of Jesus Christ.  This wooden tabernacle is 
covered in worked sheets of Mexican silver 80% and is 
from the second quarter of the nineteenth century.  The 
door of the tabernacle features a repousse reliquary with 
the IHS (“Iesolus”) Christogram standing on Chinese 
clouds.  The door is flanked by 2 Doric colonettes on 
both sides, the outer ones recessive.  Above the door 
are lambrequins of flowers and leaves.  Over the door 
is an entablature with a frieze of single flowers.  Atop 
the entablature is a cupola with three sections.  The 
central section features a repousse and chased “Agnus 
Dei” (“Lamb of God”) of a particular late eighteenth/
early nineteenth century type --- a lamb crouched on 
a Bible speared by a banner with the JHS (“Jesolus”) 
Christogram (the same type found on silver “guidons” 
processional banners of that period).  The left and the 
right sections feature repousse and chasework of stylized 
acanthus leaves and native “catmon” flowers.  The door 
and the columns are supported by thick plinth bases with 
suitable moldings.  The base below the door is adorned 
with an applique of a chased festoon with flowers and 
leaves.  The bases below the columns are embellished 
with appliquees of chased beribboned shields with 
flowers and leaves.  This tabernacle came from a rich 
church, most probably from the Augustinian churches in 
Pampanga or the Ilocos, or the Franciscan churches in Bicol. 

A storied Neo–Gothic silver tabernacle is conserved at 
the Santo Domingo church in Quezon city.  It was the 
tabernacle at the altar of the lady chapel of “Nuestra 
Senora del Santisimo Rosario”/Our Lady of the Most 
Holy Rosary known as “La Naval de Manila” at the Santo 
Domingo church in Intramuros from 1875–1941 when 
the church complex was bombed by the Japanese.  It 
was most probably the work of a prominent Santa Cruz 

silversmith like Zamora or de Jesus, as the architect Don 
Felix Roxas y Arroyo was predisposed to collaborating 
with only the best artists in the city.   

The two best surviving ensembles of silver altars and 
tabernacles are to found at the Arzobispado de Nueva 
Segovia in Vigan, Ilocos Sur and at the Arzobispado in 
Manila.  The magnificent “Monumento” ensemble in 
Vigan is in eighteenth century full–blown rococo style 
with altar frontals, a tabernacle, small sanctuary lamps, 
and includes myriad pieces like two small “baldaquinos” 
(shrines), “sacras” (prayer cards), candlesticks, “ramilletes” 
(silver bouquets), vases, “relicarios” (reliquaries), silver 
and gold chalices, trays, oil and water containers, etc.  It 
once even included an opulent silver bed complete with 
miniature ivory angels and enameled bells for an ivory 
“Nino Dormido” accessorized in exquisitely worked gold.  

The splendid ensemble in Manila, originally intended 
for the private services of the Archbishop, is in the more 
restrained neoclassical style and has altar frontals, 
a tabernacle, an “urna” (shrine), a statuette of “La 
Inmaculada Concepcion” with ivory face and hands and 
the body wrapped in engraved silver, as well as myriad 
pieces like “sacras” (prayer cards), candlesticks, “ramilletes” 
(silver bouquets), “relicarios” (reliquaries), etc.  
       
The collections of antique Filipino silver in Manila are 
always a spectacle, specially since the proud collectors 
make it a point for their silver to always be clean and 
polished.  There are trained household staff dedicated 
to maintaining the silver.  Silver polishes are sourced 
abroad.  Some have collections of Filipino church silver 
and some of Filipino household silver.  Some have both.  

There are very private collection rooms in Manila 
containing a range of Filipino church silver:  altar frontals, 
tabernacles, sanctuary lamps, chalices, ciboriums, 

by AUGUSTO MARCELINO REYES GONZALEZ I I I
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candleholders, “ramilletes” (silver bouquets), “sacras” 
prayer card frames, processional banners, “relicarios” 
reliquaries, oil and water vessels, silver appliquees 
for vestments, etc.  The stimmung is certainly hieratic 
(otherworldly) and visions of the opulent ceremonies in 
the Intramuros churches during the 1800s come to mind.

One of the things showcased in these wunderkammers 
is a Filipino silver tabernacle like this one.  It was crafted 
from Mexican silver coins (solid silver 80% ) sometime 
in the mid–1800s, probably in Binondo, where most of 
the expert Chinese and Filipino silversmiths worked.  That 
was about 200 years ago.  The fashionable style then was 
late neoclassicism (Louis XVIII, Charles X, Louis–Philippe), 
a French royal style loosely based on an amalgam of 
the previous neoclassical styles Directoire, Consulat, 
and Empire with their classical Greek and Roman motifs 
and Egyptian symbology.  Those are the motifs albeit 
simplified in this tabernacle.  It is composed of several 
parts --- the cabinet, colonettes, entablature, cupola, 
and plinth base.  Two metalworking techniques that 
were used to decorate it are the conjunctive repousse 
(hammering to relief from the reverse side) and chasing 
(hammering to sink the front side).  

This tabernacle was made to be placed on the first 
“gradilla” level of an altar, the old kind where the priest 
faced the wall and not the people.  It was usually flanked 
by six candlesticks and six “ramilletes.”  The models 
varied in size and decoration to suit the customer’s 
budget.  If it was Quiapo church or Antipolo church 
(superrich churches during those times, and even now) 
ordering this, it would have been larger, more elaborate, 
and brimming with exquisite details.

This particular tabernacle came from a rich church in 
Pampanga, the Ilocos, or Bicol and was acquired in the 
early 1960s during the Antique Craze.  The Augustinian 
churches of Pampanga and the Ilocos as well as the 
Franciscan churches of Bicol all had loads of beautiful 
antique silver during the Spanish time all the way to 
the American time, World War II, postwar, at least until 
unscrupulous and corrupt Filipino secular parish priests 
entered the story and sold them off secretly to antique 
collectors.  All the antique silver are gone from the 
churches now.  They are all with collectors in the tony 
Makati villages --- Forbes Park, Dasmarinas village, 
Urdaneta village, San Lorenzo village.  Sic transit 
gloria mundi.  

A rich church like the seven churches of Intramuros --- San Agustin, 

Recoletos, San Francisco, Venerable Orden Tercera, Santo Domingo, 

San Ignacio, Lourdes --- and rich parishes like those of Binondo, 

Santa Cruz, Tondo, Quiapo, Antipolo, Binan (Laguna), Majayjay 

(Laguna), et al meant that all of the altar frontals, tabernacles, 

sanctuary lamps, candleholders (small and large), and “ramilletes” 

(silver bouquets) were all crafted out of exquisitely worked Mexican 

silver 80%, usually post–1764 (post–British Occupation 1762–64).  

Such was the staggering wealth of Spanish Catholic Filipinas. 

This tabernacle of Mexican silver 80% of Filipino workmanship is 

a rare survivor of a confused culture that has allowed many of its 

greatest masterpieces in silver and other metals to be destroyed and 

melted down in the crucibles of Meycauayan, Bulacan.  As mentioned 

beforehand, it once adorned a magnificent altar in a great church. --- 

Augusto Marcelino Reyes Gonzalez III

Photo: Patrick Diokno
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115  PROPERTY FROM THE COLLECTION OF A DISTINGUISHED GENTLEMAN

Ivory Crucifix “Cristo Moribundo”
Binondo, Manila
last quarter of the eighteenth century to the 
first quarter of the nineteenth century (1775–1825) 
ivory and narra wood (stained dark)
length: 14" (36 cm)
wingspan: 14" (36 cm)
depth: 1 1/2" (4 cm)
crucifix: 25" x 14 1/2" (64 cm x 37 cm)

P 600,000

The ivory corpus or figure of this crucifix is a 
“Cristo Moribundo” (“Dead Christ”) as compared 
to a “Cristo Expirante” (“Dying Christ”).  The 

expression of the face is of resignation, with the mouth 
slightly open.  The hair is well–articulated and the 
locks detailed.  The body is lean, like all Cristos, but not 
classically Greek or Roman.  The arms and the legs are 
slender, graceful carvings.  The draped “tapis” or loincloth 
of the Christ is beautifully executed.  The hands and the 
feet are sensitively carved and are suitably limp as the 
Cristo is dead.  The right leg is nailed over the left leg in 
trademark Filipino fashion.  The cross itself is of narra 
wood, stained dark to look like kamagong wood, which 
offsets the ivory figure well.  The three top ends are not 
characteristically wrapped with silver “cantoneras,” but 
are encrusted with ivory strips and terminate in round 
silver finials.  There is a plaque with the “INRI” inscription 
(“Jesus the Nazarene, King of the Jews”) at the top of the 
cross and the skull and crossbones, symbol of Golgotha 
(“Place of the Skull”), at the bottom.  The whole ensemble 
is of “Sangley” or Chinese–Filipino production from two 
hundred years ago.      

It was known from the earliest days of Spanish colonization 
in the 1570s that the “Sangleyes” (the Chinese) who 
came to trade and sometimes settle in the islands were 
trained, excellent craftsmen in ways the “indios” natives 
were not --- goldsmiths, silversmiths, sculptors, painters, 
etc.  To prevent the “Sangleyes” from gaining control 
over anything in the colony, the Spaniards instituted 
periodic pogroms and punishments aimed specifically 
at the disenfranchised but extremely talented ethnic 
minority.  However, their professional skills were put to 
good use by the Spanish friars who supervised them in 

the construction of massive churches and convents and 
furnishing them suitably.  From out of those “Sangley” 
workshops in the “Parian” ghetto emerged masterpieces 
in gold, silver, ivory, and wood comparable to what could 
be found in Europe at that time.  The “Sangleyes” were 
experts at difficult, precise, and detailed work and yet 
did not ask much for their labor, something which the 
Spaniards appreciated and used to their advantage.  
Goldwork, silverwork, ivory sculpture, and exquisite 
wooden furniture (the spectacular, tortoiseshell–veneered 
and nacre–inlaid “mueble enconchado” exhibited in 
Lima, Peru and elsewhere in South America) were of such 
high quality that the Spaniards deemed them worthy 
for export to Mexico, Spain, and the Latin American 
colonies.  Religious ivory sculpture in particular, although 
frequently looking more Oriental than Occidental, found 
great favor among clerics and affluent citizens, and 
found welcoming churches and new homes in Mexico, 
Spain, and the Latin American colonies.

Appreciation of antique local ivory religious sculpture 
runs deep in the Filipino nation’s culture and psyche.  
During the Spanish regime in Vigan, Ilocos Sur, it was 
considered good form to avoid showing off one’s wealth 
by way of ostentation --- jewelry, dress, and interior décor 
--- but perfectly fine to pile on gold and precious stones 
on one’s “marfiles” ivory processional image(s) and one’s 
array of smaller ivory images in “virinas” in the “capilla” 
or home chapel.  “Ridiculous” as it sounds, not a few 
pious “Doñas” (rich, pampered, high society ladies) from 
Pampanga and Batangas actually complained about 
not being able to pray earnestly unless the miraculous 
icon in the altar was of ivory.  During the postwar era, 
heirloom ivory “santos”/”marfiles” were still regarded by 
their proud “de buena familia” owners as sacramentals 
but more importantly as reminders of prewar and 
even 1800s wealth, preeminence, prominence, social 
position, exclusive circles, snobbery, etc.  In the present 
day, ivory religious images of all sizes and styles are 
prized by affluent Filipino Roman Catholics, no longer 
as devotionals/sacramentals, but as widely–recognized 
status symbols since even a small ivory statuette of 
the Virgin Mary can set one back by upwards of PHP 
500,000.00 (USD 10,000.00).

by AUGUSTO MARCELINO REYES GONZALEZ I I I
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Visente Acat (b -  d unknown)

Carved Ivory
signed and inscribed on the bottom 
"Filipinas, Paete 1889"
hollowed tusk with a bottom affixed with 
eight (8) dowels
6 1/4" x 3 1/2" x 4 1/4" (16 cm x 9 cm x 11 cm)

P 300,000
PROVENANCE
Acquired in the 1960s from Brest, France

This exquisite ivory brush pot has been carved 
with a pictorial representation of the best-selling 
19th-century epic entitled The Adventures of a 

Gentleman from Breton in the Philippine Islands, (or “Les 
aventures d’un gentilhomme breton aux Îles Philippines”), 
by Paul de la Gironiere, one of Brittany’s most famous 
sons. De la Gironiere would live in the Philippines from 
1819 and die in Calauan, Laguna in 1862. His fearless 
forays in Jala-Jala with carabaos, crocodiles, and even 
boa-constrictors would make his swashbuckling accounts 
one of the biggest best-sellers of his time.

He would write, "We were the first tourists that ever 
ventured to expose our lives on this Socolme lake. The 
Indians who had come with us refused most decidedly to 
enter the boats, and exerted all their eloquence to prevent 
us from going on the water. They spoke to us thus:—

“You are going, for no good purpose, to expose yourselves 
to very great dangers, against which you have no means of 
defence, for before you have gone far you will see thousands 
of [190]caymans rising out of the deep water; they will come 
to attack you, and what can you oppose to those ferocious 
and invulnerable monsters? Your guns and bullets cannot 
wound them. And as for escape by rowing quickly, that is not 
possible. In their own element they swim much faster than 
your canoes, and when they come up to you they will turn 
your boats up-side-down with far more ease than you can 
drive it along; and then the frightful scene will begin, from 
which you cannot escape.”

"But we were never deterred by dangers or difficulties; so, 
taking no account of the prognostics of my prudent Indians, 

we, while they were delivering their long speeches, had lashed 
together two canoes for greater security.

"Our canoes went on, moving farther and farther from the 
brink from which we had embarked; and it glided easily over 
the glassy sheet of water, which is never agitated by even the 
roughest gales, and does not receive the rays of the sun except 
when that luminary is at the zenith.

The silence in which we were absorbed was suddenly broken 
by the appearance of a cayman, which raised its hideous 
head, and opened its enormous jaws, as if about to swallow 
the canoes, as it darted after us.

The moment was come; the grand drama announced by the 
Indians was about to be realised, or all our fears would be 
dissipated without any delay. There was not one instant to 
be spared, and we had no choice but to try and escape as fast 
as we could, for the enemy was gaining on us, and it would 
be madness to await his attack. I was steering, and I exerted 
myself to the utmost to get away from the danger and to 
escape to the shore. But the amphibious beast was approaching 

so fast that he could almost seize us, when Lindsay, running 
all risks, fired his gun direct at the brute…."

The intricately carved ivory captures this very moment as 

the giant crocodile rears its head and widens its jaw for 

attack, the hunter having fired on the massive creature, 

appears to have lost his grip on his hunting rifle. His mastiff 

stands between him and the monster on the little canoe. In 

the distance is another horned foe of De la Gironiere, the 

wild buffalo (carabao). There are mountains covered with 

finely incised leaves, a thatched hut and clouds complete 

the raucous scene.

This ivory piece significantly unites three cultures in 
a single work of art : The story-telling of a Frenchman 
captured by the finesse of Filipino artisanship, on a 
piece of Chinese ivory. Would this otherwise unknown 
artist Victor Act have been of Chinese descent. He was 
certainly living in one of the centers of wood-sculpting in 
the Philippines, that is Paete.  It is well known that there 

were ivory workshops in Manila at the time, producing 

high quality artéfacts, but the lack of inscriptions makes it 

difficult to distinguish them from those coming from China.

The Ivory presented today is indeed altogether signed 

Visente Acat, dated 1889 and situated in the land of 

great sculptures in the Philippines, Paete, Laguna. 

Top Left : Paul de la Gironiere in hunting ensemble; Top right : In the 
dangerous Philippine lake. Bottom: The ravenous crocodile ready for 
the kill. Engravings from the De La Gironiere best-selling adventure book.

Photo: Patrick Diokno
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A Silver Sanctuary Lamp
Binondo, Manila
mid–eighteenth century (1725–75)
solid silver (Mexican silver, 80%)
H: 55" (140 cm) D: 20" (51 cm)

P 500,000
PROVENANCE
Private Collection, Manila

This silver sanctuary lamp is very old --- from the 
mid–eighteenth century --- on account of its 
relative simplicity and archaic “ysot” decoration 

of bouquets and swags on the gracefully scalloped edges 
of the vessel, which terminates in an urn–shaped finial.  
“Ysot” decoration, although understated, is difficult 
because it requires precision, rhythm, and speed as the 
silversmith pokes the silver sheet with his “burin” pick and 
hammer quickly to execute the decorative patterns.  Any 
hesitation or loss of rhythm will cause the process to fail.  
The “ysot” technique was the primary manner  of silver 
decoration from the 1570s to the 1720s, when engraving 
(“gravado”), chasing, repousse, piercework, filigree, 
and other techniques were added to the silversmith’s 
repertoire.  The vessel is suspended from the cover by 
four chains of piercework plaques and links.  The cover 
itself is decorated with engraving, chasing, and repousse 
in the Filipino adaptation of the rococo style.  The cover 
is surmounted by an urn, also in silver.  In such hanging 
lamps, the actual illumination was provided by a metal 
or glass receptacle with oil and wick which hung midway 
between the cover and the vessel through the chains.  
The purpose of the vessel was to prevent spillage and 
prevent the entire church and convent from burning, 
specially during earthquakes.  No, the Filipino silver 
sanctuary lamps did not burn furiously with wood and oil 
as depicted in the atheniennes in old Hollywood movies.    

Up until the reforms of Vatican II from 1962–65, a silver 
hanging lamp like this usually hung from a wrought iron 
corbel or a hardwood angel at the sanctuary or altar area 
of a Roman Catholic church.  It was usually hung at the 
right side, sometimes on the left side, sometimes on both 
sides in rich churches.  Sometimes, a large silver hanging 
lamp was suspended from the dome as a chandelier, as 

in the older Augustinian churches of Pampanga (Lubao, 
Mexico, Bacolor, Guagua), echoing the placement of the 
famous “botafumeiro” (giant censer) at the Santiago de 
Compostela cathedral. 

After 1965, many of these silver sanctuary lamps were 
unfortunately relegated to “bodegas”/storerooms 
in churches and convents where they were found 
by appreciative antique dealers and collectors who 
purchased them from the priests and happily brought 
them home.  They were usually hung at the corners of 
fashionable living rooms and lanais;  they were used as 
receptacles for hanging plants and giant ferns.  Society 
antique dealer Maria Cristina Ongpin–Roxas had a silver 
hanging lamp in a corner of her living room which she 
used for ferns and vines.  At the Villa Escudero, two 
exquisite rococo–style silver sanctuary lamps hung in 
the lanai of the modern home of collectors Arsenio and 
Rosario Escudero.  A big silver lamp hung at a corner 
of the lanai of collectors Leandro and Cecilia Locsin in 
Forbes Park.  Also in Forbes, at the home of top collector 
Luis Araneta, his large and magnificent rococo–style silver 
sanctuary lamp was hung in the lanai during parties and 
was used as the ultimate champagne cooler.             

The collections of antique Filipino silver in Manila are 
always splendid, specially since their proud collectors 
make it a point for their silver to always be clean and 
polished.  There are trained household staff dedicated 
to maintaining the silver.  Silver polishes are sourced 
abroad.  Some have collections of Filipino church silver 
and some of Filipino household silver.  Some have both.  

There are collectors’ rooms in Manila containing a range 
of Filipino church silver:  altar frontals, sanctuary lamps, 

by AUGUSTO MARCELINO REYES GONZALEZ I I I

Photo: Patrick Diokno
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chalices, ciboriums, candleholders, “ramilletes” (silver 
bouquets), “sacras” prayer card frames, processional 
banners, “relicarios” reliquaries, oil and water vessels, 
silver appliquees for vestments, etc.  The atmosphere is 
invariably hieratic (otherworldly) and it is easy to imagine 
the elaborate religious ceremonies in the Intramuros 
churches before the destruction of World War II. 

One of the things that figure prominently in such 
wunderkammers is a Filipino sanctuary lamp like this.  It 
was crafted from Mexican silver coins (solid silver 80% ) 
sometime in the mid–1700s, probably in Binondo, where 
most of the expert Chinese and Filipino silversmiths 
worked.  That was about 250 years ago.  The fashionable 
style then was rococo, a French royal style based on shells, 
rocks, waves, swirls, and confusion in general.  Those are 
the motifs albeit simplified in this silver hanging lamp.  
This is composed of several parts --- the vessel, the four 
chains, the cover, and the small metal or glass receptacle 
for the oil and wick.  Three metalworking techniques that 
were used to decorate it are “ysot” (pinprick decoration), 
“gravado”/engraving (like writing deeply with a pick) and 
repousse (hammering to relief from the reverse side).

The largest and most spectacular silver sanctuary lamp, 
nicknamed by Ramon N Villegas as “The Bathtub,” is 
now in the Paulino and Hetty Que collection.  It is high 
rococo in style and was acquired by top collector Luis 

Araneta from a church in Ilocandia.  It once hung in his 
Forbes Park lanai and during his many soignee parties 
functioned as a champagne cooler.  That was the high 
style for which Luis Araneta was famous.

A rich church like the seven churches of Intramuros --- San 
Agustin, Recoletos, San Francisco, Venerable Orden Tercera, 
Santo Domingo, San Ignacio, Lourdes --- and rich parishes like 
those of Binondo, Santa Cruz, Tondo, Quiapo, Antipolo, Binan 
(Laguna), Majayjay (Laguna), et al meant that all of the altar 
frontals, candleholders (small and large), “ramilletes” (silver 
bouquets), sanctuary lamps were all crafted out of exquisitely 
worked Mexican silver 80%, usually post–1764 (post–British 
Occupation 1762–64).  Such was the staggering wealth of 
Spanish Catholic Filipinas. 

This very old sanctuary lamp of Mexican silver 80%, of Filipino 
workmanship, is a rare survivor of a confused culture that has 
allowed many of its greatest masterpieces in silver and other 
metals to be destroyed and melted down in the crucibles of 
Meycauayan, Bulacan.  As mentioned beforehand, it once 
adorned a magnificent altar in a great church. --- Augusto 
Marcelino Reyes Gonzalez III

Photo: Patrick Diokno
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Copper-Plate
Miguel Lopez de Legaspi 
(Cuadro de J. Luna)
Engraved for La Ilustracion Artistica
Periodico Semanal de Literatura, 
Artes y Ciencias Montaner y
Simon, Editores, Barcelona, 1886 
Measuring : 10 1/2" x 6 3/4” x 1" 
(27 cm x 17 cm x 3 cm) c)

With 
a) One printed cover of La Ilustration Artistica, 

13 December 1886, No. 259, featuring
Miguel Lopez de Legaspi, Primer Gobernador 
Español de Las Islas Filipinas by Juan Luna
Also in excellent condition.
Measuring : 16 1/2” x 12” (42 cm x 30 cm) 

b) Accompanied by Volume 5 (Tomo V), 1886,
featuring Issue Nos. 210 to 260;
Hardbound book, in good condition
Measuring : 16 1/2" x 12" (42 cm x 30 cm); 
depth: 2" (5 cm)

P 500,000

Engraving has been an important part of European art and culure 
since the time of the master Albert Durer, It would become the most 
accurate way to depict the world well into the 19th century until the 
advent of photography.

In the Philippines, it would stand as importantly as painting and 
sculpture as expressed in the Manila Academy’s Escuela which also 
taught the fine art of engraving and would see Filipinos sent to Spain 
in pursuit of this calling.

Copper plates utilized in these endeavors are quite rare since many of 
the plates would be re-purposed to make other engravings or simply 
melted down for their metal. To find one with the engraving of a 
Luna masterpiece is doubly extraordinary. (Lisa Guerrero Nakpil)

An Extraordinary Original Copper 
Plate of Luna’s Legaspi Portrait

La Ilustracion Artistica, a publication owned by Montaner 
y Simón in Barcelona continues the enticing genre of an 
“illustrated magazine.” It started in 1882 and during its early 
years gave priority to grabados (engraving). For illustrations, it 
featured interesting graphic material from the artists of the time. 

Our very own Juan Luna and his works appeared several times 
in this magazine. Art historians identified the following works 
of Luna that were featured in La Ilustracion Artistica: Mujeres 
Romanas (1884), Spoliarium (1884), Miguel Lopez de Legaspi, 
Primer Gobernador Español de las Islas Filipinas (1886), La 
Belleza Feliz y La Esclava Ciega (1887), El Babieca (1888), La 
Mestiza (1888), Ensueños de Amor (1888), and El Trapero 
(1896). It is interesting to note that in the October 1884 number 
it features Don Juan Luna y Novicio, Autor del Spoliarium 
recognizing him as an accomplished artist. In May of that year 
Luna gained recognition for his ambitious obra with the scene 
at the dungeon of the Roman colosseum after a gladiatorial 
fight as subject at the National Exposition of Fine Arts in Madrid. 

The items at hand are led by a bound copy of Volume 5 of La 
Ilustracion Artistica printed in 1886. Of foremost significance 
among the issues included here is Number 259 where Luna’s 
painting Miguel Lopez de Legaspi, Primer Gobernador Español 
de las Islas Filipinas is on the cover with an accompanying 
historical note about the subject on Page 342. 

National Artist for Historical Literature Carlos Quirino narrates 
the context of Luna’s paintings with historical events about the 
Philippines as subject: “The government in Manila was paying 
Luna 600 pesos a year in exchange for one painting a year. 
The amount was increased to 1,000 pesos, provided he paints a 
historical piece about the Philippines. In 1886 Luna finished the 
painting “El Pacto de Sangre” (The Blood Compact) and sent it 
to his homeland...The second painting he sent to Manila was 
a portrait of Legaspi as the founder of the City of Manila.” El 
Pacto de Sangre is currently displayed in Malacañan Palace. 
Unfortunately, the original of Miguel Lopez de Legaspi, Primer 
Gobernador Español de las Islas Filipinas was burned during the 
Philippine-Spanish war.

The bound volume includes engravings of both “España y 
Filipinas” (described as “Alegoria a España e Islas Filipinas”) as 
well as “El Pacto de Sangre” on Pages 348 and 345, respectively.

A loose copy of the cover of the conquistador Miguel Lopez de 
Legazpi as well as a metal printing plate of the same cover are 
part of this lot.

Additional Note: In this bound volume of La Ilustracion Artistica, 
another interesting feature about the Philippines (number 
232, et seq.) is a long, serialized feature across several issues, 
with grabados based on the travels of Dr. Joseph Montano. 
It carries the title “Viaje a Filipinas por el doctor J. Montano” 
narrating the Frenchman’s observation regarding various 
features of the places he visited in Luzon (Manila, Bataan, 
Albay, Palawan), Mindanao (Zamboanga, Basilan, Sulu, Davao, 
Surigao), and Malacca and Sandakan. That same year (1886) 
Librairie Hachette in Paris printed the French version Voyage 
aux Philippines et en Malaisie.  (Lars Raymund Ubaldo, Ph.D.)

Engravings of (right)"El Pacto de Sangre" on page 345 and (left)
“España y Filipinas” on page 348.

This lot comes with a handsome, well preserved, 136-year old engraving plate 
of Luna's "Miguel Lopez de Legaspi." For printers and publishers, the standard 
practice is to melt down and reuse metal engraving plates. Others are 
totally scrapped and completely destroyed, defaced and cancelled to avoid 
unauthorized reproduction. The few plates that survived like are certainly rare 
and thus considered invaluable art-pieces.
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David Medalla (1942 - 2020)

Bacchus Asleep
signed and dated 1989 (lower right)
oil on canvas
20" x 29 1/2" (51 cm x 75 cm)

P 200,000
PROVENANCE
A gift from the artist to Mr. Edwin Garcia

119

Ronald Ventura (b.  1973)

Filter 
signed and dated 2012 (lower left)
oil on canvas mounted on board
16" x 12" (41 cm x 30 cm)

P 800,000

One of the most acclaimed artists in Southeast Asia, Ronald 
Ventura is considered an auction star. His painting Grayground 
was a record-setting work at Sotheby’s, and he continues to 
set buzz in various auction houses and shows in the country 
and abroad. The contemporary artist is known for combining 
elements of hyperrealism, cartoons, illustrations, Pop Art 
symbols, and animals, especially dogs. The contemporary artist 
is considered an auction star. In these works, viewers sense 
dramatic tensions in the process of image making, as Ventura 
deals with dualisms and posthumanism.

This particular piece seemingly combines the eschatological 
sci-fi aesthetic that became popular during the latter half of 
the twentieth century, and his iconic visual style. In the work, 
we see what appears to be a girl with a gas mask. The mask’s 
tube is held at its end by the girl’s hand, accentuating the fumes 
seemingly exiting the mask. Ventura’s imagery evokes scenes 
attributed to the end of the world; conjuring up symbols straight 
out of the movies. But one can undoubtedly view the work 
beyond its somber aesthetic. Ventura’s Filter can be seen as a 

Bacchus Asleep was a gift by the Filipino global artist 
David Medalla to Edwin Garcia, Chairman of the Board of 
the Garcia College of Technology, the premier business 
and engineering school in Kalibo, Aklan, and founded in 
1968 by his parents, Don Florencio M. Garcia and Doña 
Enrica Reyes. The piece depicts Bacchus, the Roman god 
of agriculture, fertility, wine, and unrestrained revelry. In 
this work, the deity is in a state of dormancy, perhaps due 
to intoxication.

When Garcia received the work, it was sealed inside a 
tube and contained a letter, which had been lost when 
he moved to Kalibo. 

Medalla and Garcia met sometime during the 1960s. 
Medalla was then staying briefly at the iconic Malate 
coffee shop along Mabini St., Los Indios Bravos, founded 
by Beatrice "Betsy" Romualdez-Francia. During its 
heydays, the café was a gathering place for artists, 
writers, intellectuals, and bohemians. Its frequenters 
included future National Artists—Cesar Legaspi, H.R. 
Ocampo, Federico Alcuaz, Ang Kiukok, and Bencab.
 
It was a felicitous occasion for Garcia to have met Medalla 
at the famous watering hole, for they eventually became 
life-long friends. They even frequently met whenever the 
latter was in New York or London. Medalla moved to the 
United Kingdom in the early 1960s and settled there for 
good. There, he co-founded the Signals Gallery in London 
in 1964. Medalla occasionally returned to the Philippines, 
where he passed away in December 2020. (A.M.)
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Mario Parial (1944 -  2013) 

Mother and Child
signed and dated 1978 (lower right)
oil on canvas
30" x 24" (76 cm x 61 cm)

P 100,000

Mario Parial’s method emphasizes the subject or subjects alone 
instead of situating his composition as the focal point. By doing 
so, the human subject or subjects make for the painting as a 
whole. Mario Parial indigenizes his depiction of four women by 
infusing the subjects with folk motifs as well as local imagery and 
colors. The use of colors not conventionally associated with rural 
themes, and the brilliant patterns on the fabric helps in adding 
life to the theme. Drawing inspiration from the stylization of 
figures in such, his works have possessed similar planar qualities, 
all while retaining very modest Filipino characterHe had taught 
at the former College of Architecture and Fine Arts in UST and 
at College of Fine Arts at the University of the Philippines. Mario 
Parial was a member of the Art Association of the Philippines 
and the Printmakers Association of the Philippines. (J. D.)

metaphor for the resilience of the human spirit. Wherein despite 
the circumstances, mankind’s indomitable aspirations will 
undoubtedly guide it even when all else fails; even if everything 
that is solid melts into air. 
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Florencio Concepcion (1933 - 2006)

Metamorphosis of Blue and Green
signed and dated 1971 (lower left)
oil on canvas
41 1/2” x 83 1/2” (105 cm x 213 cm)

P 600,000
PROVENANCE 
Private Collection, Manila

EXHIBITED
Museum of Philippine Art, Museum Artists, Manila, 1981

Instead of confronting the audience with glorified 
actual objects, Florencio B. Concepcion bombards 
his viewers with a soothing sea of colors painted in 

abstraction. Serene would be a fair word to describe this 
1971 piece Metamorphosis of Blue and Green, a splash 
of the different hues of blue that equates the boundless 
seas, with hints of maritime vegetation as represented 
by a flush of green shades. A gradual shift from dusky to 
lighter shades of blue is evident, as if portraying a creative 
duel of good and evil. Concepcion’s talent in brushwork 
and compositional arrangement is seen in his tactical 
placement of shapes and gradation of colors. Truly, it is 
a melodramatic work of art that induces psychological 
relaxation. 

Master of Expression, Florencio B. Concepcion, was 
part of a new generation of painters that emerged in 
the mid-sixties from the progressive post-war period. 
Reticent, he was nevertheless a respected academic and 
art educator, influencing artists such as Augusto Albor, 
Romulo Galicano, and Lao Lianben.

The artist believes his paintings are like an autobiography, 
a product of his feelings and his creativity. Therefore, if 
his paintings calm the viewer, it’s because Concepcion 
himself is a man at peace.
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Enrique Zóbel 
(Enrique Jacobo Emilio Olgado Zóbel, 
07 January 1927 – 17 May 2004)

by AUGUSTO MARCELINO REYES GONZALEZ I I I    

W hen the time came for Col Joseph Ralph 
Rico McMicking to retire from the Ayala 
y Compania partnership in 1967, his wife 

Mercedes Roxas Zóbel’s nephews Enrique Olgado Zóbel 
(who had worked at Ayala y Compania since 1955), only 
son of her eldest brother Jacobo, and Jaime Pfitz Zóbel de 
Ayala, son of her elder brother Alfonso, were drafted to 
lead the family’s new Ayala Corporation.

To parallel the accomplishments of his uncles Col 
Joseph Ralph Rico  McMicking, Alfonso Roxas Zóbel, 
and Fernando Montojo Zóbel at the Ayala Corporation, 
Enrique brought his own brand of raw energy, 
dynamism, derring–do, streetsmarts, not to mention 
sheer testosterone to the family corporation.  He had 
attended De La Salle College on Taft avenue, Manila and 
later the University of California Los Angeles.  Enrique 
was not the classical Zóbel de Ayala gentleman, that was 
his traditionalist first cousin Jaime Pfitz Zóbel de Ayala 
who took his baccalaureate in Madrid, architectural 
studies degree at Harvard University, and management 
courses at the Harvard Business School.  Enrique was all 
about rawness, physicality, ambition, grit, determination, 
boundless energy.  Machismo and testosterone.  Action.  
However, despite the seeming contrasts, both the 
paternal first cousins Enrique Olgado Zóbel and Jaime 
Pfitz Zóbel de Ayala manifested the sterling qualities in 
business of their fathers and distinguished forebears 
Col Jacobo Roxas Zóbel, Mr Alfonso Roxas Zóbel, Don 
Enrique Zóbel de Ayala, Don Jacobo Zóbel y Zangroniz, 
Don Jacobo Zóbel y Hinsch, Don Pedro Pablo Roxas de 
Castro, Don Jose Bonifacio Roxas y Ubaldo, Don Antonio 
de Ayala, Don Domingo Roxas de Ureta.  Genetics is real, 
after all.

Enrique Zóbel was a top–ranked polo player with a six–
goal handicap, the highest for a Filipino at that time.  
He was an expert on horses and reared thoroughbreds.  
Zóbel the pilot was also a reserve officer with the rank of 
Colonel at the PAF Philippine Air Force.

Forty–one year–old Enrique Zóbel took the reins at the 
Ayala Corporation in 1968 and he presided over its 

long–planned expansion and diversification.  Acting 
for Ayala, Enrique took on banking by acquiring bulk 
shares of the iconic BPI Bank of the Philippine Islands 
and becoming its majority shareholder.  A visionary, he 
entered into semiconductor production with Integrated 
Micro–Electronics, Inc .  He ventured with certainty into 
food processing with Pure Foods Corporation (now San 
Miguel Pure Foods Company, Inc).  Enrique insisted on 
agribusiness for the family firm with Ayala Agricultural 
Development Corporation.  Always farsighted in 
business, Enrique took on the Globe–Mackay Cable & 
Radio Corporation (now the behemoth Globe Telecom).  

In 1973, Ayala Corporation invited Japan’s Mitsubishi 
Group as partners with a 20% stake.  It was a 
partnership with many mutual, productive benefits, like 
access to Japanese networks and technologies.  Ayala 
Corporation finally went public in 1976 and was listed 
in the MSE Makati Stock Exchange, which later became 
the PSE Philippine Stock Exchange.  De La Salle Santiago 
Zóbel School was established in 1978 in Ayala Alabang 
village, Muntinlupa with the generosity and cooperation 

of Enrique Zóbel and the Ayala Corporation.  The MBC 
Makati Business Club was founded by Enrique Zóbel, Jose 
V Romero, Rogelio Pantaleon, and Bernardo Villegas to 
address national issues pertaining to business in 1981.  

In 1983, Enrique Olgado Zóbel challenged his Roxas 
second cousin Andres de Montemar Soriano Jr for control 
of the SMC San Miguel Corporation;  he sold the X% 
Zóbel family shares to the aggressive Marcos associate 
Eduardo Cojuangco Jr;  he resigned perforce from the 
Ayala Corporation.  

The following year in 1984, Enrique Zóbel’s company 
Ayala International Inc proceeded to build the vast 
“Istana Nurul Iman,” the Brunei royal palace at a 
staggering cost of USD 1.4 billion.  

In 1990, he established the Enrique Zóbel Foundation in 
Calatagan, Batangas to undertake social and economic 
development projects for his beloved farmers, fisherfolk, 
and villagers.  The welfare of Calatagan’s townfolk had 
always been a high priority for him, as it was for his family 
and ancestors --- his father Jacobo, uncle Alfonso, aunt 
Mercedes, grandmother Doña Consuelo Roxas de Zóbel, 
great–grandmother Doña Carmen Ayala de Roxas, 
great–grandfather Don Pedro Pablo Roxas, great–great– 
grandfather Don Jose Bonifacio Roxas, to great–great–
great–grandfather Don Domingo Roxas, who purchased 
the first hacienda.  And although Enrique Jacobo Emilio 
Olgado  Zóbel was certainly a man of the world, his heart 
was in Calatagan, as it was for generations of Roxas–
Zóbel forebears.     

“We grew up as a family corporation.  All our employees 
have been with us for ages.  It is a family sort of relationship 
where you tell everyone what you are going to do, why 
you made a profit, why you may not be making a profit 
and what the problems coming up might be.  If you give 
the right explanation --- and be very honest about it --- 
the people will believe you and trust you.”
Enrique Zóbel  (Hyatt magazine interview, 1982) 
______________________

Enrique Jacobo Emilio Olgado Zóbel (“Enriquito”) was the only 
son of Col Jacobo Roxas Zóbel and Angela Calvo Olgado.  He 
was named after his intellectual paternal grandfather Don 
Enrique Zóbel de Ayala (o 1877 – + 1943), his father Col Jacobo 
Roxas Zóbel, and maverick disruptor great–grandfather Don 
Jacobo Zóbel y Zangroniz (o 1842 - + 1896).  He spent his early 
years between his parents’ home “La Casona” along Dewey 

(L-R) Fernando Zóbel and Enrique Zóbel at a Zóbel exhibit at the Luz Gallery. 
Photo by Nap Jamir.
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liked to have elegant studio portraits taken periodically.  Once, 
she decided to pose with 2 special dogs for effect;  she borrowed 
the 2 from a friend (they were Afghan hounds, or lurchers, or 
whippets).  She was also the megashopper known to all the 
tony Escolta stores.  Angelita was keen on interior decoration 
and Jacobo was occasionally befuddled upon returning to a 
newly–redone home, missing his favorite armchair:  “What is 
this?  Where is this?  Is this still my home?  Do I live here?”  
When World War II broke out in December 1941, brother–in–
law Fernando (Montojo Zóbel, the artist) said matter–of–
factly:  “Ah, we’ll have no problem with supplies during the 
war.  All we have to do is go to Angelita’s bodegas.  She has lots 
of everything!”

Enrique Zóbel married the artistic Rocio Urquijo of the 
prominent Spanish banking family.  They had 3 children:  
Jacobo Santiago, Mercedes, and Inigo.  Santiago passed away 
young; Mercedes married Carlo Pessina; Inigo married Maria 
Cristina Cardenas.

Enrique’s and Rocio’s eldest son Jacobo Santiago Urquijo 
Zóbel (“Santi”) passed away prematurely of pneumonia at the 
age of 11 in 1965.  It signaled unhappy times for the Zóbel–
Urquijo family.  In March 1978, the new De La Salle School in 
Ayala Alabang village was dedicated to the memory of Jacobo 
Santiago Urquijo Zóbel and was known officially as the De La 
Salle Santiago Zóbel School (DLSZ – De La Salle Zóbel). 

In 1983, Enrique Zóbel started the campaign against his 
paternal Roxas second cousin Andres Soriano Jr for control of 
the SMC San Miguel Corporation.  The complex issues boiled 
down to the Soriano administration, ANSCOR the purchasing 
arm of SMC, and the X% Zóbel shares.  Enrique’s contention 
was that:  “Yes, the Sorianos are the managers of San Miguel 
and they control (but do not own) a large bloc of shares, but 
we Zóbels own an important X% of the shares.  We have a 
right to say how things should be done.”  The boardroom war 
came to a head with Enrique divesting the X% Zóbel family 
shares at PHP 22.00/share for PHP 374 million for the whole 
bloc in favor of the powerful Marcos associate Eduardo 
Murphy Cojuangco Jr (“Danding”), who, in a lightning move, 
also managed to indirectly acquire 33.1 million shares of the 
41% Soriano–controlled shares at PHP 50.00/share for PHP 
1.656 billion for the bloc, instantly making him the de facto 

majority shareholder of the corporation.  After the dust of the 
boardroom war had settled, Eduardo Murphy Cojuangco Jr 
and his group controlled an overwhelming 47% of San Miguel 
Corporation.  (Sources differ regarding the Zóbel shares in San 
Miguel Corporation.  Official SMC profiles and news accounts 
of that time placed them at 19.5%.  Eduardo M Cojuangco Jr 
unofficial biographer Earl Parreno placed them at 16% with the 
PHP 22.00 rate per share and the entire bloc price of PHP 374 
million, as per UCPB United Coconut Planters Bank records 
and Malacanang Palace documents).    

The matriarch Mercedes Roxas Zóbel–McMicking (Mrs Joseph 
Ralph Rico  McMicking, Enrique’s direct aunt, only sister of 
his father Jacobo) was distraught as she worshiped at the altar 
of family.  As far as she was concerned:  the Roxas–de Ayala–
Zóbel–Soriano were just one family, one blood.  Tia Margarita 
Roxas de Soriano was her direct aunt, the elder sister of her 
mother Consuelo (Roxas de Zóbel);  Andres Roxas Soriano Sr 
was her maternal first cousin;  Andres de Montemar Soriano 
Jr was her nephew.  Enrique Zóbel was her direct nephew, 
only son of her eldest brother Jacobo. Known to the whole clan 
as “Tia Merce,” she was adamant in her position:  “Family is 

family.  Money can be earned and spent.  Money comes and 
goes.  But family will always be there.”  She emphasized the 
fact that San Miguel Corporation was such a big part of the 
Roxas–de Ayala–Zóbel–Soriano family identity but she 
summarily dismissed the fiasco as “one of life’s twists and 
turns.”  During her theme birthday celebrations held in various 
places around the world, members from the Roxas, de Ayala, 
Zóbel, and Soriano branches attended and she welcomed all 
wholeheartedly.  Both Mercedes and husband Joseph were 
extremely upset and wept copious tears about the whole ghastly 
situation which culminated when Enrique had to resign as the 
head of Ayala Corporation.

Enrique Zóbel married for a second time to the American Dee 
Anne Hora.

On 10 May 1991, a terrible accident happened to the healthy 
and energetic sixty–four year–old Enrique Zóbel during a 
polo game in Sotogrande, Spain.  He fell off his horse and was 
permanently paralyzed from the waist down.  For the next 
thirteen years ---  in Manila, Calatagan, and elsewhere --- he 
devoted his energies to his foundation and other good works.

Enrique Zóbel passed away on 17 May 2004 at 77 years.  At his 
interment, his son Inigo insisted that the farmers and villagers, 
who had always been dear to his father, lead the cortege ahead 
of the industrialists, taipans, and executives who had come 
from Manila to attend the last rites.  Enrique Zóbel was buried 
in an open mausoleum facing the sea in his beloved Calatagan.  

(Clarification:  The author only uses the honorifics “Don” 
and “Doña” as well as the Spanish nomenclature for affluent 
individuals born during the Spanish era in the Philippines, 
before 1898 --- “Doña Consuelo Roxas de Ayala.”  For 
individuals born after 1899 during the American era, regardless 
of status, the author uses the terms “Mr” and “Mrs” as well as 
the Western nomenclature --- “Mrs Mercedes Roxas Zóbel–
McMicking.”)   
_____________________

ACKNOWLEDGMENTS:

“Ayala – The Philippines’ Oldest Business House” 
by Eduardo Lachica, Filipinas Foundation Inc, 1984.

The recollections of members, relatives, friends, and 
associates of the Zóbel de Ayala family

boulevard (a Spanish Mediterranean–style villa designed by 
society architect Andres Luna de San Pedro), his paternal 
grandfather Don Enrique Zóbel de Ayala’s home in Ermita 
(also by Luna de San Pedro), and the Roxas–de Ayala–Zóbel 
hacienda in Calatagan, Batangas (the family playground).  The 
10,000–hectare Calatagan hacienda was prized and coveted 
family property and the 1930 last will and testament of Doña 
Carmen de Ayala y Roxas de Roxas (daughter of Don Antonio 
de Ayala and Doña Margarita Roxas y Ubaldo;  Margarita was 
the eldest and only daughter of Don Domingo Roxas, the clan 
progenitor) bequeathed it to her 3 Zóbel–Roxas grandchildren 
Jacobo, Alfonso, and Mercedes, the children of her daughter 
Consuelo who had predeceased her by 22 years.  The Roxas–
Gargollo and the Soriano–Roxas grandchildren also wanted 
the Hacienda Calatagan but it went to the lucky Zóbel–Roxas.  

Enriquito remembered a very social family life prewar at “La 
Casona,” with his parents Jacobo and Angelita constantly 
hosting big parties with President Manuel Quezon and all 
officialdom in attendance.  Enriquito attended De La Salle 
College on Taft avenue, Manila and later the University of 
California Los Angeles.

Col Jacobo Roxas Zóbel prized his career in the Philippine 
Military above all else.  A close second was the country life 
he led at the Hacienda Calatagan --- the horses, the hunts, 
the forest animals, the community of farmers.  He served as 
an aide–de–camp to President Manuel Quezon.  Zóbel was in 
Bataan when it fell to the Japanese on 09 April 1942 and he 
became one of the 75,000 POWs prisoners of war.  Stolid Col 
Jacobo miraculously survived the Bataan Death March.  He 
was not inclined towards corporate work and sold off his shares 
in Ayala y Compania to his only sister Mercedes Roxas Zóbel–
McMicking.  After his wife Angela Calvo Olgado–Zóbel passed 
away in 1962, he married Sachiko Morita, the daughter of a 
Japanese banker, in 1965. 

Angela Calvo Olgado–Zóbel (known as “Angelita”) was an 
artistic soul who was fascinated with Hollywood glamour and 
International Society.  She liked the glamour of Claudette 
Colbert, Greta Garbo, Marlene Dietrich, Ginger Rogers, et al.  
Angelita was in the mold of the prewar international socialites 
like Mona Williams, Marjorie Merriweather Post, Daisy Singer 
Fellowes, Wallis Simpson (the Duchess of Windsor), et al.  She 

Enrique Zóbel (right) at a Zóbel exhibition in the late 1950s. Photo by Nap Jamir
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A Season of Firsts
Enrique Zóbel & 
Fernando Zóbel’s ‘Siga-Siga’ 

by L ISA GUERRERO NAKPIL

Manila in the mid-century was all about re-invention. 

Just seven years after the end of World War Ii, the city’s 
very first serious art gallery was established.

It gave itself the rather self-aware, all-encompassing 
name of The Philippine Art Gallery. The PAG would also 
be the site for Fernando Zóbel’s very first exhibit. There 
are pictures of that night which feature an ebullient 
Fernando Zóbel, smiling ear to ear, and the woman 
who began it all for Philippine abstract art, the gallerist 
Lyd Arguilla.

Among the paintings that were hung on those walls was 
“Carroza” or “Carriage” which would win the first prize 
for Modern Painting in the year right after the exhibit.
(The judges would include Chino Roces, Arturo de Santos 
and both Juan and Angel Nakpil.)

The artworks on show would also include The Pink House, 
owned by Benito Legarda and recently auctioned by 
León Gallery.

All the works aimed to distill the essence of what was 
Filipino — and the Filipino scenes that Zóbel lay his eyes 
on in that brave new world.

Most striking, however, was an effigy of a cigarette boy — 
a character alien to us in these millennial days but who 
was familiar on Manila sidewalks of the time, hawking 
cigarettes and matches, American chewing gum and 
candies. Zóbel had dubbed him “Siga Siga”, a sort of first 
in itself since Zóbel preferred Spanish and occasionally 

English titles for his artworks. It’s almost certainly the 
only work with a Tagalog title.

‘Siga’ means ‘tough guy’ — but ‘Siga-Siga” on the other 
hand means pretending to be one.

It captured the brash bravado of the times. A sliver of a 
boy making his way on his own in a new, self-invented 
world. Much in the same way as the entire country was, 
pushing out, boldly, after the tragedy and devastation of 
World War II. His arms are cockily akimbo and he seems 
to stand on a surface littered by a carpet of cigarette 
butts. He stands seemingly propped against a wall 
topped with broken glass, a sort of mid-century way of 
burglar-proofing your home. 

It’s all a wonderful time capsule and also an uncanny 
symbolism of the time.

Enrique Zóbel, nephew to the artist, would be a famous 
path-finder of own and would etch an indelible reputation 

on the Philippine business and industrial landscape. He 
would eventually become the president of the powerful 
Ayala y Compania, or Ayala Corporation which is a force 
to reckon with till this day.

‘Siga-Siga’ would be one of several paintings of Fernando 
Zóbel he would ultimately own. In that season of firsts, it 
also comes as the last of its kind — remaining in private 
hands  and the very last remaining of this series to come 
to market. It’s a indelible and remarkable memento of a 
bygone era.

PRECEDING PAGE: Fernando Zóbel. Photograph by Nap Jamir.
THIS PAGE: Top: (L-R) Cesar Legaspi, Fernando Zóbel, Betsy Westendorp, and friend. 
Siga-Siga is behind them. Bottom left: Fernando Zóbel at his first solo exhibit at the 
Philippine Art Gallery. Bottom right: Alfonso Zóbel de Ayala, younger brother of Jaime 
Zóbel de Ayala with Fernando Zóbel and Lyd Arguilla, founder of the PAG. In the 
background is Doña Gloria Zóbel de Ayala de Padilla, sister of Fernando Zóbel. All 
photos from Zóbel Contrapuntos, edited by Guillermo Paneque, Ayala Museum 2017.
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123  PROPERTY FORMERLY FROM THE DON ENRIQUE ZÓBEL COLLECTION

Fernando Zóbel (1924 - 1984)

Siga-Siga
signed and dated 1952 (lower right)
oil, tempera, casein, and ink on board
31 1/4 "x 19 1/4" (79 cm x 49 cm)

P 10,000,000
PROVENANCE
Acquired directly from the Artist and the Philippine Art Gallery 
by Mr. Enrique J. Zóbel

LITERATURE
Contemporary Philippine Art: From the Fifties to the Seventies, 
Manuel D. Duldulao, Vera-Reyes Inc.,1972. Illustrated with a black 
and white plate, page 44; photo caption on page 45 with the 
listing as “Collection : Mr. E. Zóbel.”

Guerrero Nakpil, Lisa and Ramon N. Villegas. Mid-Century Moderns: 
Important Modernist Paintings from the Philippine Art Gallery. 
Makati City: León Gallery, 2017. Published to accompany the 
exhibition of the same title at León Gallery on August 29, 2017. 
Full color illustration on page 37, with accompanying text on page 36.

Kalaw-Ledesma, Purita. Philippine Art Gallery: The Biggest Little 
Room. Makati City: Kalaw-Ledesma Art Foundation, 1987. Black-and-
white illustration and photo caption on page 99; catalogued in the 
roster of works exhibited at the Philippine Art Gallery, on page 163

Villaverder, Fernando. Zóbel. Contrapuntos. Translated by Sofía 
Molina de Starnes. Makati City: Ayala Museum, 2017. Published to 
accompany Zóbel's retrospective at the 57th Venice Biennale in 
2017. Archival photos of Zóbel with the painting reproduced on 
page 56. 

EXHIBITED
Zóbel : Paintings. (First One-Man Show); Philippine Art Gallery; 
February 8, 1953

León Gallery, Mid-Century Moderns: Important Modernist Paintings 
from the Philippine Art Gallery, Makati City, August 29, 2017

Zóbel's influence is pervasive and the history of 
contemporary Philippine art cannot possibly be 
written without him, since he contributed so much 

to it. It cannot be denied that Zóbel helped enhance the 
climate for modern art through his lectures. There have 
been other "explainers" of art but it was Zóbel who put 
the chic atmosphere which drew in flocks of students, 
artists, writers, and patrons to his slide-full talks. He put 
a dash of humor to the substance and people came back 
increasingly for the rich platter of hearty helpings. From 
his art appreciation courses have come some of the 
leading art critics of today like Emmanuel S. Torres and 
Leonidas V. Benesa.

Apart from his being one of modern art's prime builders, 
Zóbel’s other important gesture was his appreciation 
and respect for the works of his contemporaries and the 
young forces that were to follow. Zóbel pitted his taste, 
honed sharply by superior education and cultural back-
ground, against the judgment of the future and backed 
his convictions to the hilt. He bought the works of his 
contemporaries and those of the coming generations. He 
filled up his walls and rooms, and by 1960, his collection 
had grown to a significant proportion and a true reflection 
of the scope and character of Philippine art.

Zóbel donated this collection rich with prime Ocampos, 
Manansalas, Sansos, Joyas, Bencabs, and others to the 
then Ateneo de Manila, giving birth to the Ateneo Art 
Gallery on June 19, 1961 which formally opened to the 
public on August 15 of the same year.

Zóbel's main influence, however, was in his art which 
made an impact on the generation of the sixties. His 
paintings in the early fifties were figurative, peopled by 
old ladies, urchins, contractors, coffee-grining machines, 
baroque houses as well as literary characters as in the 
surrealistic watercolor Stultifera Navis (Ship of Fools). This 
representational style was to find its climax in Carroza, 
his prize-winning entry at the 1953 AAP Annual show.

On Fernando 
Zóbel and His 
All-Encompassing 
Influence
— MANUEL D. DULDULAO, Contemporary Philippine Art: 

From the Fifties to the Seventies. Vera-Reyes Inc., 1972
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Juanito Torres (b.  1941)

Brown Man's Burden
signed and dated 2019 (lower right)
oil on canvas
60" x 83 1/2" (152 cm x 212 cm)

P 120,000

In Brown Man’s Burden, Juanito Torres compellingly subverts 
the concepts of colonization and imperialism. The work’s title 
references the 1899 poem by Rudyard Kipling, “The White Man’s 
Burden,” where the author expresses his strong support for the 
US colonization of the Philippine Islands as part of its political 
and philosophical mandate to “civilize” the “savage,” non-
white peoples.

In this piece, Torres depicts the three nations that colonized the 
Philippines: Spain, the United States, and Imperial Japan. Spain 
is represented by a friar, presumably Padre Damaso of Rizal’s 
Noli Me Tangere. An encaged woman wearing the traditional 
baro’t saya symbolizes Inang Bayan, the personification of the 
Philippines. Butterflies fly unbridled from her faceless image, 
denoting the struggle and uncompromising resistance of 
the Filipinos for independence from Madre España. A soldier 
donned in the military uniform of the American forces during the 

Philippine-American war represents the United States. He holds 
a skinned bald eagle, America’s national emblem while riding a 
horse with the body of a human, whose appearance evokes that 
of a Filipino soldier dressed in the rayadillo.

Meanwhile, a man on the right resembles Uncle Sam, the 
national personification of the US. He is seen holding the face 
of Inang Bayan, denoting the atrocious exploitation by America. 
The atomic bombs represent Imperial Japan and World War II. 

A dove, whose head and body are that of a broken eggshell, 
alludes to the fragility of the independence and sovereignty 
“granted” to us by the United States at the end of the war. Two 
dogs sharing a single body are seen running towards the figures 
of the American soldier and Uncle Sam. They symbolize how the 
Philippines has become continually subservient at the behest of 
American dominance and influence. 

In appropriating the title of Kipling’s poem, Torres engenders a 
powerful social commentary on the spectral brunt of centuries 
of foreign hegemony that the Filipino nation still bears to this 
day. (A.M.)

124

Charles W. Andrews (Brit ish,  c irca 1830 - 1869)

Paquil Laguna de Bay, Manila
signed and dated 'C.W.Andrews/1857' (lower right); 
bears inscription 'L.R Bell (H.V.B's father)/ 
& Georgina Bell " Aunt/Seated/Paguil Laguna 
de Bay/Manila - Dec. 25th 1857' (verso)
watercolor on paper
7 1/4" x 11 3/4" (18 cm x 30 cm)

P 200,000
PROVENANCE
Bonhams London, Travel & Exploration, 
London, 2 March 2022, Lot 22

The present lot depicts two Filipinas performing a 
traditional folk dance for their Scottish guests, Laurence 
Robert Bell (the current owner's great grandfather) and 
his sister Georgina Bell, which is thought to have taken 
place on Christmas Day in 1857. 

The two women swirl energetically in the center of the 
tableau, arms raised, in the graceful motions of the 
habanera. ‘L.R. Bell' and friends are suitably intrigued. 
As are an entire room of indio men. A Filipino capitan 
de barangay, distinguished by a broad salakot decorated 
with a silver finial and florets that catch the light is on 
the left. (There are two more of these village chieftains in 
the crowd as well.) A band plays and the air of festivity if 
palpable.

Andrews had only just moved to Hong Kong from Sydney 
in 1857, visiting Manila in the same year. He worked for 
the press in Hong Kong and the Philippines from 1857 
into the 1860s, and was the main artist for the short-lived 
Ilustracion Filipina in Manila in 1859-60.
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Benedicto Cabrera (b.  1942)

A Poet in Exile (Jose Garcia Villa)
signed and dated 1978 (lower right)
acrylic and pencil on paper
26 1/2" x 19 1/2" (67 cm x 50 cm)

P 1,600,000
LITERATURE
Flores, Patrick D., ed. BenCab: Filipino Artist (Exhibitions 
Catalog). Benguet: BenCab Art Foundation, Inc., 2019. 
Full-color illustration and photo caption on page 148.

EXHIBITED
Ayala Museum, BenCab Portraits, Makati City, 
November 28, 2015 - January 24, 2016

After the critical success of his first Larawan series, Bencab 
delved into a subject most familiar to him—the Filipino 
diaspora. Aptly named the Larawan II, the works in this 

series are visual diaries of Filipino migrants, expatriates, and 
exiles, in which Bencab explores themes of cultural alienation. 
Among the personalities he depicted in those works was the 
eminent Filipino poet-in-exile Jose Garcia Villa.

Jose Garcia Villa was born in Manila on August 5, 1908, to 
Simeón Villa (Aguinaldo's personal physician) and Guia Garcia. 
At an early age, Villa knew that his passion lay in literature. He 
attended the University of the Philippines but was suspended 
by the university administration in 1929 after a series of erotic 
poems he made titled 'Man Songs,' in which he compared a 
woman's breast to a coconut, were published in The Philippines 
Herald. The Manila Court of First Instance even fined him for 
obscenity. That same year, Villa won 'Best Story of the Year' for 
his story Mir-I-Nisa in a contest sponsored by the Philippine Free 
Press. Villa received a prize of P1,000. 

Villa found the conservative atmosphere in the Philippines too 
suffocating for his aggressive, bold writing style. Using the prize 
he won at the contest, Villa migrated to the United States in 
search of artistic freedom. He enrolled first at the University 
of New Mexico, where he obtained his bachelor's degree. He 
attended Columbia University in New York City afterward to 
pursue postgraduate studies. There, Villa settled in Greenwich 
Village. In the 'Big Apple,' Villa became the sole Asian poet. In 
1933, his work Footnote to Youth: Tales of the Philippines and 
Others became the first work of fiction by a Filipino author to be 
published by a leading US-based press. In 1942, Villa published 
his first poetry collection in America, Have Come, Am Here. It 
became a finalist for the 1943 Pulitzer Prize.

Villa's numerous recognitions include a Guggenheim Fellowship, 
a Rockefeller Foundation Fellowship, a Poetry Award from 
the American Academy of Arts and Letters, and a Philippines 
Heritage Award. In 1973, Villa was proclaimed National Artist 
for Literature. Villa was one of three Filipinos, along with José 

Rizal and Nick Joaquin, included in World Poetry: An Anthology 
of Verse from Antiquity to Our Time, published in 2000. It 
features over 1,600 poems written by poets from different 
nations spanning 4,000 years, starting from the development of 
early writing in Mesopotamia and Egypt. Villa is an influential 
figure in both Filipino and Asian-American literature.

Bencab and Villa bear similar fates in their quest to find one's 
own artistic path and destiny. They first crossed paths with each 
other in 1971, at Bencab’s exhibition at the private New York 
home of couturier Till Traina, his wife Caroline’s friend. The show 
was attended by none other than Villa himself. Villa may have 
heard previously of Bencab and his towering achievements, 
since the latter was already an emerging, globetrotting artist 
at the time. 

Bencab immortalizes Villa in this 1978 work from the Larawan II 
series, titled A Poet in Exile. Here, Bencab renders grids. In what 
seems like a prison, it alludes to Villa's diaspora to a foreign 
land in search of artistic freedom, which he found elusive in his 
homeland. His poetry, represented by commas (Villa called his 
poetic style 'comma poems'), is “caged” in a speech balloon, 
symbolizing his alienation and isolation from his native land, 
despite the numerous acclaims and recognitions he received in 
a foreign nation. All the images in the Larawan II series were 
based on photographs taken by Bencab himself. Cid Reyes 
writes in BENCAB: “This alone speaks of the artist’s personal 
transference of empathy from the photographic to the painterly 
image.” (A.M.)

Jose Garcia Villa in New York City, ca. 1953  © US Library of Congress



T H E  M A G N I F I C E N T  S E P T E M B E R  A U C T I O N  2 0 2 2 190L E Ó N  G A L L E R Y189

127

Elmer Borlongan (b.  1967)

Edison the Magician
signed and dated 2001 (lower left)
pastel on paper
20" x 13" (51 cm x 33 cm)

P 160,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

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

EXHIBITED
Pintô Art Museum, Bestiary, Antipolo, 2001
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Elmer Borlongan (b.  1967)

The Visitor
signed and dated 2001 (lower left)
pastel on paper
20" x 13" (51 cm x 33 cm)

P 160,000
León Gallery wishes to thank the artist for 
confirming the authenticity of this lot

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

EXHIBITED
Pintô Art Museum, Bestiary, Antipolo, 2001

Before Elmer Borlongan became based in Zambales, his 
paintings showed a brooding, expressionistic sensibility 
that projects the forlorn feeling of life in a desolate urban 
vacuum usually set against dark backgrounds. Brooding 
social commentary was a constant thread in Borlongan’s 
paintings. For Elmer Borlongan, the move also meant 
an expansion in terms of figurative subjects — where 
once his work featured people in mostly urban settings, 
his works from this later period began to feature people 
from the countryside as well. While his characteristic 
figurative distortions remain, the theme is more relaxed.

A recognized master of Figurative Expressionism, the 
characters that populate Borlongan’s canvas are 
distinct and remarkable: out of proportion and almost 
disfigured. The tableaus that Borlongan depict are 
ironic yet poignant depictions of the struggles of urban 
living; or, he delves into religious themes, mostly that of 
Catholicism. His having moved in 1998 to Zambales, the 
hometown of his artist-wife, has inevitably changed his 
worldview as well as his subjects, where rural folk as well 
as folk themes now inspire him.
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Arturo Luz (1926 - 2021)

Black Forms, White Space 
signed (lower left)
2018
aluminum
36" x 60" x 4 1/4" (91 cm x 152 cm x 11 cm)

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

A rturo Luz once said in 1973: “My work is 
linear or geometric, and that’s it, essentially. I 
cannot imagine myself going conceptual or 

surrealistic tomorrow.”

In 1963, the defunct Rizal Theater was built on a 
parcel of land at the prime corner of Ayala and Makati 
Avenues (now occupied by another Makati landmark, 
the Makati Shangri-La). It was designed by National 
Artist for Architecture Juan Nakpil. Arturo Luz would be 
commissioned by his friend, Fernando Zóbel, to do some 
drawings on a blank concrete wall in the lobby. 

Luz recalls this moment in Cid Reyes’ book on him. “With 
no prior study, and with my cans of black paint and two 
brushes, I started to do these doodles of a city scene,” 
Luz says. “Eventually, I began to fill up the wall with all 
these lines. I was painting direct on the concrete wall, 
which I had prepared with a yellow background. In fact, 
Zóbel himself got interested and added a few of his lines. 
In three days, I finished the entire wall. 

Years passed, and the mural began to suffer from 
discoloration and molds. Luz recalls his solution to fix the 
issue: “To this day, I still remember my solution to the 
problem. I said, ‘Plaster it!’”

In the latter half of the 1970s, Luz would be commissioned 
to create a mural for the lobby of the Cultural Center of 
the Philippines’ Bulwagang Carlos V. Francisco. Reyes 
writes in Arturo Luz: “In preparing for the large mural 
at the Cultural Center (Carlos V. Francisco Hall), Luz 
learned from his Rizal Theatre experience. Several wood 

panels were seamlessly conjoined together…Executed in 
black-and-white automotive lacquer, animated by simple 
patterns and forms, a dynamic and expansive realization 
of positive and negative space. Working on a grid, Luz 
spiked the design with sharp triangular forms, tempering 
these at the same time, graced by arching edges.”

The CCP mural, aptly titled Black Form, White Space, 
would serve as an impetus for numerous similar works 
bearing Luz’s mastery in exploring the endless possibilities 
between forms and spatial relationships. Here, the non-
objective art style that Luz imbibed in his works in the 
late 1960s becomes more conspicuous.

The work at hand bears similarities to the CCP mural, albeit 
on a smaller scale. In this piece, we see Luz in a different 
light: a non-representational artist aiming for heightened 
simplicity and veering away from the figurative Luz that 
painted cyclists, musicians, and acrobats. Here, Luz gives 
more emphasis to the fundamentals of art: shapes, 
forms, colors, and space. Taking cues from Oriental 
aesthetics, Luz establishes spatial depth through the 
subtle and harmonious convergence of the composition’s 
white space with another flat surface of the same color. 
Thus, illusions of seemingly infinite space and volume 
are engendered, highlighting Luz’s firm adherence to his 
distilled geometric visual language.

Reyes notes that Luz’s venture into this kind of artistic 
practice made him join the ranks of what art critic 
Lawrence Alloway called “One-Image” artists. Alloway 
notes this as “a possible term for repeated use of a 
configuration…All the One-Image artist has to have done 
is to have painted his earlier work… Here, forms become 

meaningful, not because of ingenuity or surprise, but 

because of repetition and extension. The recurrent image 

is subject to continuous transformation, destruction, and 

reconstruction; it requires to be read in time as well as 

in space…In One-Image art, we look for variety within 

conspicuous unity.” (A.M.)
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Charlie Co (b.  1960)

Suddenly There Was An Evil 
signed and dated 2007 (lower right)
oil on canvas
58 1/2" x 83 1/2" (149 cm x 212 cm)

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

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

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

narratives of his subjects. Behind Co’s seemingly innocent 
themes lie a collection of symbols and allegories that 
point towards the bizarre and often absurd nature of the 
human condition.
 
As stated by Co, “A painter is also a visionary, helping 
people understand what is going on in his environment 
by creating something visually powerful. But one should 
consider that an artist should get right in his inner self 
first before anything else.” 
 
A Negros Occidental-based contemporary visual artist, 
Co’s name has been synonymous with striking social 
realist themes executed in expressionist and surrealist 
styles. In the 1980s, he co-founded the Black Artists of 
Asia (BAA), a Bacolod-based collective that brought 
awareness to the predicaments of sakadas (sugarcane 
farmers) and other groups in the lowest strata of social 
hierarchy. Co has had exhibitions in numerous countries 
and became the Filipino representative in prestigious 
international events such as the Asian Modernism 
exhibition at the Japan Foundation Asian Cultural Center in 
1995 and the 23rd São Paulo Art Biennial in Brazil in 1996. 
In 1990, Co received the CCP Thirteen Artists Award.
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Victorio Edades (1895 - 1985)

The Elegant Debutante
signed and dated 1963 (lower right)
oil on wood
78" x 48" (198 cm x 122 cm)

P 3,000,000
PROVENANCE
Acquired directly from the Artist as a gift to Miss Carmen Kierulf Fletcher 
and from thence, by descent to the present owner

Victorio Edades would be anointed in 1976 as 
the Father of Philippine Modern Art with his 
recognition as National Artist. It would require 

him to travel four long decades from the time he was 
given his first commission in 1936 by the architect Juan 
Nakpil for the Rufino’s film palace, the Capitol Theater. 
He would recruit for it, a protege, Carlos Botong Francisco 
and his best friend, Galo Ocampo. The mural was called, 
suitably, “Rising Philippines” and would establish 
them as a triumvirate of modern art with voices to be 
reckoned with.

Edades would eventually settle in at the University of Santo 
Tomas where he established not only the Department of 
Architecture but also the College of Fine Arts, recruiting 
like-minded individuals for the faculty — Manansala, for 
one — and teaching many other future stars including 
Nena Saguil, Anita Magsaysay Ho. He would become 
the art world’s beloved and eternal mentor — at one 
point, even becoming the president of the Philippine Art 
Gallery, the country’s first gallery dedicated to the cause 
of abstract art. 

At the UST he would also school entire generations of 
Filipinos with a sense of culture and the arts; and it is also 

here where he would meet Miss Carmen Kierulf Fletcher, 
to whom he made a gift of this painting. 
“Edades was her professor,” her family recalls, “and he 
treated her like she was his favorite student.”

One day, as family lore has it, when she was in the studio 
of Edades, she admired a very large painting of his.  He 
told her that the title was  “Elegant Debutante” and gave 
her the painting, going so far as personally delivering it 
to the family residence in Retiro, La Loma, Quezon City.  
It would thenceforth have a place of honor in their home 
since Miss Fletcher much admired Edades and loved the 
painting very much  since it reminded her of her professor and 
represented his kindness towards her during her UST days.

The work at hand is of a bare-shouldered young 
lady dressed in the purest of white with two roses 
decorating the frock; one is in full bloom, the other is 
only just beginning to blossom. She carries a traditional 
debutante’s bouquet of more red roses in her right hand. 
The fullness of the figure has the sensibility of Cezanne’s 
figures that Edades would introduce to Manila when 
he first returned to Manila, brimming with the notion 
of modern art. It is the perfect paean to a young woman 
Edades admired, embellished with a title he himself chose.

Edades in front of Modern Art Museum.

Painted from the 
Heart of the Artist
Edades Presents a Gift to a Debutante

by L ISA GUERRERO NAKPIL
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Mauro Malang Santos (1928 - 2017)

Three Women 
signed and dated 12.VIII.04 (lower right)
charcoal
25" x 19" (64 cm x 48 cm)

P 800,000
Accompanied by a certificate issued by West Gallery
confirming the authenticity of this lot
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Pre-Hispanic Gold coronet, fillets 
and ornaments traced with repeated 
patterns of abstract spirals
Butuan, ca. 500-1000 A. D.
Crown: 3 gms
Earrings: 2.3 gms
Eyes: 2 gms
Nose: 1 gm
Mouth: 0.5 gm
Total Weights: 8.8 gms

P 100,000

Butuan in Agusan del Norte 
holds a preeminent distinction in 
Philippine pre-colonial history and 
archaeology. At the time of the 
Spanish contact, Butuan was not 
only a bustling trade entrepot but 
home to an advanced civilization 
with a sophisticated goldsmithing 
industry that is among the earliest 
in the Philippines. UNESCO notes 
that “over a hundred clay crucibles 
and tools for the processing of gold 
items were discovered in the area, 
leading to the conclusion that an 
extensive gold ornaments industry 
was located in these areas as far 
back as a thousand years ago.”

Antonio Pigafetta writes in his 
account of the first circumnavigation 
of the world: “In the island of that 
king who came to the ship are mines 
of gold, which is found by digging 
from the earth large pieces as large 
as walnuts and eggs…His island is 
called Butuan.”

The eminent historian William Henry 
Scott writes in his seminal work, 
Barangay: “Butuan stands at the 
mouth of the great Agusan River: 
behind it lies a well-watered valley, 
abundant wild game and forest 
products, and rich deposits of gold. 
Its reputation was still popular 
enough to attract the Spaniards on 
their arrival in 1565.”

Scott adds: “The Spaniards reported 
three Mindanao chiefdoms strong 
enough to dominate their neighbors 
in the middle of the sixteenth 
century—Maguindanao, Butuan, 
and Bisaya. Butuan was considered 
the wealthiest because of its gold.”

It is not unsurprising that the 
sophisticated goldsmithing 
techniques in ancient Butuan even 
translated to the pre-Hispanic 
natives' burial practices. Scott notes 
that in Caraga, where Butuan is 
located, “the dead were buried in 
coffins placed in caves with thin 
plates of gold over their mouth and 
eyes.” Fray Luis de Jesús writes in his 
1681 continuation of Fray Andres 
de San Nicolás' Historia general de 
los religiosos descalzos del orden 

Among the first generation of modernists to make their 
mark in Philippine Art is Mauro “Malang” Santos. An icon 
in abstract art and cubism, he was foremost an award-
winning cartoonist, illustrator, and fine arts painter. His 
canvases explore various themes and styles, crafted 
with a unique aesthetic that draws inspiration from the 
realities of urban life. Malang incorporated into his art 
the very afflictions of the Filipino commoner — ever so 
elegantly rendering them in his distinct cubist style.

Three Women is one of the abstract paintings by the 
late Filipino artist, a prime example of that Malang era 
where he evolved to a melancholic and solemn tone 
for his abstract approach. Later in his career, Malang 
put his focus on disparate Filipina women, and laid 
them around religious and floral settings. Abstraction 
sometimes allows for a bit of somber drama that departs 
from Malang’s effervescent artistry. Bold yet controlled 
strokes, emphatic delineation meld with a surreal 
atmosphere — this very piece is a masterful display of 
skill by Malang. (P.I.R.)

de los Ermitaños (1664), which 
are the earliest accounts of life in 
northeastern Mindanao, that the 
people of Butuan were “similar to 
the Caragans in their customs and 
rituals.”

According to art historian Florina 
Capistrano-Baker, the most ornate 
orifice covers are excavated 
in Butuan, “with fringed or 
notched perforations and curled 
appendages.” Rituals and traditions 

of the ancient Butuanons regarding 

the burial of the dead are also 

intertwined with their belief in the 

supernatural. The face and orifices 

of the deceased were covered in gold 

to prevent evil spirits from entering 

and possessing the body. (A.M.)
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Edwin Wilwayco (b.  1952)

Jeepney Fantasia: Yellow Queen
signed and dated 1983 (lower right)
oil on canvas
48" x 60" (122 cm x 152 cm)

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

LITERATURE
Reyes, Cid. Edwin Wilwayco. Antipolo City: Fatima University Gallery 
Foundation, Inc., 2017. Full color illustration on pages 74 - 75, with 
photo caption on page 75

In 1972, Edwin Wilwayco finished his studies at the 
University of the Philippines with flying colors. Aside 
from a bachelor's degree in Fine Arts, Wilwayco 

was also conferred Award of Excellence, Fourth Year 
Advertising Design and Thesis; Best Individual Piece, 
Fourth Year Advertising Design; and the Pitoy Moreno 
Scholarship in Design. Later that year, he would be 
introduced to the "Saturday Group of Artists," which 
included H.R. Ocampo, Cesar Legaspi, Malang Santos, 
Onib Olmedo, and Eduardo Castrillo. He would later join 
the Philippine Advertising Counselors (PAC) as Studio 
Artist under the executive directorship of Romulo Olazo. 

Years later, in 1982, Wilwayco would submit his 
application for a study grant in painting to the British 
Council Manila. He would eventually be accepted as a 
scholar at the West Surrey College of Art and Design in 
Farnham, England. As a student, Wilwayco did a series of 
works: The Farnham Series, Hangers and Ropes Series, 
and Chairs and Cathedrals Series. These works would later 
be showcased at The Hidalgo Gallery in Makati in 1983. 

But these works were far isolated from his native roots. 
Notably, they were much more attuned to his British 
experience. One of Wilwayco's teachers at West Surrey 
commented on his susceptibility to fully embrace the 
rudiments of Western art, therefore depicting more 
and more foreign, alien scenes, giving his works an 
artificial, forced atmosphere. Hence, upon his return to 
the Philippines later in 1982, Wilwayco would touch on a 
subject intimately attached to his native sensibilities: 
the iconic jeepney. Thus, the genesis of the Jeepney 
Fantasia series. 

In the Jeepney Fantasia series, Wilwayco pays homage 
to the traditional Filipino jeepney, dubbed the "King of 
Philippine Roads." In these works, Wilwayco lends his 
exuberant imagination to a creative redefining of the 
iconic and timeless form of the jeepney. Unlike his British 
works, which failed to generate an impact on the local 
art scene, the Jeepney Fantasia works were lauded by the 
revered art critics of that time. 

Rod. Paras Perez lauds the technical aspects of 
Wilwayco's Jeepney Fantasia in the article 'Finessing the 
Jeepney,' published in the March 21, 1989 issue of The 
Manila Chronicle: "Bravura brushstrokes careen through 
his canvas, encountering sometimes, a fragment of a 
steering wheel or a colorful mini-altar or those in tin horses, 
which are the pride of many macho jeepney drivers.

Paras-Perez perceives the distinct Filipino expression 
captured in Wilwayco's newfound theme: "By brushstrokes 
so structured they evoke the very chaos created on every 
street by these earthbound pilots who do not wish to fly. 
This is Pinoy neo-expressionism."

Paras-Perez also remarks on the harmonious weaving 
of figuration and abstraction, writing that the jeepney's 
presence is "never completely defined; only suggested." 

Beyond his celebration of the dynamic jeepney, Wilwayco's 
attunement to the aesthetics of his native land is also 
discerned through his employment of maximalism, an 
inherent element in Filipino art. Emmanuel Torres notes 
in his article 'The Jeepney as Fantasy,' published in the 
February 25, 1989 issue of The Manila Chronicle, that 
Wilwayco's renditions of jeepneys are "an affirmation 
of Pinoy aesthetics with its penchant for filling in every 
available space with décor."

Wilwayco engendered a visual extravaganza of warm 
colors that evoke the natural tropical environment of the 
Philippines. The dynamic visual poetry from Wilwayco's 
employment of a tropical palette dominated by the 
warmness of yellows, blues, greens, and reds resonates 
with the lived experience of the typical Filipino. It certainly 
enkindled not only refinement in Wilwayco's native 
sensibilities but a coming of age for him as well. Through 
his Jeepney Fantasia series, Wilwayco finally emerged as 
a virtuoso in his own right, able to make his distinct path 
and imprint in Philippine art. (A.M.)
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L ike Pedro Paterno, Rafael Enriquez was among the 
ilustrados who found their metier in Madrid and 
Paris. Born in Naga, then called Nueva Caceres, he 

would next take the familiar route of study at the Ateneo 
Municipal and then the Universidad de Santo Tomas, 
both in Manila. He also enrolled in the Academia de 
Dihujo y Pintura, then under the direction of Don Agustin 
Saez, where he had his first artistic training, according to 
the biographer E.A. Manuel.

He would next sail to Spain to study law and like Hidalgo, 
once he had discharged his familial duties would enter 
the world of fine arts at the Royal Academy of San 
Fernando in Madrid.

He would, however, find the French capital and its more 
libertarian atmosphere more conductive to his art.

In 1879 he would move to Paris and stay for the next 

eight years, the same period in which this work at hand 
was created. (His address at 141 Avenue de Villiers, today 
in the 17th Arr. is shown at the reverse of the painting.)

Enriquez would become a noted portraitist and his sitters 
would include European aristocracy such as the Marques 
de Rivera, the Marques del Togo del Valle as well as the 
Duque de Banns, painter, in no small part as a result of 
marrying into their circle.

He would continue his friendships in the Spanish cultural 
landscape including with Pedro Paterno. His work “La 
Lealtad Filipina” would be featured in the Exposicion 
General de las Yslas Filipinas of 1887 which Paterno 
would help organize; and a certificate of excellence for 
the work would in fact be among ‘The Ilustrado Trove’ 
from the collection of Don Pedro, Lot 72.

By then Enriquez had moved to London to stay with 
Antonio Regidor, a fellow lawyer who had been exiled 
with Paterno’s father after the Cavite Mutiny of 1872 and 
whose brother Manuel was Pedro Paterno’s brother-in-law.

The work at hand is not one of his grand portraits of 
bejeweled women but a wonderful scene of women at 
home : Two sisters are intent on the art of sewing (and 

darning, as frugal women do). Their placid but intent 
expressions catch the light of a lamp; a sewing box sits 
on the table as do skeins of thread and a pair of scissors; 
a second garment in feminine pink awaits their tending. 
The atmosphere is illuminated by the carmine color of 
the striped tablecloth in a bold color reminiscent of the 
Florentine masters. It’s a beguiling scene of life lived at 
home in the 1880s.

An Ilustrado Rarity from 
the Paterno Circle of Friends
by L ISA GUERRERO NAKPIL
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Rafael Enriquez y Villanueva (1850 - 1937) 
Deux Souers (Two Sisters)
signed (upper left) and dated Paris, 1884
oil on board
8 1/4" x 10" (21 cm x 25 cm) 

P 400,000
PROVENANCE
Private Collection, Spain

On the reverse: 'Adresse de l’artiste' : 141 Avenue de Villiers (Paris); and a second 
label tacked on the frame, ‘Enriquez, Rafael - Peintre de Genre, ne aux Philippines' 
(Enriquez, Rafael, Genre Painter, born in the Philippines)
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Jose Joya (1931 -  1995)

Life System
signed and dated 1978 (lower right & verso)
oil on board
22" x 14" (56 cm x 36 cm)

P 1,200,000
Accompanied by a certificate issued by Ms. Josefa Joya Baldovino 
confirming the authenticity of this lot

Jose Joya’s Life System  is emblematic of the groundbreaking 
style and variety of abstraction that propelled him to 
critical and commercial acclaim.  Joya created a kind of 
painting that appeared to be a regrouping of his abstract 
masses, a retrenchment of the sensibility in favor of order 
and balance. The autonomous rounded shapes, enough 
unto themselves as shapes, are founded on uniform 
flat colors. Such an ordering of details must be held to 
organized discipline if the abstracted subject is not to be 

lost in a jumble of incidental attractions. In this piece, 
Joya’s predominant use of green, red, and orange evoke 
the naturally occurring hues found in the environment. 
While the careful placement and structure of Joya’s 
forms are reminiscent of the nuanced organization of 
organic matter. But more importantly, Life System directs 
the viewer towards a much more important aspect of our 
relationship with the natural world; an innate sense of 
wonder. Joya’s brand of abstraction allows us to engage 
and internalize the piece in a way that draws upon our 
own memories and experiences of the world around us. 
In doing so, it invites us to interact with it in the same way 
as basking in a monumental landscape, hiking up the 
forest trail, or soaking up the sights, sounds, and smells 
of an enclave; with equal parts, wonder, curiosity, and 
acceptance that there remain to be bigger things than 
those that reside within us. (J.D.)
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Jason Montinola (b.  1979)

Muse 
signed and dated 2013 (lower center)
oil on canvas
24" x 20" (61 cm x 51 cm)

P 100,000

An inspiration of Jason Montinola for painting images 
through traditional and surrealist methods is the 
Classical European portraiture. The strange figures in 
his canvases are visual representations of contemporary 
oddity and familiarity as they give off a bizarre, almost 
hollow look. His renditions of either anonymity are noted 
as more tied to the nonexistence of identity instead of a 
lack of presence.

Furthermore, a sense of a void is one of his most recurring 
motifs. Montinola once said that the subjects of his pieces 
were born out of his visions and dreams. To illuminate 

his subjects, darkness in the background is also often 
employed. Then, he renders them with obstructed faces 
or missing facial features, and dresses them with masks, 
headdresses, or some weird accessories. This oil painting 
is one of his portraits of peculiar figures, critical of the 
level of significance given to affixed characteristics 
and neat identities in the art-making process of 
depicting subjects.

In 2013, the year this piece was made, Montinola held two 
solo exhibits titled Infamous in Singapore and Theatre of 
Absurdities in Kuala Lumpur, Malaysia. (P.I.R.)
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Ang Kiukok (1931 -  2005)

Christ
signed and dated 1973 (lower right)
oil on wood
26" x 9 1/4" (66 cm x 23 cm)

P 1,200,000
Accompanied by a certificate issued by Finale Art File
confirming the authenticity of this lot

LITERATURE
Roces, Alfredo. Kiukok: Deconstructing Despair. Mandaluyong City, 
Finale Art Gallery, 2000. Full-color illustration and photo caption on 
page 367. 

Although Ang Kiukok finished his studies at 
the University of Santo Tomas and was even 
baptized a Catholic in 1962, the Church's often 

perplexing dogmas were never fully ingrained into his 
psyche. Nonetheless, religious figures, such as Christ and 
the Virgin Mary, have been central elements that defined 
Kiukok's oeuvre.
 
Growing up in a predominantly Catholic country, Kiukok 
may have stood in awe at the Filipinos' grandiose and 
often jubilant religious traditions. Interestingly, Kiukok's 
wife, Mary, has always been a devout Catholic. Perhaps, 
he regularly witnessed how his wife prayed before these 
objects of veneration. Kiukok may have reflected on the 
elaborate creation of religious images and paintings 
and the brilliance of the hands behind them. Hence, 
the inspiration behind Kiukok's paintings of Catholic 
iconography is not attributed to a notion of religious 

mysticism or sacred devotion. Instead, Kiukok sees these 
votive images as merely material objects whose design 
and motifs are products of human ingenuity.

Many of Kiukok's works in the 1970s subtly reflected the 
socio-political milieu, resulting in depictions of violence in 
his imagery. However, these did not mirror his "placid and 
affable" personality. Kiukok emphasizes the influence of 
Chinese aesthetics on his art. 

Alfredo Roces writes in Kiukok: Deconstructing Despair: 
"In his depictions of images of the Virgin Mary as a 
venerated figure, or his votive candles, or scenes of the 
Last Supper, Kiukok focuses on composition and 
the disposition of colors and forms. His Philippine 
Modernist Period comes to the fore, and his Modernistic 
vocabulary allows him much room for play.”
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Augusto Albor (b.  1948)

Terminus
signed and dated 1986 (lower right)
acrylic on canvas
30" x 30" (76 cm x 76 cm)

P 200,000

The works of Augusto “Gus” Albor intentionally lack 
expressive content, concentrating more on the informal 
elements of art. As seen in his oeuvres, Albor allows the 
audience to naturally give an immediate visual response 
— to experience all the pure qualities of color, form, 
space, and materials; to explore without the distraction 
of composition, theme, and other factors.

In this early painting of Albor, made in 1986, an 
abyssal void of meaninglessness is confronted in order 
to formulate new meaning beyond conventional and 
traditional forms of language and communication. The 

approach has allowed Albor’s art to speak more freely — 
welcoming his audience to partake in his alluring blend 
of expression and restraint. Also, the color spectrum is 
redefined to make his works inexpressive, conceptual, 
and non-referential. The use of colors gray, black, and 
white are constant to most Albor pieces, each of the colors 
holding a symbolic meaning. As for this piece, however, 
the color brown dominates the canvas. According to 
color psychology, brown is often seen as solid, like land. 
And, it's a color often associated with resilience, security, 
and safety or even feelings of loneliness, sadness, and 
isolation. (P.I.R.)
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Brian Uhing (b.  1975)

Dreaming of Travel 
signed (lower left)
oil on canvas
17" x 13" (43 cm x 33 cm)

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

Brian Uhing summons the visual language of the 
classical master as he narrates a playfully poignant 
allegory akin to the spirit of the age  In his works, one 
can see how Uhing takes inspiration from the masters of 
yore. The colors of Titian, the playfulness of Bruegel, and 
the enigma of Magritte. But his treatment of his subject 
lends itself more towards the school of surrealism and 
even postmodernity;  Uhing labored countless hours   
to quench  his   obsession for perfection by  employing 
meticulous craftsmanship towards every detail of the piece. 

In Uhing’s Dreaming of Travel, one is greeted by a 
portrait of Marie Antoinette holding a teacup and 
surrounded by. As one of the more well-known members 
of the French aristocracy, Antoinette is often seen as a 
larger-than-life figure; an individual whose mythos is 
often greater than reality. The title seemingly suggests 
that the work explores Antionette’s introduction to the 
Palace of Versailles. Coming from a relatively less regal 
background, Antoinette was bound by the different 
rituals and ceremonies that were expected of royalty. 
Thus, some accounts would note that though Antoinette 
had moved up the social ladder, her duties stifled some 
of the freedoms she used to enjoy. The theme of freedom 
is further emphasized by the inclusion of the birds, which 
are flying out of the cup, headed somewhere beyond 
the canvas; effectively acting as a metaphor for a sort of 
emancipation Antoinette could no longer experience. (J.D.)
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R omulo Galicano grew up as a personal student 
of his uncle, the "Dean of Cebuano painters," 
Martino Abellana. The revered maestro was 

central to the holistic development of Galicano as an 
artist. Hence, Abellana was Galicano's foremost luminary. 

Galicano's training under Abellana engendered the 
Romulo Galicano that we have come to know. It is 
through Abellana that Galicano acquired the painterly 
technique of directly observing nature as an eternal 
spring for artistic inspiration. 

The rudiments of art that Galicano mastered under his 
uncle are clearly discernible in this piece titled Poor Man's 
Meal. In this work, Galicano pays homage to the 1885 oil 
painting by the revered Vincent van Gogh, Potato Eater, 
on display at the Van Gogh Museum in Amsterdam. That 
work would signal Van Gogh's artistic coming of age, as 
he thought choosing a complex subject matter would 
prove himself as a consummate figurative painter. In 
Galicano's work, the Carcar-born artist depicts a group 
of five peasant men sharing a paltry breakfast of fried 
rice, salted dried fish, known as tuyo in the native lexicon, 
and coffee before embarking on another day of toiling. A 
woman on the right is seen serving and attending to the 
men's meager morning meal. 

Leon Gallery is delighted to have the privilege to talk 
with Galicano concerning the inspiration behind this 
monumental piece. "This painting encapsulates my life," 
Galicano shares. "The picture itself is my recollection of 
my life in Carcar, Cebu, way back in the early 1960s."

The virtuoso of Galicano has been shaped, molded, and 
transformed by the native soil that enkindled his artistic 
genesis—Carcar in the province of Cebu. As such, many 
of his works, including the work at hand, have been 
inspired, be it explicit or implicit, by the quiet and humble 
splendor of his town.

Poor Man's Meal is emblematic of Galicano's artistic 
principle of "observing directly from nature." Galicano 
talks about the origins of this work. "When I returned home 
to Carcar sometime in 2019, I was invited by my sister one 
morning to have our breakfast at the town market. 

"And then I saw the vendors, the same vendors that I 
became accustomed to during my teenage years. They 
were still selling puto, suman, the things we ate back 
then. I also noticed the farmers and the agricultural 
workers selling their freshly harvested produce."
"Upon my homecoming to my native Carcar, the 
idea of doing this particular painting didn't strike my 
imagination. But when I saw those scenes, an overflowing 
gush of emotions, mainly nostalgia, suddenly enkindled 
the flames of my creative enthusiasm.

"Suddenly, I became awestruck. It was the same 
environment, the same atmosphere of my teenage years. 
That day, it was like going back to the Carcar of my youth. 
It seemed like I was traveling in time to relive my past," 
Galicano gleefully reminisces. 

"Until I thought that it would be a great moment to 
translate the sudden visions I had of my youth into a 
work that captures a pictorial portrait of my life. Thus, 
Poor Man's Meal was born."

Poor Man's Meal would be a compelling avenue for 
Galicano to pour out all his nostalgia and sentimentality. 
"That painting is very emotional for me," Galicano 
says. "In my youth, I would always run errands for my 
grandmother every single morning. Vendors, farmers, 
and the ordinary people always caught my sight back then. 
These are the people I depicted in Poor Man's Meal."

With his true-to-life depiction, Galicano imbues the 
impoverished subjects with absolute humanity. An 
interesting figure in this painting is that of a man 
standing in the background in the far-right area of the 
composition. That man is Romulo Galicano himself. By 
including himself in his work, Galicano paints not as 
a passive observant of real life but as a human being 
empathetic with the plight of the rural poor borne from 
his profound understanding of their status quo. Being an 
homage to Van Gogh, Galicano shares in the former's 
notion that "one must paint the peasants as if one were 
one of them, as feeling, thinking as they do themselves." 
Of Van Gogh's inspiration behind this work, particularly 
his seminal iconic Potato Eaters, Galicano reveals: "I saw 
Van Gogh's Potato Eaters many times already. That was 
one of the many paintings that captured my heart and 
my soul." 

LEFT: Vincent van Gogh, The Potato Eaters. © Van Gogh Museum.
RIGHT: Romulo Galicano in the background. This painting calls to mind Rembrandt's 
Night Watch where the artist's self-portrait is among the characters in the painting.

"This is one of my best 
works. This is one of my 
favorites. This encapsulates 
my life." -  ROMULO GALICANO

A Tour de Force 
by the Cebuano Master

LEFT: Romulo Galicano (b. 1945), Pastoral Scene Overlooking the
Town of Carcar. © León Gallery
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Romulo Galicano (b.  1945) 
Poor Man's Meal (Homage to the 
Potato Eater by Vincent Van Gogh)
signed and dated 2020 (lower right)
oil on canvas
60" x 85" (152 cm x 216 cm)

P 5,000,000
Accompanied by a certificate signed by the artist
confirming the authenticity of this lot

In his Potato Eaters, Van Gogh shows the peasants' 
alienation from their produce. How come they cannot 
enjoy the fruits of their labor is a subject he subtly yet 
poignantly touches on. Galicano aimed to imbibe this 
quality in his Poor Man's Meal. "We had a hard life in 
Carcar. Back then, every single day would be filled with 
uncertainties. We would always be pervaded with doubts 
if we could survive and carry on with each passing day.”

The somber, dimly lit composition explicitly represents 
their penurious living conditions. It also captures an 
atmosphere similar to Joey Velasco's 2005 painting, 
Hapag ng Pag-Asa, which appropriates the image of 
the Last Supper and shows Jesus Christ dining with the 
street children. 

A small beam of light from the early morning sun radiates 
in the background. In the midst of their predicament, 
the morning setting evokes the old Filipino adage, "The 
coming of a new dawn enkindles a renewed sense of hope."

"That is why Poor Man's Meal is one of my best works, 
one of my most treasured works, because it is a genuine 
reflection of my youth, my struggles, my hopes, and my 
aspirations," Galicano touchingly concludes. (A.M.)
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Emmanuel Garibay (b.  1962)

Pang-meryenda
signed and dated 2014 (lower left)
oil on canvas
24" x 24" (61 cm x 61 cm)

P 240,000
EXHIBITED
UP Vargas Museum, Sa Ngalan ng Batas: Reflections of Philippine 
law, culture, and society, Quezon City, October 4 - November 4, 2014

Imbued with powerful allegories, Emmanuel Garibay's art has 
served as explicit windows and compelling commentaries on 
the numerous ills of our modern society. In this piece, Garibay 
depicts two central figures. A politician dressed in a barong 
can be seen covertly handing a brown envelope to a woman, 
presumably a government employee. On the latter's right hand 
is a paper bill given by the former as bribery for a favor done 
for his leverage. Behind them are the ordinary people whose 
faces have become uncannily paralyzed, miserably waiting 
for their turn in likely securing state services. A somber 
atmosphere pervades the composition, implying the illicitness 
of the man's felony.

Here, Garibay unequivocally touches on our dysfunctional 
democracy and corrupt bureaucracy, particularly on the subject 
of palm-greasing/bribery. The issue of red tape has been 
plaguing our country's civil service system for decades. In the 
Philippines, excessive and redundant regulations, especially 
on processing official documents, have hindered transparency, 
integrity, and efficiency in rendering government services on 
both national and local scales. 

But this overt complexity is deliberately implemented to benefit 
the powers that be. By exploiting legislation and manipulating 
regulations, they are able to secure illicit gains to advance their 
interests. Garibay strongly expresses that "what is legal is not 
necessarily moral and ethical." While the powerful revel in their 
wealth and privilege, the masses have long suffered from the 
inefficiencies of essential public services that favor only the 
wealthy. In a society run by the rich, laws are passed in their 
favor. Therefore, it is deplorable that our legal system has 
become an apparatus to preserve their ranks and further their 
gains. It has contradicted its rightful obligation to be "of the 
people, by the people, and for the people." (A.M.)
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Mark Andy Garcia (b.  1984)

Untitled 
signed and dated 2019 (lower right)
acrylic on canvas
24" x 24" (61 cm x 61 cm)

P 80,000
PROVENANCE
Artery Art Space, Quezon City

EXHIBITED
Artery Art Space, How to Make a Body Without Me Possible (Group 
exhibition with Lyndon Maglalang and Neil Pasilan), Quezon City, 
April 13 - May 4, 2019

The alluring landscapes of Mark Andy Garcia portray 
a horizon that appears like a demarcation between 
land and heaven. Regarded as intuitive, gestural, and 
expressionist, the marks and textures on his canvases are 
evidence of the painter’s hand, presence, and persona. 
His painterly style serves to impart emotional honesty to 
paintings, resembling entries in journals. 

In the old works of Garcia, narratives are abundant. 
He used to tell stories within the confines of the visual 
plane, a segment of his life in every oeuvre. Later on, he 
came to the realization that his audiences do not need 
to know everything and that he has to keep parts of his 
life private. Without having to retell his experiences on 
his canvases, his subjects become representations of the 
inner self.

His works and exhibitions can be understood as both 
autobiographical and theological. Titles like “New 
Beginnings,” “Stand Still,” “Human Nature,” “Blessings 
in Disguise,” and “Two-edged Sword” can be interpreted 
as an analysis of the doctrines of the Christian faith as 
personal declarations and revelations. In 2019, the year 
this piece was made, Garcia held two solo exhibitions 
titled “Chest To Heart” and “Promised Land.” (P.I.R.)
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Benedicto Cabrera (b.  1942)

Rolly (Cocojam)
signed and dated 1995 (lower right)
charcoal and pastel on paper
30" x 22" (76 cm x 56 cm)

P 900,000
Accompanied by a certificate issued by Galleria Duemila, Inc.
confirming the authenticity of this lot

LITERATURE
Caruncho, Eric S. Bencab's Rock Sessions. Pasig: The Crucible 
Workshop, 1995. Full-color illustration on page 40, with 
photo caption on page 41

EXHIBITED
The Crucible Art Gallery, Bencab's Rock Sessions, 
Mandaluyong City, November 7 - 20, 1995

In November 1995, Benedicto Cabrera held a solo 
exhibition at The Crucible Gallery in SM Megamall 
titled Bencab's Rock Sessions. The show featured 

pastel portraits of Filipino contemporary rock musicians. 
The exhibition's title was inspired by the popular Baguio 
watering hole where Bencab's artist-friends and rock 
musicians reveled in music and art. Bencab's Rock 
Sessions was the sequel to the artist's 1981 show at the 
CCP Small Gallery titled Punk, which featured portraits of 
musicians who dominated London's punk rock landscape. 

Veering away from his Larawan works, Bencab draws 
from life in his Rock Sessions. In an interview with Eric 
Caruncho, who authored the 1995 book of the same 
name, Bencab reveals: 'I like drawing from life. I don't 
like drawing from photographs." Works from the Rock 
Sessions were created within the span of a year, with the 
subjects posing in Bencab's dwelling place at the historic 
Syquia apartment in Malate. 

Among the legendary Filipino musicians Bencab 
depicted in those works was Rolando "Rolly" Maligad, the 
main vocalist of the Pinoy reggae/rock band Cocojam. 
In this piece, Bencab shows Maligad's signature, Bob 
Marley-inspired dreadlocks. Interestingly, Maligad also 
looked and sounded like Marley, his foremost musical 
luminary, in real life. Bencab portrays Maligad in the 

act of strumming his guitar. Perhaps one can imagine 
him playing one of his band's original songs, creating 
new music, or just leisurely singing along to one of 
Marley's hits.

Influenced by Marley's sublime songwriting, Maligad 
wrote Cocojam's original songs, such as "Lakambini," 
"Ulap," "Ang Pagbabago," and "Lasenggo." Maligad also 
wrote for other OPM artists, such as blues singer Binky 
Lampano, Asin frontwoman Lolita Carbon, and rock 
band 6Cyclemind.

Cocojam is celebrated as a pioneering Filipino reggae 
band. They dominated the Philippine reggae music 
scene from the late 1980s to the mid-1990s, performing 
in numerous venues, such as Mayric's along España 
Boulevard and Kalye Bar and Restaurant in Legazpi 
Village, Makati. Cocojam also played alongside fellow 
music legends Carbon and Joey 'Pepe' Smith on various 
occasions. Their 1992 album, 'Lakambini' earned the 
band a nomination for 'Best New Recording Group' at 
the 1992 Awit Awards.

Through this work, Bencab immortalizes the man whose 
musical legacy profoundly contributed to the flourishing 
of reggae music in the country and imbibing it with a 
distinct Filipino quality. (A.M.)

The Rock Sessions By Bencab

Book cover of Bencab's Rock Sessions
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These hand-colored images come from the famous 
set of volumes Histoire Naturelle Des Oiseaux 
edited by Georges Louis Leclerc, the Comte de 

Buffon, an Intendant du Jardin des Plantes du Roi (head 
of the Royal Botanical Gardens) under Louis XV. This 
was initially planned to be part of Buffon’s extensive 
natural history of the world, the Histoire Naturelle, 
Générale et Particulière, which began in 1749. It then 
became an independent set published from 1771-86, 
with handcolored plates engraved by François-Nicolas 
Martinet, a French engineer, draftsman, and naturalist 
best remembered as an engraver, particularly specializing 
in engraving birds profiled in its respective habitats. 

The featured 35 extraordinary hand-colored pieces of 
Philippine birds are marked by yellow borders and a 
closeup perspective : The entire collection of Philippine 
birds numbers 37, thus making the set at hand nearly 
complete after several years’ of sleuthing and research.

Each bears a title under each bird, either saying after the 
name of the bird “des (from) Philippines” or mentioning 
the Philippine island where the bird was identified. The 
thick, creamy chain-lined handmade paper has strong 
plate marks and crown watermarks within. Martinet 
has engraved the plates for various important works 
on natural history, especially ornithology. He illustrated 
many of the plays and operas by the luminaries of the day 
such as Voltaire, also drawing and engraving landscapes, 
portraits of notables and scenes of Versailles. Buffon, 
one of the preeminent scientists and mathematicians 
of the late 18th century, was noted by Charles Darwin 
as “the first author who in modern times has treated it 
[evolution] in a scientific spirit.”

The Smithsonian Museum Library, which possesses 
several of these Martinet engravings furthermore 
describes the work and its principals as follows:

“François Nicolas Martinet engraved illustrations of birds 
for books by some of the most influential ornithologists in 
18th-century France.  Born in 1731, Martinet was trained 
as an engineer and draftsman.  Engraving illustrations 
for books probably began as a secondary profession.
“Printing was in black and white, and any coloring had 
to be added by hand to the individual prints afterward.  
Thus, illustrations in books tended more often to be plain 
black-and-white; they were more affordable to produce 
and therefore more affordable to purchase.  Hand-
colored illustrations were produced in selected instances, 
but they were labor-intensive, time-consuming, and 
expensive and consequently were available only to the 
wealthy.  Among those who could afford them, natural-
history books containing hand-colored engravings 
became increasingly popular during the late 1700s.  It 
became fashionable to display folios of hand-colored 
plates in one’s home, similar to the modern enjoyment 
of “coffee-table” books; and individual, loose illustrations 
were sold for display in portfolios or on walls, again much 
as we still do.
“François Martinet became well respected for his 
engravings because he learned how to bring realism to 
his bird illustrations, a skill not easily acquired. 

“From his position at the French court, Buffon, one of 
the giants of the French Enlightenment, undertook a 
project not only to describe and classify comprehensively 
the royal collections but in fact to explicate the natural 
history of the world.  time.  

“The plates are simple and spare in design, for the most 
part depicting a single bird (only rarely are there more 
than two) perched on a branch within a gold- or yellow-
colored frame; the engraved and etched lines forming 
the figures are light and open, as it were, so as to allow 
the glowing, sometimes vibrant, coloring of the bird’s 
feathers, applied by hand after printing, to shine through. 
It is an altogether extraordinary suite of illustrations.”

The Elusive Martinet Birds 
of the Philippines
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François Nicolas Martinet (1731-1800)

Thirty-Five (35) Hand-Colored Copper Engravings
From the Histoire Naturelle Des Oiseaux 
(The Natural History of Birds) 
edited by Georges Louis Leclerc, 
the Comte de Buffon

i. Troupiale nour, de St. Domingue, plate 534
10" x 8 1/2" (25 cm x 22 cm )

ii. Choucas, des Philippines, plate 603
10" x 8 1/2" (25 cm x 22 cm)

iii. Coucou, des Philippines, plate 824
9" x 8" (23 cm x 20 cm)

iv. Grande Pie-grieche verdatre, 
de Madagascar, plate 374
10" x 8 1/2" (25 cm x 22 cm)

v. Merle des Philippines, plate 89
9 1/2" x 8 1/4" (23 cm x 21 cm)

vi. 
1.) Traquet noir des Philippines, 
2.) Le grand Traquet des Philippines, plate 185

9 3/4" x 8 1/4" (25 cm x 21 cm)
vii. 
1.) Grimpereau des Philippines 
2.) Grimpereau gris, des Philippines 
3.) Pelit Grimpereau des Philippines 
4.) Grimpereau olive, des Philippines, plate 576

9 1/2" x 8 1/2" (24 cm x 22 cm)
viii. Pic verd, des Philippines, plate 691

10" x 8 1/4" (25 cm x 21 cm)
ix. Lory, des Philippines, plate 168

10" x 8 1/4" (25 cm x 21 cm)
x. Grand Guepier, des Philippines, plate 57

10 1/4" x 8 1/4" (26 cm x 21 cm) 
xi. Merle Chauve, des Philippines, plate 200

10 1/2" x 8" (27 cm x 20 cm)
xii. 
1.) Perruche male des Philippines 
2.) La Femelle,plate 520

9 3/4" x 8 1/4" (25 cm x 21 cm)
xiii. Petit Coucoum de L'isle Panay, plate 814

9 3/4" x 8 1/4" (25 cm x 21 cm)
xiv. 
1.) Caille hupee, du Mexique 
2.) Caille des Philippines, plate 126
9 3/4" x 8 3/4" (25 cm x 22 cm)
xv. Rollier de Mindanao, plate 285

9 3/4' x 8 1/4" (25 cm x 21 cm)

xvi. 
1.) Tranquet male, de L'Isle de Lucon 
2.) Tranquet femelle, de L'Isles de Lucon, plate 235

9 3/4" x 7 1/2" (25 cm x 19 cm)
xvii. 
1.) Grimpereau, des Philippines 
2.) Sa Femelle 
3.) Grimpereau, du Cap de Bonne - Esperance. 

plate 246
10 1/4" x 8 1/4" (26 cm x 21 cm)

xviii. Petit Kakatoes, des Philippines, plate 191
10" x 8 1/2" (25 cm x 22 cm)

xix. Barbu, des Philippines, plate 331
10 1/2" x 9" (27 cm x 23)

xx. Coucou hupe de la cote de Coromandel, 
plate 872
10" x 8 1/2" (25 cm x 22 cm)

xxi. 
1.) Gros-Bee, du Canada 
2.) Gross-Bee des Philippines, plate 135

9 3/4" x 8 1/2" (25 cm x 22 cm) 
xxii. Merle, des Philippines, plate 219

10" x 9" (25 cm x 23 cm)
xxiii. Calao, de L' Isle Panay, plate 780

9 3/4" x 8 1/4" (25 cm x 21 cm)
xxiv. Perroquet, de L' Isle de Lucon,plate 287

9 3/4" x 8 1/4" (25 cm x 21 cm)
xxv. 
1.) Merle Olive, des grandes Indes 
2.) Merle Solitaire, de Manille, plate 856

10" x 8 1/4" (25 cm x 21 cm)
xxvi. Femelle du Calao, de L'  Isle Panay, plate 781

10" x 8" (25 cm x 20 cm)
xxvii. Pelican des Philippines, plate 965

9 3/4" x 8 1/4" (25 cm x 21 cm)
xxviii. 
1.) Marle de Mindanao 
2.) Merle de Dominiquain, des Philippines, plate 627

10 1/2" x 8 1/2" (27 cm x 22 cm)
xxix. Calao des Philippines, plate 873

9 3/4" x 8 1/4" (25 cm x 21 cm)
xxx. Pigeon verd, des Philippines, plate 138

9 3/4" x 8 1/4" (25 cm x 21 cm)
xxxi.

1.) Pie - Grieche de Manille 
2.) Pie Grieche Rousse de France, plate 9

10 1/2" x 8" (27 cm x 20 cm)
xxxii. Coucou tacheté, de Mindanao, plate 277

9 3/4" x 9 1/2" (25 cm x 24 cm)

xxxiii. Merle Solitaire male, de Manille, plate 636
9 3/4" x 7 1/2" (25 cm x 19 cm)

xxxiv. Calao de Manille, plate 891
9 1/2" x 8 1/4" (24 cm x 21 cm)

xxxv. Coucou, des Philippines, plate 824
9 1/2" x 8 1/2" (24 cm x 22 cm)

P 600,000
PROVENANCE
Private Collection, Paris, France.
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Fernando Amorsolo (1892 - 1972)

Bombing of Intendencia
signed and dated Manila, January 15, 1942 (lower left)
oil on canvas
18" x 28" (46 cm x 71 cm)

P 6,000,000
Accompanied by a certificate issued by Mrs. Sylvia Amorsolo-Lazo
confirming the authenticity of this lot

PROVENANCE
Private Collection, Japan

The secured transition of the Philippines from 
a Commonwealth government to a sovereign 
republic was curtailed by the commencement 

of the Second World War in the Pacific. Ten hours after 
the Imperial Japanese Navy Air Service launched a 
surprise attack on Pearl Harbor on December 7, 1941, 
the Japanese imperial forces launched an aggression on 
the Philippines. 

On December 8, 1941, the Japanese military ferociously 
besieged Manila and its outskirts. To save the city from 
further destruction, General Douglas MacArthur declared 
Manila an 'open city.' Notwithstanding the withdrawal 
of all military defenses from the city, the Japanese 
contravened MacArthur's declaration and continued 
their savage attack. This resulted in the destruction of 
many structures and possessions, including the Santo 
Domingo Church, the colleges of Santa Catalina and San 
Juan de Letran, and various newspaper offices such as El 
Debate, Mabuhay, Philippines Herald, and Monday Mail. 
On January 2, 1942, the Japanese finally established their 
control over the city.

The Intendencia (known as La Aduana during the Spanish 
colonial period) was among the architectural casualties in 
the bombing of Manila by the Japanese toward the end of 
1941. Prior to its destruction, the Intendencia had served 
numerous purposes and had housed several offices over 
the course of its then century-old existence. Designed in 
the neoclassical style, its construction was spearheaded 
by the Spanish engineer Tomas Cortes from 1823 to 1929. 
It was first used as the customs house during the Spanish 
colonial period. As our country's history progressed to 
the American colonization, the Intendencia first housed 
the Office of Archives, the predecessor to the National 
Archives. Then in 1916, the Intendencia became the first 
home of the Philippine Senate after the enactment of the 
Jones Law that same year. 

In 1935, it would revert to its original purpose as a customs 
house after the completion of the Old Legislative Building 
in 1926. The Intendencia would later be repurposed as 
the main headquarters of the country's mint and the 
offices of the Central Administration, where it got its 
present name. As of this writing, restoration works for 
the Intendencia have been transpiring through the joint 
partnership of the National Archives and the Intramuros 
Administration in an effort to rehabilitate the building as 
the former's future office. 

In this gripping, rare wartime piece, Fernando Amorsolo 
depicts that ill-fated day when the Japanese Imperial 
Army invaded Manila and wreaked havoc on its 
inhabitants and several of its built heritage. Amorsolo 
created this piece a month after the Japanese invasion of 
Manila. Here, the maestro shows the Intendencia being 
engulfed in flames after its bombing by the Japanese. 
The mighty Pasig River can be seen on the right, with fires 
spreading rapidly above its once tranquil waters. Other 
historic structures can be seen. To the left of the burning 
Intendencia are the bombed Santo Domingo Church, the 
old University of Santo Tomas, the Manila Cathedral, and 
the Ayuntamiento de Manila (the latter three would all be 
destroyed in the coming years). Fort Santiago hauntingly 
looms in the background, a foreshadowing of its tragic 
fate as a silent witness to Japanese brutality. 

In the foreground, people from all walks of life scramble 
for their lives. The rose-colored sunset very much contrasts 
with the main scene. The optimism brought by the 
promise of independence would have characterized that 
decade. But with the war, it was as if God had abandoned 
humanity, and all hope had been "engulfed in flames." In 
this work, Amorsolo paints a harrowing image of violence, 
bloodshed, and destruction, a poignant reminder of 
the savagery and atrocities of an imperial power in its 
ruthless quest for tyrannical hegemony. (A.M.)
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Onib Olmedo (1937 - 1996)

Untitled (The Happening)
ca. 1990
oil pastel on felt paper
28" x 22" (71 cm x 56 cm)

P 140,000
Accompanied by a certificate issued by Ms. Gisella Olmedo-Araneta 
confirming the authenticity of this lot

Faces with piercing gazes that appear anxious and 
afflicted abound the oeuvres of Onib Olmedo, an artist 
who was ahead of his time with his unique figurative 
expressionist approach. His pieces evoke emotions, 
complexities, and the states of mind of the human condition 
through distortion and exaggeration of features. 

A keen observer of people and a habitué of the bars 
and cafés along Mabini, Olmedo had much to say in 
his paintings about Manila, its people, and its changing 
social climate. Thus. his interest in his subjects goes far 
more profound than the superficial appearance of their 
facial characteristics. He is heralded by many for his own 
genius style and rendered subjects often drawn from 
his immediate surroundings. The popularity of Olmedo 
continues to grow through the years — his aesthetics 
serve as an influence on other Filipino artists, and 
his artistic legacy lives on among art enthusiasts and 
collectors. (P.I.R.)
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Raul Isidro (b.  1943)

a) Summer Soon
b) View of Summer
signed and dated 2006 (lower right & verso) each
acrylic on canvas
46" x 24" (117 cm x 61 cm) each

P 300,000

Prolific artist Raul Isidro’s abstract works evoke nature 
and spirit, contemplation and meditation. His works 
are rooted on meditations of natural phenomena and 
reflections on memories. His deep gestural strokes and 
forms invoke a sense of tranquility that seemingly soothes 
even the most troubled psyche. Viewers are drawn to the 
lucid forms that emerge from his imagination and artistic 
approach to create an experimental viewpoint.

In these two works, Isidro draws upon the carefree 
and bright atmosphere of summertime. The artist’s 
predominant use of blue, orange, and ochre, as well as 
his free-flowing abstract forms evoke a variety of summer 
scenes. One can imagine Summer Soon as a breezy 
seascape scene, with various islands and rock formations 
jutting out of the cerulean waters, and lit by the sky. 
While Views of Summer features a much more free-
floating approach gives the impression of an underwater 
tableaux; a view of the mystical world that lies beneath 
the oceans and seas. No matter the interpretation, one 
can undoubtedly find the essence of summer in these 
two Raul Isidro works. (J.D.)
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Hernando R. Ocampo (1911 -  1978)

Abstract 
signed and dated 1974 (lower right)
oil on masonite board
40" x 30" (102 cm x 76 cm)

P 4,600,000
PROVENANCE
Acquired directly from the artist by the present owner

H.R. Ocampo was among the trailblazing artists 
of his generation that saw the potential of 
art as not only a reflection of the human 

experience against the backdrop of Modernism, but 
as a genuine tool for emancipation and change. 
Ocampo’s practice was something beyond just mere 
artistic experimentation, but was tempered by the 
complex and turbulent nature of his active years. From 
his early works that brought about social awareness 
during the aftermath of World War II and challenged 
the novel sort of colonization brought about by power-
shifts that defined the middle of the twentieth century, 
to his transitional period that saw Ocampo venture into 
different forms of art and media such as short-form 
literature and film, the artist’s life and experiences are 
storied to say the least. But it was his abstract works 
that undoubtedly left an indelible mark on the world of 
Philippine art. Ocampo’s works were unapologetically 
Filipino in both their scope and approach. These pieces 
were inspired by the tropical lushness of the country. 
From the Philippines’ temperate and ideal climate, to the 

diverse flora and fauna that call the archipelago home, 
Ocampo made sure that the beauty and wonder of the 
homeland always shone through. Even compared to 
his foreign and international counterparts, Ocampo’s 
works were distinct in their practice and form; further 
solidifying his distinctly Filipino identity.

This particular 1974 piece is emblematic of his abstract 
works at its peak. Created after his induction into the 
Order of the National Artists as a National Artist for the 
Visual Arts, the work not does not only evokes distinctly 
local imagery and scenes, but also showcases a sense of 
unity that aptly shows how all of these elements come 
together to create something uniquely ours. From its 
shades of blue and green that seemingly conjure up 
images of tides, coastal waters, and the deep blue of 
the ocean that are commonplace in the country, to the 
lush and almost passionate hues of orange and red that 
reflect the iconic Filipino sunrises and sunsets, the work is 
undoubtedly in a class of its own as it attempts to display 
Ocampo at his finest. 

H. R. Ocampo © León Gallery Archives
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Marcel Antonio (b.  1965)

Othello
signed (lower left) dated 2005 (verso)
acrylic on canvas
60" x 24" (152 cm x 61 cm)

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

Marcel Antonio touches on the timeless legacy of William 
Shakespeare's literary virtuoso, mainly focusing on a 
scene from his enduring tragedy 'Othello.' In that play, 
Shakespeare tells the story of Othello and Iago. Othello 
is a Moorish general in command of the Venetian army. 
Iago is his junior officer. He abhors Othello since the 
latter had promoted the much younger Cassio to the 
rank of chief lieutenant instead of him. The intensity of 
Iago's envy leads him to an irrational fit of fury.

With the help of his wife, Emilia, an unknowing accomplice, 
and Roderigo, who is in love with Desdemona, Iago plans 
Othello's ultimate downfall. Iago misleads Othello, telling 
him that his wife, Desdemona, who is much younger than 
him, and Cassio, his loyal and most beloved captain, are 
in an adulterous affair. 

One day, Desdemona drops her handkerchief, Othello's 
first gift to her, which Emilia finds. At the behest of 
Iago, Emilia naively gives it to her husband. Iago then 
proceeds to Othello and uses the handkerchief as 
evidence of Desdemona and Cassio's romance, saying it 
was their token of love. Deceived, Othello makes Iago his 
lieutenant. Iago also persuades Othello to secretly listen 
to a conversation between himself and Cassio, supposedly 
talking about the latter's affair with Desdemona. 

Entrapped in an unfortunate spin of lies, Othello kills 
Desdemona. Fuelled by morbid jealousy, Othello 
denigrated himself. He believed that as an older black 
man, he was already dull and unappealing to his wife, 
a white woman. Emilia, realizing what Iago has done 
when Othello reveals the handkerchief as evidence of 
Desdemona and Cassio's affair, exposes and condemns 
her husband. Othello commits suicide, realizing it is too 
late to redeem himself and his beloved wife. (A.M.)
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Mark Justiniani (b.  1966)

Orbiter
2013
resin and metal
32" x 12" x 13 1/2" (81 cm x 30 cm x 34 cm)
overall: 34" x 12" x 13 1/2" (86 cm x 30 cm x 34 cm)

P 200,000

In his paintings, Mark Justiniani has portrayed 
cyclists as solitary travelers of the imagination, 
the troubadours of a fantastic world. It is 
not surprising that the artist would choose 
this image for his sculpture, “Orbiter”. On a 
unicycle, the figure is garbed in modern-day 
clothing, sneakers, and backpack, and while 
his contemporary identity is underscored, he 
carries with him an old compass and a hand-
held telescope. He is off to an adventure 
not of and in this world, but in something 
more expansive, absorbing, and ultimately 
supernatural.
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Antonio Austria (b.  1936)

Taniman
signed and dated 1985 (lower left)
oil on canvas
37" x 46" (94 cm x 117 cm)

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

Antonio Austria draws from various subjects that 
capture the often mundane but nonetheless 
distinctive character of the typical Filipino. 

After obtaining his Fine Arts degree in 1956 and before 
venturing into his painting career, Austria initially worked 
as a textile designer at the Universal Textile Mill. 

In a 2014 interview with Christiane L. de la Paz and 
published on the website Artes de las Filipinas, Austria 
shares that his color and design sensibilities were 
sharpened during his stint at the textile mill. “Doon ko 
napulot yung keen sense ko of design and composition 
kasi [That’s where I acquired my keen sense of design 
and composition because] you’re working on a limited 
space,” Austria reveals. “Iba-balance-balance mo ‘yon 
para kapag crineate mo yung design mo continuously, 
wala kang makikitang blank horizontal or vertical line. 
[You’ll have to balance those two elements so that 
blank horizontal or vertical lines will not appear when 
you create your design.] The idea is to have a balanced 
distribution or layout of the motif design and also the 
background space.”

Vicente Manansala, one of Austria’s professors at the 
University of Santo Tomas, became one of his foremost 
luminaries, particularly influencing his choice of subject 

matter. “I can identify with his jeepneys, vendors, and the 
Madonna of the Slums. I like the fact that his renditions 
were not done in a glamorous portrayal,” Austria says. 

In Taniman, Austria lightheartedly depicts a planting rice 
scene. The figures represent farmers in various states 
and affairs. A figure of a man playfully plucking his 
guitar stands out in the composition, evoking the spirited 
character of the Filipino amid a laborious toiling. Here, 
Austria paints dainty figures rendered using fine, delicate 
brush strokes and a bright, pastel-like color palette. The 
resulting work is a non-intimidating composition that 
encapsulates mellowness and pleasantness. 

Jeannie Javelosa and Paul Zafaralla best describe the 
brilliance of Austria’s compositions in the book Art 
Philippines. “Austria’s images are flat, simplified, and 
distorted. The figures are squat and dumpy, drawn in 

heavy outline and in caricature, which resembles a child’s 

drawing. Yet, they have a scale of their own and a sense 

of their own reality.”

Despite the simplicity of his style, Austria’s works never 

fail to delight the viewer through their inherent childlike 

playfulness and innocence. (A.M.)
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153  PROPERTY FROM THE MAXINE CARMELO CACHO COLLECTION

Juvenal Sansó (b.  1929)

a) Lamp and Thistle
signed (lower right) 
ca. 1950
colored inks on paper
15" x 9" (38 cm x 23 cm)

b) Lamp and Lemon
signed (lower right)
ca. 1950
colored inks on paper
13" x 6 1/2" (33 cm x 17 cm)

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

PROVENANCE
A gift from the artist to his good friend, Maxine Cacho
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Pre-Hispanic Gold Jewelry
a) Bartering Dangling Earrings 

22k gold
21.8 grams

b) Gear Beads 
22k gold
59.3 grams

c) Excavated Garnet Stones and Pipe 
22k gold
158 grams

P 140,000
PROVENANCE
Private Collection, Manila

The artistry of Juvenal Sansó is filled with distinct 
contrasting spirits that strike a balance between 
brightness and darkness. His understanding of light and 
form has allowed the fine artist to capture the figurative 
nature of his subjects with a certain deftness, and his 
textures are achieved not with heavy impasto but through 
the line and pronounced color shifts. Furthermore, the 
ability of Sansó to mirror his sentiments into his works 
genuinely captures the essence of his craft. As a sensitive 
artist, the war years left scars on his soul. The experiences 
that led him to create dour and dark scenes and images 
still lurk within the recesses of his mind, but Sansó has 
seemingly made amends with them, learning to live with 
his past in order to create a better tomorrow. (P.I.R.)

According to the Boxer Codex, pre-colonial natives 
possessed multiple holes in the earlobes where they 
placed many gold ornaments. Some were worn only by 
women and are called pomaras. Others adorned both 
sexes and are called panicas, the general term for rings 
and plugs worn on the earlobe. In Francisco Ignacio 

Alcina's Historia de las islas e indios de Bisayas, the 
Spanish historian described these ornaments as "finger-
thick gold rings" fastened "like a letter O" to the lowest 
earlobe. According to the late Ramon Villegas, these 
tube hoops also functioned as currencies, owing to the 
prestige of gold in pre-Hispanic Philippines. 

Gold necklaces were also among the highly valued 
symbols of wealth. According to the eminent scholar 
William Henry Scott, possession of these elegant pieces 
and the capability of a family or an individual to display 
them in impressive quality and quantity were of utmost 
importance for the highly coveted status and prestige 
within pre-Hispanic communities. (A.M.)
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Collaboration
Benedicto Cabrera (b.  1942)

Justin Nuyda (1944 -  2022)

Edwin Wilwayco (b.  1952)

Virgilio Aviado (b.  1944)

Interaction II
signed and dated 2015 (lower left and lower right)
acrylic and oil on canvas
48" x 48" (122 cm x 122 cm)

P 1,200,000
PROVENANCE
Gallery Indigo, Benguet

EXHIBITED
BenCab Museum's Gallery Indigo, FourPlay II, Tuba, 
Benguet, August 8 - October 4, 2015

In 2015, Benedicto "Bencab" Cabrera, Justin "Tiny" 
Nuyda, Edwin Wilwayco, and Virgilio "Pandy" Aviado 
joined forces in a one-of-a-kind group exhibition 

wittily named FourPlay II at the Gallery Indigo at Bencab 
Museum in Tuba, Benguet. It was the sequel to their 2006 
show FourPlay I held at the Galeria Astra in Makati City. 
In a 2006 Manila Times article titled 'A long time coming,' 
published in conjunction with the FourPlay I show, Aviado 
jokingly shared that the exhibition title came from their 
"common denominator" of libog (libido) and timeless 
laughs for adult jokes.

The centerpiece of the FourPlay II exhibition was this 
work aptly titled Interaction II. A rare collaboration 
among the four eminent maestros of our time, this is a 
unique piece for each artist painted in a specific area. 
Unlike other collaboration works in which individual 
styles splatter all over the composition, thus forming 
an incoherent, disconnected, and unintelligible whole, 
this particular painting palpably captures the respective 
creative ingenuities and artistic flairs of Bencab, Nuyda, 
Wilwayco, and Aviado.
 
In Interaction II, the four artists transcend the boundaries 
of their creative differences and harmoniously integrate 
their individual virtuosities, styles, and themes. The work 
first engrosses the viewer toward the sublime eroticism 
of Bencab's nude woman. The exquisite sensuality of 
Wilwayco's lyrical abstract expressionism emphasizes 

his masterful weaving of the full potentials of color 
and space. The sultriness of Nuyda's bold brushstrokes 
and Aviado's fine grasp of the non-figurative are all 
sensuously imbibed within the composition.  

In a recent occasion, León Gallery had the privilege to 
talk to Edwin Wilwayco about the creative process that 
led to this work. Wilwayco recalls: “Ang ginawa naming 
style noon, yung ibang painting, mauuna si Tiny gumawa 
sa studio niya. Tapos si Bencab, si Pandy, tapos ako. 
Pagkatapos ko, ibibigay ko kay Tiny. Pag tapos na si Tiny, 
ibibigay niya sa akin. Until it took us almost six months, 
siyempre nagkakatamaran, follow-follow-up. (What we 
did then was Tiny would first create in his studio. Then 
Bencab, Pandy, and I. After I’ve done my part, I’ll give the 
painting to Tiny [and so on, and so forth]. Until it took us 
almost six months [to finish the work] due to occasional 
laziness and numerous follow-ups.)

Bencab and Aviado first joined forces in a three-man 
show with Marciano Galang at the Art Association of 
the Philippines in 1965. It was also Bencab’s first art 
exhibition. Bencab, Aviado, and Nuyda's friendship can be 
traced back to the 1960s, when they started to immerse 
themselves in the art of printmaking in the workshop of 
Maring Llamado Reyes. Nuyda recalls that even during 
Bencab's European expatriation from the 1960s to the 
1970s, they still found ways to catch up. "Ben, Pandy, and 
I saw each other in the early seventies in London and 
Paris," Nuyda says.

Wilwayco and Nuyda first collaborated at their In2uition 
joint exhibit in 2005, and was attended by Cabrera. 
Nuyda suggested the idea of a group exhibit between 
him, Wilwayco, and Bencab. But it was Wilwayco who 
came up with the idea of a four-man show with the 
addition of Aviado. The show would eventually become 
FourPlay I. 

Thus, in all its facets, this work provides a fascinating 
insight into the creative chemistry—and special bond—
among Bencab, Wilwayco, Nuyda, and Aviado, who have 
all found life-long companions and friendships in the 
presence of each other. (A.M.)
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Marc Aran Reyes (b.  1996)

Cupcake and Needles 
signed and dated 2015 (lower right)
oil on canvas
18" x 24" (46 cm x 61 cm)

P 300,000
PROVENANCE
Private Collection, Manila

The works of contemporary artist Marc Aran Reyes 
often utilize his distinctive monochromatic palette. Thus, 
there is always a palpable sense of tension within Reyes’ 
works that spring forth from the elements and even 
the very execution of his craft. Despite the contrasting 
values, Reyes’ deft hand and mastery of his craft always 
manages to seamlessly synthesize these polar opposite. 
But beyond the formal aspects of his work, Reyes also 
presents us with thematics that emphasize his approach. 
In this particular work, Reyes features objects that, like 
his approach, are opposed to each other. In the piece, we 
see a pair of scissors jammed into a cupcake that is also 
dotted with nails. This can be seen as an almost tongue-
and-cheek reflection of Reyes’ artistic practice, one that 
seeks to bring together two contrasting ideals. (J.D.)

With over five decades of experience in art, Justin 
Nuyda has often been regarded as one of Philippine 
Modernism’s foundations. A graduate of the University of 
Santo Tomas’ Fine Arts Program, Nuyda was one of the 
first recipients of the CCP Thirteen Artists Award in 1972. 
Though he is now known for his abstract works, Nuyda’s 
early exhibits often featured portraits and nudes, showing 
his seemingly universal aptitude for the arts. Painting for 
more than 40 years, he is best known for abstract works 
that depict the soft undulating motions of clouds, mists, 
butterfly wings, and seafoam and waves hovering over 
nether horizons. These paintings induce calm meditation 
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Justin Nuyda (1944 -  2022)

Abstract
signed and dated 1974 (lower left)
oil on canvas
25” x 35” (60 cm x 89 cm)

P 800,000

and introspection through Nuyda’s signature use of wide 
and solid brushstrokes. While one can argue that Nuyda’s 
works fall under the aforementioned umbrella term with 
its impressionistic and gestural visual cues that are 
undoubtedly hallmarks of the age-old artistic movement, 
a closer look reveals that his works seem to occupy an 
unusual and otherworldly divide between the purely 
abstract and sensuous and the distinctly representational 
and realistic. Although his works are heavily populated 
with a brilliantly curated array of colors and shades that 
seem to glow under the luminosity of an inviting yet 
unnerving radiance, his subjects are unmistakably taken 
from the material beauty of nature and everyday life. Far 
from the purely impressionistic stance of the abstract 
and too uncanny for the likes of realism, one can only 
describe Nuyda’s style as a pioneering venture that is 
incredibly distinct and uniquely his.
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Fernando Amorsolo (1892 - 1972)

Monument of Legaspi and Urdaneta
signed and dated 1923 (lower right)
oil on panel
9 1/2" x 12 1/2" (24 cm x 31 cm)

P 1,000,000
Accompanied by a certificate issued by Mrs. Sylvia Amorsolo-Lazo
confirming the authenticity of this lot

This Manila landmark is important for several 

reasons : First, it immortalizes the two men — 

the conquistador Miguel Lopez de Legazpi and 

the Augustinian friar Andres de Urdaneta who was not 

only a churchman but a seasoned navigator. The pair 

had been commanded by the King of Spain to find the 

Philippines, right the wrong done by Magellan’s slaying 

and bring these islands to heel. Second, they would indeed 

almost singlehandedly began the 300-year rule of Spain 

over the Philippines, Legazpi representing the crown and 

the sword (now sadly missing from the monument) and 

Urdaneta the Catholic church (brought high as he steps 

on an anchor.) They both stand tall beneath a Spanish 

flag, while a seated woman symbolizing victory points to 

their achievements.

The bronze monument was commissioned by the Spanish 

regime from the noted peninsular sculptor Agustin 

Querol y Subirats (1860-1909) in its last days of empire 

but by the time it had arrived in Manila, the Philippines 

was in the throes of a war with a new master, the United 

States of America.

That new colonial power saw fit, upon discovering the 

bronze monument in an abandoned warehouse, to 

install it nevertheless within view of the former Spanish 

stronghold of Intramuros. Miguel Lopez de Legazpi, after 

all, was also credited with the founding of Spanish Manila 

and it was thus a superb location although no longer 

within the ken of the new Burnham-designed city center 

and newly established neighborhoods.

Fernando Amorsolo paints the view in his trademark pink 

and gold skies, wreathing this symbol of past Spanish 

glory with a dreamlike, almost wistful quality. Amorsolo 

would no doubt have reason to long for the days of 

Madre España as he himself would remember his own 

artistic beginnings as a scholar at the Royal Academy of 

Fine Arts of San Fernando in the Spanish capital, Madrid. 

He would be influenced by the greats to be found in the 

Prado Museum as well as by the famous painter Joaquin 

Sorolla, a contemporary of Querol.

Memories Of Spanish Empire
by L ISA GUERRERO NAKPIL

A close-up of the pair of conquistadores: Miguel Lopez Legazpi and Andres de 
Urdaneta (From Nostalgia Filipinas). The monument at the same time as the painting 
was made (Photo from the John Tewell Archive) . A view of the Legazpi-Urdaneta 
Monument in situ outside Intramuros. Photo from the John Tewell Archive. 
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Lydia Velasco (b.  1942)

Immaculate
signed and dated 2011 (lower left)
oil on canvas
36" x 36" (91 cm x 91 cm)

P 180,000

Immaculate is a 2011 piece by Lydia Velasco, a feminist 
artist whose oeuvres are devoted to celebrating the 
femininity of the Filipina. Alluding to Mary, the mother of 
Christ, a unique perspective of the Virgin Birth is explored 
on the canvas — a feat that owes to the trademark 
artistic treatment of Velasco that lends a sense of intense 
tension and palpable passion.

160  PROPERTY FROM THE ANTONIO GATMAITAN COLLECTION

Cesar Legaspi (1917 -  1994)

Trees 
signed and dated 1978 (lower center)
watercolor on paper
22" x 12" (56 cm x 30 cm)

P 180,000
PROVENANCE
Acquired directly from the artist by  the present owner

Known for his extensive body of work that depict heroism, 
heritage and virtue Cesar Legaspi has melded into his art 
a distinct Filipino character that bears with it a sense of 
place and culture that is wholly unique to the country’s 
history and aesthetic. As one of the Thirteen Moderns, 
Legaspi helped develop and revolutionize the local artistic 
landscape in order to accommodate the groundbreaking 

The art of Velasco features a strong set of female figures, 
a detail present in this oil painting. Often portrayed with 
delicate facial features, Mary is depicted by Velasco in 
her signature style of dramatic contours and elongated 
physique, exuding a presence of grace and resounding 
fervor. Posing with an overawing posture, she holds her 
child in a manner distinct from the typical renditions 
of Mary and Christ. The white cloth floating from the 
infant’s body resembles wings, a display of spiritual 
symbolism. (P.I.R.)

ideals and aspirations that defined the 20th century. In 
this particular work, one can see Legaspi mastery over 
the medium of watercolor.

Though watercolor was not a particularly new medium 
inherent to the 20th Century and or Modernism, its often 
challenging and unpredictable nature made it a medium 
of interest by Modernists, such as Legaspi, who wanted 
to push the limits of art and artistic experimentation. 
Such is the case with this piece. Though it features a 
common scene, Legaspi emphasis on form and color 
affords it a particularly Modernist flair that separates it 
from previous works done in the same medium. 
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Le Pho (1907 -  2001)

Bouquet À La Nappe Rose
(Bouquet Over Pink Tablecloth)
signed 'Le Pho' and 
signed again in Chinese (lower right) 
ca. 1970
oil on canvas
28 3/4" x 23 5/8" (73 cm x 60 cm)

P 2,000,000
PROVENANCE 
León Gallery, The Magnificent September Auction, Makati City, 
11 September 2021, Lot 71

The French-Vietnamese painter Le Pho is best 
known for his sublime depictions of gardens 
and floral still lifes. Influenced by French artists 

Odilon Redon and Pierre Bonnard, Le Pho consolidated 
Impressionism, Surrealism, and traditional Chinese 
painting into a style that exudes an idyllic and ethereal 
allure. Belonging to his "Findlay Period (1963 – 2001)," 
this piece embodies Le's venture into a freshly colored 
palette, vibrant compositions, and strong brush strokes 
on oil on canvas which became his preferred medium. 
When asked by Christie's senior Vietnamese consultant 
Jean-Francois Hubert regarding his preferred period, 
Le immediately answered, "My Findlay period!" The 
genuineness he demonstrated in his art during this 
period resulted in a golden period in Le's artistic career. 

His reputation as an artist also heightened drastically 
during this time, with numerous patrons asking for art 
commissions. The versatility and brilliance manifested by 
Le in this era became a testament to his artistic vision 
and virtuosity. 

In Le's art, one can see the expressive unification of his 
Oriental and Occidental artistic heritage. The richness 

of the two cultures makes a striking impression on 

the spectator without being subdued with a sense of 

distorted charm. As described in the French regional 

daily newspaper Les Dernières Nouvelles d'Alsace, Le's 

still lifes are "true portraits of flowers opening under an 

irresistible luminosity." (A.M.)
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LOT 149

Hernando R. Ocampo (1911 - 1978)

Abstract
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J O S E  J O YA  ( 1931  -  1995 )

Man's Life Cycle
signed, inscribed and dated 

'New York February 1968' (verso)
oil on canvas

72" x 72" (183 cm x 183 cm)

FOR INQUIRIES ,  PLEASE CONTACT US AT

+632 8856 2781 | info@leon-gallery.com
G/F Eurovilla 1, Rufino corner Legazpi Street, Legazpi Village, Makati City, Philippines

W W W . L E O N - G A L L E R Y . C O M

NOW  ACCEPTING 
CONSIGNMENTS
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LOT 149

Ang Kiukok (1931 - 2005)

Christ



LOT 84

Lao Lianben (b. 1948)

View Photo by Patrick Diokno



L E Ó N  G A L L E R Y251

LOT 71

Benedicto Cabrera ( (b. 1942)

The Last March
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