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Roberto G.Villanueva, Archetypes: Cordillera Labyrinth, 1989,
Installation at the Culture Center of the Philippines

ANV AEDEEIHDOMBMEL THREIN) Y — ML TH
0, B DRI 2 28 R DML T I 2RI TR & 7 B A4
FEDITFREIKFORBANAF L BIES T BE E S A
FTELRPICTFE) DD N TR THBI S, DVEEDH
AREDIZL BN I WRE->TWBB) Th s, TR
b IIRED D e BLIC ER T 2K bR 23, HE
DI FEY) T I DLV, BBIE DRI LD BIRIT A%, 2~
A2 T 207, BARDH R EFITEYI LI L2 IVEBINT
E7)EV ) E OB E R EL DDIFTER, BofA—2
MT D= R ELEBOMEERE LT V74> TI—) 3
Eva)Zy b ) =3, —BF, XX DIN—T 1B L7205, 2D
BN arrziar -t g — O FO—E2 L
KAIPNZA L R GV — a2 (19944F) DEEIZT Philippenis (74
V=) EEZZ BRI >TECTWR LIS, T E
Y IEVSHEDZFIEZZNRA L NTRT NI KD FED L FiCH
XTEDTH5,

ARIDEEST74) EL DEFADBMNICBREN T D%
B R DR L itk D BR B L7 2a~ Vb 72 LA Dk
(S 57 (HHE) YD BN DIEFRE RVE M —— 2 D% ¢
DAHRFESNABNEREEL T, b72LOA EORAMHERIN
Td, FHIREMZDIZ, 19504 MEih RO BBl E
IZFERITRFLTNT, 2LV >TOWIE RIS T
WZETHD, ZIUTTH) ECDIMRBE DB NEFETH
5L TIIYBAALL, BRIIZ, IRNER TDY T ZADH



Es, 74) v A EM BB T 2L %, IRONZER, R
SNTAER DL THELIPLTHD, iz, RARICHNE
KICBLTY, E4 H A THHIRKIFEN SN2 D Z AV
FL—La  BEMDIER KD, VT RAD R L A LD
P bTREEELSTWAELBLNET — T4 AMbA R IE N
TWwb,

18142 14 205 1 9 AR WDl HI M E S 7L HE RIS LA D
BEAIE (catno. I1-1) 2%, P EFRDE L ERKDOFICEHNTH
BIEIFETLH BN, FUIEOBKRTHRDIDLNDT
Hb, FEZENLDY, #L T, FNERHCEFKA S, 2AY
kMR EO—REL T ) EvehicRELIAN) Y
213, FER DT BEDOXALZ—IRLTLESTe, 72k ZITHmBHFLIL
T BB, BREDR=Z2EREIELEETNERKD
HT 7TV 1S, £ ELDE, R OB OIS, PRSI, R
RENTLE7 (AL L% KRB, HADOH K THE S,
R, 74 ) x XIS 77— AL D7 0= 7 e L THITEL 2B
KT 7on 13, FIE W T LINEDITHNITDIZ, 3
1 TIBFFICiD SN TWS) . AR D0 ¥—t b EA7rE
)y 2BEETHET74) EV T3, THLRRBEIIN LN TIZ
b, 2OV TN T4 T 272 A RbILTHT, ZNERRICH DT
ATV TATA BT LR R EDDHD, ANy 2L DODH?
TTIE74) EVDRED—E LD,

o~V 72V R, ZOREELR KRBT AT Y T4 T4 %, S
I AR R A E RS, RUCHE B R ACER Y
227, RN REREL THRORL DDV CEB R AT — 74
ZNCHD, THEMBECLLR] - LR DA 2 2525 FLZeh*
b, FIIC—RL72EC, Ky 7 T — M3 N LB 2
L, 20E, MELTY=ANVICH B DR, 33T
FRFEMBERALTERELIOERATERL, 22D R
DIHTh, BEE(Z T 5% (1) ) (cat.no. I1-34) (3, HbIR
GBF L) R 2PN RGO RIERZTELL DL LN
TEBTH ),

Z2L AL, COMERICDWTOEDIHNTHML TS, (¥
7+ 2N, N T REDFEHRD U FITOWTOMEEZ BTN
TN THY, 6(ED%E G KDIESREZ NLEBHWSELR
R BARICE>THERINE =KW G 7 Ve T—2av T
Hb, FNLDNPEIZ, =Sk, T, AT, by T T4, by
PNVRY 7, FLTHI— NE DL HEBTHD, WTbBHY

64 The Philippines

FUR R 726 F 507 SR LR CIEL TS (E
S X7 — TORROBKCE IV RBEE S/ —hicds) .
ZDLZT AN, BRITERL T10A—MLVIE AT 2 Z0RS
NBERIETHD, ZDOREIITH»PHLTHIERIZA DD 7=
FDFBEDIATIEEDAZ DL ATEREITEL TWE, 1
LRIBHC ANIRIRICIZ, T AV AL T T R4 A X AN
MR 2 157, mil L A BRI N TS, TR
THBITITEH T, (EE D EREC AR 18 ) B L
STWBEINT, 21613, FEEREM LRI B ZERELTD
TR DTS2 AFII NI TRESN TS, £D
HTHELOER2HFVICT HEMICHE/RIV—ar
i, — R ETLOLVIRERDLIVEW, ZHUL, ~NeETI

12, Ya— T v F— e FYRTVAD LI BT DD

7205, 7oL, IS 2R ARSI LCIST, MEEOY
SEMEICOF TV B e N AL T A2 LI TIL T D,

FUER T FICIB T D)L= ME, ABBAIDREGEDHAIE
CAEFN—FHDOBFTHIEIN TS, #i3, R EFEH
FROBERIC, ZOMR PR SREE FICLTTA, JERD
HRIZABIED ABICESTRUTE S LI TIILNWILZE]
55132, RERICESTLIN 2 M FESTEWENTTRS
TR TV, H EoH R ZeOMLLAEY, FLEHE D, v —7
HLTOHWEA o EANEIFRLEIET D, P TRLUTE
1% M2 Lo 2SR R BB ~72720Ic, n—7H5 28T Tk
LTLEIH, SFARDBIC D> T— ik l)edd, L5
25, Re FDEIEDTEFIITT NI ERIKBITEE R R
), TR A7 AT, BRI B THY, 24D
FFEZLHOT NS s

Tz AHFL, 2L 74 ) B L EDFER DR 2 S
SRR T~ DRI, 3 R M7 B T IeERIC A AR
ENRROBEEICEITHENTWS, 7=V, FRILTRES/
—FMIEZIBER VT WD, TFEAED 74 ECDOMEETIS, T
TOBEH AW, BTHI, ETHI, BARICIMETET S, &8
Zebl3, BOHED, A2 RAT U HEITH DI, BIEDHEAR
AERICIP LWL, B, UNVEYADFERZS T
13, WAL WIDBDIIFEAEL LWL, ZOBATEIERTHE LR
Wb7ely, MR OHER 2H DSl THEL TWARIEH
FEARDVKDDPESENTWBLDD, ZN5HI3AFXa-TnR.
UAz ZIZE UL, AR T — 2R X AMRDEICIST, AKRD



fig.2. T4 7MN)x 25— FR(BRE D) 19284
Victorio Edades, Builders, 1928, from the Book Art Philippines
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Whispers of a Lost Child: The Heritage of Realism

Mizusawa Tsutomu
Curator, The Museum of Modern Art, Kamakura

I

A formula of modernization = Westernization in the realm of
Asian art has been derived from the premise of “‘the stagna-
tion of Asia’’ stated by marx and Engels, and examples of the
varied developments of art in Asia are brought up in examin-
ing the diverse conditions of modernism. Before beginning my
discussion, it is necessary to point out that this historical view-
point is itself based on a European and American context.
While remaining ‘‘stagnant” in some areas, Asia today is
absorbing the universally-efficient technology of a high-level
industrial society at a rapid rate, even moving ahead of the
West at times, so its art is referred to as ‘‘hybrid”’ or “‘tran-
scultural.” It has even been suggested that it contains possi-
bilities of a postmodernism which stands to transcend the
modernism of the West which has reached a dead end. At this
point, however, we must admit now with some regret that the
uncritical promotion of this ‘‘contemporary art’’ in exhibitions
and the maintenance of an optimistic multiculturist attitude
actually reinforce, and fail to relativize, the basic framework
described above. It will no longer do to neglect or to exces-
sively praise Asia. Faced with this double-bind situation, we
cannot return to the purely shining modernist myth of the past.
Even if the encounter is impoverished or fragmented, we must
pass through the circuit of the Other, all the time ignoring the
fantasy Asia shining dimly beyond.

The concepts of gender, vernacular, and shadow work
introduced by Ivan Ilyich are connected to his fierce sense of
a crisis created by the limits of modern historiography, tools
honed in his study of the Middle Ages. Europe emerges from
this analysis as multi-faceted rather than monolithic, suggest-
ing that the opposition of the postmodern to the modern is
only a variation on other struggles for hegemony in moder-
nist historical writing. When we speak of exploring ‘‘Asian
modernism’’ we must resign ourselves to a journey without
a map through actual historical details scattered about like
islands.

1I.

The “‘vernacular’” expression of the artists based in Bagio, a
town in northern Luzon in the Philippines, represented by
Roberto Villanueva, has been one of the undoubted highlights
of exhibitions of contemporary Asian art which have been held
frequently in recent years (fig. 1). That is because they were
perceived as an overwhelming, almost-insolent, explosion of
ethnicity. Ironically, the mountain village of Baguio is a resort
area developed at the beginning of this century for the recrea-
tion of American military officers. Also, legend has it that the
body of General Yamashita Tomoyuki of the Japanese army
who was executed there is still lying under the pond in the park.
Just recently there was a big stir about gold bars hidden by
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the Japanese army which is indicative of the type of place it
is. It is a fact, whether comic or tragic, that this place where
artists who make the clearest and most radical case for anti-
modernism is a typical product of ‘“modernity.”’ This situa-
tion is typical of the conditions that have determined the his-
tory of the Philippines as it has been continuously exploited
by Spanish, American, and Japanese colonialism. The sense
of national humiliation is expressed in the word “‘Philippenis”’
written on the wall of an installation made in a basement room
of the Baguio Convention Center in 1994 by Alwin Reamillo
and Juliet Lea, former Baguio artists who have recently moved
their base of operations to Perth, Australia. Originally, the
country was in fact named for a Habsburg king of Spain.

In my part in planning this exhibition, I am dealing with
the differences and similarities between the first and last works
in the Philippines section, an anonymous religious painting
and Roberto Feleo’s large Tau Tao [Ancestors]. I have left
out the development of abstract painting since 1950 almost
entirely, not because Philippine abstract painting deserves
neglect but because I deliberately chose to make an overview
of the realist tendency, defined in a broad sense, in Philip-
pine modern art within given limitations of space and using
a limited number of art works. In my choice of contemporary
artists, I gave precedence to artists somehow related to the
realist heritage rather than the installation artists who have
had comparatively more opportunities to show their work
recently in Japan.

The Crucifixion (cat. no. II-1) on a wooden panel, prob-
ably painted sometime in the late eighteenth or early nineteenth
century, is a typical Christian paintings executed by an anony-
mous Chinese artist. It is foreign in a double sense — in iconog-
raphy and in the origin of the artist. The Catholics who
penetrated the entire territory of the Philippines as a part of
the Spanish colonial administrative policy swept away the
indigenous culture. Most figures of the well-known rice and
fertility god, Bubol, with his large erect phallus, were removed
from the sacred precincts of the villages and destroyed or
burned. (The same thing was recently repeated in modern-day
Tokyo. A contemporary Bubol figure made by Villanueva as
part of the FARET Tachikawa project was vandalized many
times and is now placed behind glass.) In today’s Philippines,
where the population is over 90 percent Catholic, this sort of
folk religious imagery has lost any real impact, making it
difficult for an artist to find his identity along this path. The
conversion to Catholicism is itself a part of Philippine history.

Roberto Feleo is an important artist who has continued
imaginatively searching for his identity while facing the com-
plex facts of Philippine history and refusing to return directly
to an older way of life. Skillfully quoting the icons of the pre-
and post-colonialist period, he treasts them with what seems



to be a Pop, comic touch using a variety of materials. His atti-
tude toward history is thoroughly and cynical. Of his many
works, perhaps the Tau Tao [Ancestors] (cat. no. I1-34) drops
a plumb line deepest into the invisible abyss of the past.

In the ‘‘Exhibition Notes’” for a show at the Hiraya
Gallery, Feleo says of this work.

“Tau Tao is a visual retelling of the Bagabo myth of

the afterlife through a three-dimensional presentation

consisting of six life-size pieces and the landscape in
which they interact. The figures are Lumabat, Wari,

Mebuyan, Tuglay, Tuglibong and an unnamed spirit.

All are made from pinalakpak, a mixture of sawdust

and glue.”

Tau Tao is a large work requires a space ten meters across.
In spite of its large size, great care is taken in the finish of
the details, demonstrated the skillful craftsmanship of the
artist. At the same time, the figures are deliberately given
archaic forms reminiscent of North American Indian or Inca
art. The artist pointedly uses the word landscape in describ-
ing this group of figures, and indeed the figures are situated
in an unreal, mythical, fictional space which can be considered
a landscape. In this it may be different from most installa-
tions which tend to make the boundary between fiction and
reality ambiguous. If the artist were not careful, it could easily
take on the decorative appearance of a window display, but
Feleo succeeds in giving new life to the inherently powerful
mythical narrative with a dense accumulation of details.

Lumabat who holds a large snake in both hands is said
to be the first son of the first human couple. He stands at the
boundary between the skyworld and the underworld, holding
in his hands the snake which is an embodiment of the bound-
ary, making it clear that it is not easy for human beings to
enter the world of the afterlife. Wali has followed his older
brother Lumabat to the skyworld but misses the earthly world.
After receiving permission, he returns to earth at the end of
a rope lowered down from the skyworld. Midway, he breaks
the promise he made not to eat until reaching the ground. The
rope is dropped and he falls, but his fall is cushioned by the
branches of a tree. He is unable to get down from the tree and
changes into a bird that cries, ‘‘Aruuuy.”” Mebuyan is a typi-
cal earth mother goddess with many breasts.

Feleo’s interest in these mythical imaginings about the
afterlife native to the Philippines is motivated by a deep-seated
aversion to the Christian dualism of good and bad. In the same
‘‘Exhibition Notes,”” he goes on to say,

“‘In most Filipino myths, all the characters, good or

evil, are resurrected in the end, because good and

evil, like yin and yang, are fundamental elements of
creation.
In fact, hell is not a Filipino concept. We have no

221 The Philippines

word for this place. While in some of our folktales
the underworld is depicted as a place of torment,
according to Isabero de los Reyes, these are later cor-
ruptions of our original myths bought on by Moslem
of Christian influences.”’
““Uncorrupted original myths,”” no matter how thoroughly
researched, are ultimately fictions, but Feleo is attempting to
find a lost identity by relentlessly pouring his creative energy
into this fiction, proclaiming that ‘“Their fau-faos belong to
every Filipino.”’

III.

In 1884 Juan Luna won the gold medal at the Madrid Exposi-
tion for his painting Spoliarium (the name of a Roman
coliseum). This landmark event showed that Filipino artists
had reached an advanced level in their understanding of aca-
demic painting. The winner of the silver medal, Felix Resur-
reccion Hidalgo, was a student at the Academia de San Fer-
nando in Madrid. The typical orientalism seen in Luna’s
Odalisca (cat. no. 11-4) of 1886 and the sentimental scene of
figures in an interior in Hidalgo’s La Enferma of 1900 are com-
pletely in conformity with the taste of European salon paint-
ing of the time. There is no sign of a desire to break away from
or destroy that tradition. That is why these two artists achieved
success in Europe, and it would be futile to try to find any-
thing characteristically Filipino in these paintings. On the other
hand, a work like tha Dead Child (cat. no. II-5) of 1902 by
Simon Flores y de la Rosa, painted with a much less accom-
plished technique than that of Luna or Hidalgo, has primi-
tive elements which strongly convey regional features of the
Philippines.

The polished style of Fernando Amorsolo was used to por-
tray the violence of the Japanese army during the Second World
War (cat. no. II-8) but it was mostly brought into service to
paint idyllic, prettified views of the Philippine landscape (cat.
nos. I1-6,7). The Builders (1928, fig. 2) is a different sort of
painting. A major work by Victorio Edades, the first artist
to take a firm stand as a modernist against academicism who
clashed violently with Amorsolo, it presents palpable figures
of laborers carrying stone emerging from the thickly applied
brown paint. This painting contains a passionate emotion simi-
lar to the early work of Cézanne.The concept of passively
reproducing beautiful things is clearly repudiated even by the
purely formal elements, the undulating brushwork, the defor-
mation of the figures, and the way the figures are crammed
into the shallow space. The grinding physical labor reflects the
struggle of building a nation. This is a significant painting
which declares a clear awakening of a conscious critical.

Modernism begins to show itself as a dynamic entity when
a critical function, which includes self-criticism, comes into




play, and after Edades, Filipino artists began to actively include
social commentary in their works, often in relation to the bitter
experiences of the war.

The chaotic conditions of the postwar period cast had a
substantial effect on artists of the postwar generation. An
example is Ben Cabrera whose Imaginary Portrait of Sabel
(cat. no. II-21) is part of a series of imaginary portrayals of
a madwoman named Sabel. Cabrera spent a long period in
London during the 1970s a was able to experience British Pop
at close hand. There he got the idea of using photographs in
making his art as a way of looking directly at the reality of
the Philippines. Migrants of Europe (cat. no. 1I-23) is an impor-
tant application of this method. Photographic images can, of
course, be directly applied to graphic work, Cabrera used them
to make a number of remarkable intaglio prints, which he
brought together in a limited-edition, handmade book (cat.
no. 11-28¢c). His The Temptation of Juan de la Cruz (cat. no.
I1-25), painted in acrylic on Philippine handmade paper,
appears to be a calm pastoral work, but it also reflects an
awareness of Philippine reality, emerging in the form of a
tender and melancholy love for the common people.

Charlie Co, a member of Black Artists in Asia (BBA),
a group based on Negros Island and former director of the
Visayan Islands Visual Art Exhibition and Conference (VIVA
EXCM), began his career making angry neo-expressionistic
social protest paintings. His current paintings contain imagery
from his living environment in Bacolod (the outdoor band
stand in the park, sugar cane fields, etc.) as well as personal,
confessional elements and social satire. He also makes hybrid
works combining painting and sculpture using terra cotta. In
a recent large work, On the Fifth Year (cat. no. II-35), the
richly colorful appearance of people (the figure standing on
the left seems to be a self-portrait) scattered against a deep
blue sky directly captures the effect of the bright sunlight of
Negros. However, the odd waft in which the figures seem to
float and the placement of scattered images like the folded
paper boat and skull in the foreground make it clear that these
images are not real but occupy an ambiguous territory between
reality and unreality. Co, a Filipino artist of Chinese extrac-
tion, feels strongly attached to the land, but one senses an
unconscious uncertainty in this feeling. His paintings express
complex emotional states somewhere between ecstasy and anxi-
ety, celebrating the communitiy where he lives with a touch
of melancholy.

LV

In recent years many women artists have been working actively
in the Philippines. Some outstanding examples include Agnes
Arellano, Paz Abad Santos, Brenda Fajardo, Imelda Cajipe-
Endaya, and Julie Lluch. Their work is varied feature sharp
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observations of eros, sensitive use of the aesthetic possibili-
ties of material strong narrative qualities, and lucid analyses
of feminine self-consciousness, and occupies and extremely
important position in the artistic expression of the Philippines
today.

For example, the coloured terra cotta sculpture of Julie
Lluck is especially memorable for its lucid view of the social
position of women. Philippine Gothic (cat. no. II-31) is a rather
malicious parody of the American painter Grant Wood’s
American Gothic (1930). The stubborn severity of this seri-
ous, puritanical couple under the strain of the Great Depres-
sion in the United States is broken down by evidence of sloven-
liness and boredom in their everyday life. The dog spreading
its legs and scratching itself is a sharp comment on the rela-
tionship of the couple. A House on Fire (cat. no. I11-32) shows
a dramatic situation removed from the banality of everyday
life. On closer examination, one finds a woman asleep inside
the house and it becomes clear that the crisis is only occurring
in her dreams. The woman screaming for help is the same
woman who is sleeping, her alter ego. This disruption in the
depths of the self is shown more vividly in a more recent work
called Doxology (cat. no. II-33). The contrast between the
standing figure which praises God and the reclining figure
which inevitably suggests death recalls the Christian dualisms
of life and death, world and the other world. However, these
two figures, which seem to have been modeled on the artist
herself, do not suggest anything of theological mystery but
again have more to do with portraying the self, a unity that
is deeply divided. The elusive intuition that these figures do
not refer to something outside themselves (that is, a concep-
tual conflict) is confirmed by the artist’s sensitive handling of
gesture. The precise depiction of bodily movement makes one
understand how the figures are united as actual, living physi-
cal bodies.

Cajipe-Endaya’s work clearly reflects the sharpened social
consciousness of women. Sa Lupang Golgota (cat. no. 11-29)
is a direct protest against the armed oppression of the United
States. What make this work impressive, however, is the dense
physical presence of the collage elements rather than the social
message. Cajipe-Endaya often uses objects in her collages
which she has used in daily life and are infused with personal
memories. For example, the shawl used to cover the dead
belonged to her grandmother. Her fundamental approach to
making art is to consier, analyze, and criticize events in terms
of their connection with her own life.

The Wife is a DH (cat. no. I1-30) is a portrait of the suffer-
ings of all women, including the artist. It shows the intense
feeling of the artist who has had great difficulty continuing
to express herself through art. Objects related to housework
are made of curtains or scraps of cloth which she has sewn



or mended in her own life and is now using in her art. They
are arranged on the wall and given human features. This is
a self-conscious declaration by a sober (therefore realistic)
woman with no angry histrionics or self-deprecation. It does
not contain references to long hair, full breasts, or genitals.
The silently required ‘‘shadow work”’ is presented objectively
by the artist without concern for aesthetic illusion. She explains
the work as follows.
Woman must have her own fulfillment — economic,
intellectual, spiritual, and creative. I had a friend,
middle class and highly educated, who lived for thirty
years as devoted wife, mother and housekeeper to a
tyrant husband. She decided to pack up for overseas
to gain freedom, to tragically discover that the only
employment she could get was to be a domestic
helper. That’s what this installation is all about.
The idea of the linear development of modern art and the myth
of the avant-garde have left the impulse to realism in the posi-
tion of a lost child. The rigid ideal of realism produced in the
1930s is a distorted one and it seems that we are not yet com-
pletely free of it. The intelligent spirit of realism injected into
The Wife is a DH whispers audibly, informing us of one of
the solid achievements of Philippine modernism.
(Translated by Stanley N. Anderson)
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