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Simon Flores y de la Rosa, Cirilo and Severina Quiason and Children,
1880, The Bangko Sentral ng Pilipinas Collection
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Dionisio de Castro, Portrait of Soterania Puzon y Quintos de
Ventenilla, 1892, The Bangko Sentral ng Pilipinas Collection
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fig.3. 77 N {tvF—7 (U ALX 2 —) ) 18974F
Juan Luna, Serenade (Lady with Guitar), 1897, The Bangko Sentral ng
Pilipinas Collection
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Felix Resurreccion Hidargo, Virgenes Cristianas Expuestas al
Populacho, n.d., The Bangko Sentral ng Pilipinas Collection
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Victorio Edades, The Sketch, 1928, The National Museum Collection
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Victorio Edades, Galo B. Ocampo and Carlos Francisco, Interaction, 1935,
private collection
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Anita Magsaysay-Ho, Sheaves, 1957, The Ateneo Art Gallery Collection
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Arturo Luz, Musicians, 1965, The Collection of Mr. Paulino Que
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figs.1,2,3,4:

From the book First National Juan Luna and Felix Resurreccion
Hidalgo C ative Exhibition published by the Metropolitan
Museum of Manila, 1988. photo by Rolando Codes.

figs.5,6,8:

From the book Madang Modern: A Change Begins published by the
Metropolitan Museum of Manila, 1990. photo by Rolando Codes.
figs.7,9,10:

From the book Art Philippines published by The Crucible Workshop,
Manila, 1992. Photo by Dick Baldovino.
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The History of Modern Art in the Philippines
Alice G. Guillermo

Associate Professor, University of the Philippines

Art before Modernism

Modernism in the Philippines was a reaction against several
art paradigms, namely, medieval religious art, the nineteenth
century European, particularly Spanish, beaux arts academy
or conservative salon and its local counterpart, the Academia
de Dibujo y Pintura (Academy of Design and Painting), the
miniaturist school of painting which also flourished in the late
nineteenth century, and the new Academy which was the Amor-
solo School which gained ground in the American period. As
such, modernism was up against an array of formidable foes
and its introduction spurred heated debates that revolved
around the nature of art.

These various paradigms invariably reflected the shifts in
art patronage from the eighteenth century to the 1940s. Oil
painting, when it was introduced in the Philippines in the eight-
eenth century, was harnessed to the service of the Church as
was engraving which was practiced earlier. Needless to say,
the models for painting, as for engraving, were European reli-
gious works. The first religious paintings in the Philippines
showed stylistic affinities with the medieval Gothic style in its
stylized, attenuated figures. This can be seen, for instance, in
the paintings of the Bohol School in the Visayas which was
a center of religious painting in the nineteenth century. Clas-
sical influence appeared late in the nineteenth century with the
work of the first known painters.

The influence of the classical European Academy
manifested itself in the late nineteenth century with the secular-
ization of art, freeing artists from the grip of ecclesiastical
supervision and opening the space for new themes and expres-
sions. This new art situation coincided with the emergence of
the local bourgeoisie, the ilustrado or lettered, enlightened class
which engaged in cash crop agriculture with the opening of
the country to international trade. The unprecedented wealth
of the landlords and merchant middlemen became evident in
the hectic activity of constructing mansions of wood and stone.
These were furnished with art works and the latest status sym-
bols imported from Europe. But more than this, it also
provided the opportunity for travel and study, facilitated by
the opening of the Suez Canal in 1859, considerably shorten-
ing travel time between Asia and Europe. Thus, painters from
the local Academia de Dibujo y Pintura proceeded to the Real
Academia de San Fernando in Madrid which was the prime
Spanish art institution. Among them were the expatriate artists
Juan Luna and Felix Resurreccion Hidalgo who would later
win top awards in European salon expositions. Academic art
replaced the earlier religious images with figures derived from
ancient Greek and Roman antiquity regarded as the origins
of human civilization to which the West had primary access.
While the religious artist was obliged to observe orthodox
iconography, the academic artist was bound by conventions
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of subject matter, medium and style.

Thus, in the space of half a century, art patronage shifted
from the exclusive centuries-old control by the Catholic Church
to an emergent economic class that seemingly sprang up over-
night. Seeking symbols and images to celebrate their prosperity,
these sought out painters to execute their portraits that would
serve as models for the edification of succeeding generations.
This social demand gave rise to the miniaturist style which grew
out of the tastes of the ilustrados. For only the miniaturist style,
so called because of its exquisite attention to detail as in minia-
ture paintings, could do justice to the material refinements of
the class as exhibited in their daintily embroidered costumes
and gold accessories. It was thus a style, admirable in its con-
summate skill, while primarily motivated by material interest
and vanity of display.

The turn-of-the century art form, ‘‘Letras y Figuras’’ (Let-
ters and Figures), of which Jose Honorato Lozano was the
artist par excellence, was an offshoot of the miniaturist style
and was greatly favored by men of consequence. These art not
‘““mainstream’’ works, but tracing their ancestry as far back
to medieval illuminations and as late as the contemporaneous
illustrations in the popular English Punch magazine, they spell
out the patron’s name in letters constituted by genre figures
and native scenes painstakingly executed in watercolour on
manila paper.

The new academy that the modernists were up against was
the Amorsolo School headed by the painter Fernando Amor-
solo and the sculptor Guillermo Tolentino. Both occupied posi-
tions of leadership at the School of Fine Arts, a unit of the
University of the Philippines founded in 1908. For at least two
decades, it was Fernendo Amorsolo who dominated Philip-
pine painting with his portraits and genre scenes that ideal-
ized the countryside in colourful rice planting and harvesting
scenes, and other typical rural activities.

It also has to be mentioned that the 1920s and 1930s also
marked the Golden Age of Illustration because of the great
demand for illustrations for the textbooks and educational pub-
lications of the period. The best known illustrators were also
connected with the School of Fine Arts. Fernando Amorsolo,
who also illustrated for the new colonial textbooks prepared
for the public school system, also showed the caustic anti-
clerical side of his art in editorial cartoons for popular maga-
zines, such as The Independent. His colleagues, Jorge Pineda
and Irineo Miranda, both primarily known as painters of land-
scapes and genre, were also active in doing illustrations for
various publications. But the most consistent artist-illustrator
who was only occasionally a painter was Jose V. Pereira who
left his permanent mark in his editorial cartoons for the Philip-
pines Free Press by his vigorous and distinctive style in the
pen-and-ink medium with which he commented on the colonial



situation of his time.

In the visual arts, the decade of the thirties was a critical
period because it marked the high point of the Amorsolo
School, which was the dominant beaux arts academy, at the
same time that it witnessed the vigorous campaign for moder-
nism initiated by Victorio Edades. When Victorio Edades came
back from the United States and held his historic one-man show
at the Philippine Columbian Club in 1928, he set the process
in motion in which the dominance of the Amorsolo School
would eventually give way to modernism. However, it would
not be quite accurate to say that Edades’ 1928 exhibit con-
stituted a complete break with the past. For, indeed, the seeds
of modernism were planted even earlier. Juan Luna, who was
awarded the First Gold Medal for the painting Spoliarium in
the Madrid Exposition of 1884, manifested an incipient moder-
nism in his informal, more personal works. During his stay
in Paris he visited impressionist exhibitions, as he commented
in his correspondence to the novelist and national hero, Jose
Rizal. In contrast to the more academic Felix Resurreccion
Hidalgo, Luna described himself as belonging to the dissident
salon with his more spontaneous and painterly brushwork.
During the first decade of the American period, another artist,
Juan Arellano, showed a strong affinity for modernism in
works which were startlingly fresh in their colours applied
directly on the canvas, as well as a penchant for impressionist
atmosphere. As for the Amorsolo style, this, too bore an
incipient modernism in its valorization of light and its effects
on the figures, as well as its departure from the heavy tones
and chiaroscuro of the Academy. For Amorsolo, while he was
influenced by Veldzquez and the classical masters, was also
as much influenced by later Spanish artists such as Zorn and
Sorolla. (see figs. 1-4, pp. 68, 69)

1930-39

The Amorsolo School which was settling into academic com-
placency at the end of the second decade was jolted by the
challenge of modernism posed by Victorio Edades. To the
images of beauty and harmony on which the Amorsolo School
thrived, Edades counterpoised the modernist value of expres-
siveness which allowed for the terrible and ugly and vastly
expanded the subject matter of art. Likewise, he stressed the
need for a heightened consciousness of formal design. An
enlightened pioneer, Edades also brought out the issue of the
quest for national identity in art, particularly significant in the
case of a colonized people. Another important theme that he
introduced was that of the indigenous tribal Filipino. This
theme which valorized non-Western cultures reflected the
influence of Gauguin who left the Old World for the South
Pacific where he celebrated the beauty and mystery of the
Tahitian natives away from Eurocentric models. The work of
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Edades was of an entirely different artistic experience, having
nothing in common in terms of subject or style with the familiar
Amorsolo genre. Of large bold figures in the foreground. The
Sketch is Cezannesque in its strong structure and multiple per-
spective. Its very subject is quintessentially modernist: that of
the self-conscious artist reflecting upon the creative process
and his ever-changing relationship to his subject. Discarding
the traditional myth of painting as an invisible window to the
outside world, the modern artist affirmed the nature of painting
as a construct of his own invention.

It did not take long before Edades’ lessons in modernism
drew artists of talent. He was soon able to form a nucleus with
Carlos ““Botong”’ Francisco and Galo B. Ocampo who formed
the pioneering Triumvirate of modern art in the country. Soon,
they expanded into the Thirteen Moderns: to the original three
were added Diosdado Lorenzo, Vicente Manansala, Cesar
Legaspi, Anita Magsaysay-Ho, Hernando R. Ocampo, Ricarte
Puruganan, Demetrio Diego, Bonifacio Cristobal, Jose Pardo,
and Arsenio Capili. A second modernist group was constituted
by the Neo-Realists, including Manansala, Legaspi, and
Tabuena who developed the style of transparent cubism.

During this prewar period, genre themes of folk life con-
tinued to be popular, but impressionism gradually replace the
Amorsolo style. Another development was the shift from rural
to urban subjects portraying city life with the expansion of
genre themes, as in the work of Manansala and Legaspi. But
these developments in art were interrupted by the Second World
War and the Japanese Occupation of the Philippines in 1941.
(see figs.5, 6, p. 70)

1942-49

In general, the Japanese Occupation of the Philippines saw
a general suspension of artistic activity. However, the
Kempeitai tried to stimulate artistic production by organizing
a number of competitions in painting and music which drew
active participation in 1945. The painful events of the war
found cathartic release in art. And while the first groups of
modernists had made their strong presence felt in the thirties,
the conservatives of the Amorsolo School remained generally
dominant in the forties.

While independence, which had been frustrated by Ameri-
can intervention at the turn-of-the-century, was formally
declared in 1946, the country still lay in ruins after the war.
But the scene brightened up in the early post-war years when
the first dynamic art institutions were founded, paving the way
for a broad support system for the arts. From the ruins of the
war arose new creative forces, as evidenced by the founding
of the Art Association of the Philippines (AAP) in 1948 by
Purita Kalaw-Ledesma and the Philippine Art Gallery (PAG)
in 1951 by Lydia Villanueva-Arguilla. These were followed by



the Contemporary Art Gallery which was opened by the
pioneering printmaker Manuel Rodriguez Sr. in 1954.

The main contribution of the AAP to artistic develop-
ment consisted in its annual exhibit competitions that continue
up to the present. Drawing many young artists, these annual
events have discovered outstanding talents and launched the
careers of promising artists. They have stimulated creativity
by encouraging a wide range of productions which reflected
the exciting challenge of modernism in all aspects of art prac-
tice. From the founding of the AAP to 1955, the entries were
divided into the conservative and modern categories, with the
result of spurring an intense rivalry between the two camps.
The PAG, in turn, provided a welcoming venue for the young
modernists who wanted to exhibit their highly original works,
as well as created the opportunity for a lively exchange of ideas.
The Contemporary Art Gallery encouraged printmaking in the
Philippines and brought out significant talents, many of them
women artists.

The years from 1945 to 1955 turned out to be decisive in
the struggle between the conservatives of the Amorsolo School
and the modernists of the Edades camp. The works in the years
before and after the Second World War reflect the gradual
shift from conservatism to modernism as the dominant force
in Philippine art. (see fig. 7, p. 71)

1950-59

In the years after Liberation, the shadow of the War still con-
tinued to haunt the paintings of the artists. The dark, brood-
ing paintings of Manansala, H. R. Ocampo, and Legaspi were
only mirroring the stark reality of a country in ruins. The build-
ings of the premier city, Manila, were reduced to piles of
rubble, while homeless beggars roamed the streets by day and
holed up in the skeletal structures by night. In the post-war
debate between “‘proletarian art’’ and ‘‘art-for-art’s sake’’ that
originally arose from the Depression following the 1928 crash
of Wall Street in the United States, the deplorable economic
conditions in the early fifties were in themselves a potent argu-
ment for an art of social relevance.

Thus, because of the poverty and dislocation of the masses
that the war had wrought, many artists in the post-war period
took the side of proletarian art. Hernando R. Ocampo did
paintings conveying social inequalities and the oppression of
industrial workers. One painting of his showed Christ cruci-
fied in the midst if chimneys spewing forth polluting smoke;
another showed a slum dweller in a hovel against the back-
ground of high-rise building while partaking of a meager repast.
Vicente Manansala’s Madonna of the Slums is also an exam-
ple of the proletarian art of the period. Cesar Legaspi’s Gadgets
II took up the theme of man dehumanized by the machine,
while Carlos Francisco painted The Camote-Eaters, showing
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a poor couple digging for roots in the ground.

In 1955, the struggle between the conservatives and the
modernists came to a head at the AAP exhibit of that year.
The categories of ‘‘conservative’’ and ‘‘modernist’’ were dis-
solved to give way to an open competition. The conservatives,
perceiving this move as disadvantageous for them, withdrew
their works and exhibited them in the Mabini area, from which
they later derived their label as ‘‘Mabini art.”” Winning all the
major awards, the modernists became recognized as the
dominant force, with the help of writers sympathetic to their
cause, such as I.P. Soliongco, Carmen Guerrero-Nakpil, and
Emilio Aguilar Cruz.

It is to the credit of the early modernists that they seri-
ously dealt with the challenge of art that was at once moder-
nist and Filipino. Carlos ‘‘Botong’’ Francisco, who also did
work in popular forms such as the comics, scenographic paint-
ings for the theater, and costume designs for the cinema, placed
much importance on historical research for defining the
national identity. Preferring to stay in his native town of
Angono, he made a lasting contribution to Philippine genre
in paintings which reflected the life of the peasants and fisher-
folk of the lakeshore towns of Rizal and Laguna. To the sense
of national identity, he added the dimension of the people’s
historical experience from precolonial times, as well as that
of ethnic and folk expressions in our national culture.

At the same time, another modernist, Galo B. Ocampo,
sought to indigenize Philippine religious imagery that had
hitherto been of a Caucasian mold. His well-known painting
which exemplifies this direction is Brown Madonna, portray-
ing the Virgin Mary and the Child Jesus as identifiably Filipino
in a local setting. He also conveyed his strong reaction to the
war through images of Christ’s Passion reinterpreted through
folk religious customs.

It is also worthy of note that like the artists of the thirtis
who created the Golden Age of Illustration, the first moder-
nists also engaged in popular forms, such as magazine illus-
trations and comics. Manansala, Legaspi, and Francisco
produced masterpieces of these forms and raised the standards
of magazines in the Filipino language. His experience in illus-
trations and comics lent Carlos Francisco’s art a fluid, narra-
tive quality which was put to good use in his historical murals.
Francisco also worked as set designer for the cinema and col-
laborated in the production of several films. Aside from being
important modernist painters, these artists also continued the
vital tradition in popular forms began by members of the
Amorsolo School.

Experiments in modernism led to abstract art. As early
as 1953, one of the first art critics, Magtanggol Asa, curated
a show which he called the First Exhibition of Non-Objective
Art in Tagala held at the Philippine Art Gallery. Eleven artists,



including Hernando R. Ocampo, Fernando Zobel, Lee
Aguinaldo, and Nena Saguil, participated. Abstract art found
its foremost proponents with the return of artists Constancio
Bernardo from Yale and Jose Joya from Cranbrook. Bernardo
worked in geometric abstraction in the manner of Joseph
Albers and Joya worked in the abstract expressionism of the
New York School.

The pioneering modernist in sculpture was Napoleon
Abueva who emerged as a leading talent in the fifties. For the
following decades, he became the major sculptor, after the
classical-trained Guillermo Tolentino. Abueva has worked in
almost all sculptural media, in wood, stone, and metal, and
in styles ranging from figurative to abstract. Some well-known
works of his are Kagampan, Planting Rice and ASEAN Boat.
He has also brought out a functional side to his sculpture in
handcarved benches and chairs, room dividers, even a chariot.

Even as the fledgling modernists were occupied with firm-
ing up their position, the avant garde made its appearance as
early as the mid-fifties in the startling work of a precocious
talent, David Cortez Medalla. He burst into the postwar scene
as a poet, strongly influenced by the French Symbolists, a
kinetic sculptor and performance artist. He is best known for
his Bubble Machine which emitted soapy froth when activated.

It was also during the post-war period when writers were
bewailing the continuing colonial culture that hitherto sup-
pressed areas of Philippine art and culture were brought to
the fore, such as traditional or indigenous art, including folk
and ethnic art, the art of the Cordillera highlands and the
Muslim areas of Mindanao.

1960-69

The decade of the sixties marked the halcyon years of modern
art in the Philippines. Influences from Europe and the United
States were gradually assimilated and indigenized. Moreover,
modern art in the sixties flourished with the emergence of a
number of dynamic and vital artistic personalities who
enthusiastically explored and experimented in order to heighten
and enhance the expressiveness of the visual language. In only
a little over a decade, modern art in the country had realized
its potential in a dazzling array of paintings, prints, and
sculptures.

Of utmost significance is the fact that the sixties were years
of social and political turmoil which was inevitably reflected
in a dynamic art. For one, the period saw a rise in nationalist
consciousness which reassessed the relationship of the Philip-
pines vis-a-vis the United States and debunked the traditional
political myth of the *‘special relationship’’ between the two
countries, given their conflicting interests. At the same time,
there arose a democratizing movement towards popular polit-
ical expression and the recognition of the rights of the majority,
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namely, the masses of peasants and workers.

By the seventies, the early moderns had become estab-
lished artists enjoying an expanding public. Carlos Francisco’s
knowledge of Philippine history enriched the murals depict-
ing the history of Manila which he painted for Manila City
Hall in 1966. Edades was doing portraits: H.R. Ocampo shed
his social themes of the fifties and shifted to abstract works,
such as Genesis later executed as a tapestry for the theater of
the Cultural Center of the Philippines. It was also during this
period that Manansala did a series of genre paintings in his
style of transparent cubism. Cesar Legaspi was moving from
his textured abstracts allusive of stone structures to more
dynamic and rhythmic forms. This was also an active period
for Anita Magsaysay-Ho working in her distinct genre of
female peasants in various folk activities. In subsequent series,
Arturo Luz’ Carnival Forms acquired greater texture and den-
sity but retained their linear character. Later, Luz would do
burlap collages and calligraphic works, with a minimalism der-
ived from zen aesthetics. Aside from his paintings, he was
known for his sculptures ranging from large outdoor stabiles
to small exquisite silver pieces.

At the heels of the first generation of pioneering moder-
nists, there eagerly followed a younger breed, even more auda-
cious and impatient of academic conventions. Ang Kiukok,
Jaime de Guzman, and Danilo Dalena worked in expressionist
styles of high visual impact and compelling meaning. In con-
trast, Ben Cabrera worked in a highly original idiom which
combined realism with experimental devices for expanding the
semantics of the work.

Ang Kiukok crystallized in vivid, cubistic figures the terror
and angst of the times. The figures of Ang were strongly struc-
tured and concentrated in composition, often symbolic in con-.
tent, with warm contrasting hues that intensified the emotional
climate. Jaime de Guzman painted powerful historical murals
on the nineteenth century Propaganda and Revolution against
Spain in a painterly, expressionistic style. Gifted with a sense
of locale, he also celebrated Mount Banahaw, home to
indigenous cults, in a number of paintings rich with indigenous
symbols. Another strong artistic personality who lent brilli-
ance to the sixties was Danilo Dalena. A first-rate political car-
toonist, he is known for his paintings of large crowds of people
in quest of luck or miracles and of unflinchingly realist charac-
ter studies and drawings of the seamy side of the city. In the
sixties, it was primarily Dalena who carried on the tradition
in popular forms began in the thirties and resumed in the fifties
by the modernists. Ben Cab, in his low-key but intellectually
experimental style, explored images of the Filipino in prints
and watercolours inspired by old turn-of-the-century photo-
graphs which he analyzed and dissected, drawing out a rich
semiotic vocabulary with which he made subtle, ironic com-



ments on the colonial relationship and the enigma of the
national identity.

This decade also saw the flourishing of genre paintings
with highly original approaches in the work of Norma Belleza,
Angelito Antonio, Antonio Austria, Mario Parial, and Manuel
Baldemor. Their paintings that also represent the fruition of
modernism also convey a sense of genuine feeling for the folk
with their small trades and modest pastimes, as in the subject
of vendors and cockfighters. There is an evident self-confidence
and zest on the part of the artists in breaking away from the
earlier academic conventions, as of the Amorsolo School, and
creating new idioms suitable to their folk subjects.

A particular group represented the trend in ‘‘vanishing
scene’’ paintings which rendered old churches, landmarks, and
ancestral houses in meticulous detail. This kind of painting
with an underlying documentary impulse is pursued by Al Perez
and Elmer Gernale. While Lino Severino was one of the first
painters of this type of work, his works do not only render
physical appearance but capture the mood and atmosphere of
old crumbling structures, especially turn-of-the-century houses,
by means of fine tonal gradations in monochromatic style.

Abstract art developed under the leadership of Jose Joya.
He had caused a stir with his bold abstract expressionist works
driven by kinetic energy, as in his abstract landscape Hills of
Nikko inspired by a visit to Japan. Later he moved towards
a more harmonious style in acrylic and rice paper collages that
played on transparent and overlapping coloured forms in space.

Later abstractionists were Roberto Chabet, Lee
Aguinaldo, and Alfredo Roces. Chabet initiated and main-
tained an experimental and conceptual approach, with a valori-
zation of materials and their semiotic potentials. Aguinaldo
kept in close touch with art trends in the United States, as in
works that recalled the ‘‘zip’’ paintings of Barnett Newman.
Alfredo Roces maintained a highly personal and original
approach to his art.

Younger artists, such as Lao Lianben, Augusto Albor,
Mars Galang, Glenn Bautista, Justin Nuyda and Phillip Victor
worked in developing their own idioms. Albor opted for a
minimalist abstraction in black and white. Lao Lianben, work-
ing in wood with relief elements, found objects and sgrafitti,
also limited himself to achromatic black and white. Mars
Galang came up with abstract expressionist works with a bold
art brut quality in his use of sand aud burlap. Justin Nuyda’s
abstraction played on the contrast between soft modulating
tones and hard-edge forms. Glenn Bautista created metaphysi-
cal landscapes allusive of interplanetary structures. Phillip
Victor created a new medium of white embossed paintings with
nature symbols.

A number of artists took up the ethnic theme following
the example of Muslim painter and sculptor Abdulmari Imao
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who studied art in the United States. His themes have been
inspired by the life and culture of the fishing villages of Sulu
and Lanao. He is best known for his series on the Sari-manok,
a principal cultural symbol derived from the ancient legends
of Mindanao and Sulu. The central image of the sari-manok
in painting and in sculpture is a water-bird, possibly a king-
fisher, with a fish dangling from its beak.

Also in the sixties, Manuel Rodriguez Sr. ’s printmaking
workshops encouraged the graphic arts in the country. Another
senior printmaker was Rodolfo Paras-Perez who produced an
outstanding series of expressionist woodcuts. Soon, members
of the Philippine Association of Printmakers were producing
works in etching and aquatint, collographs, embossments, and
woodcuts. Among the artists who trained in the workshops
were Virgilio Aviado. Imelda Cajipe-Endaya, Brenda Fajardo,
Ofelia Gelvezon-Tequi, and Fil de la Cruz. Aviado’s style
ranged from highly detailed surrealist compositions to minimal
constructions of paper collage. Cajipe-Endaya has explored
the problem of national identity in etching, collography, and
serigraphy. Brenda Fajardo’s prints at first showed the
influence of classical figuration before she shifted to folk forms
of representation, such as the tarot cards. Based in Paris, Ofelia
Gelvezon-Tequi worked in the viscosity printing technique
which makes possible simultaneous printing in several colours.
She has also dealt with the question of identity and the threat
of nuclear war. A printmaker who revived the mezzotint tech-
nique is Fil de la Cruz who did works inspired by his sojourn
among the tribal Filipino groups in Mindanao. He favored
mezzotint for its wider and finer range of black-and-white tones
that convey mood and atmosphere. These printmakers deve-
loped Philippine themes, drawing inspiration from indigenous
and folk culture, as well as making comment on contemporary
realities.

A number of notable sculptors also emerged in the same
period. Lamberto Hechanova innovated in the use of metal
and plastics. Abdulmari Imao transposed the sari-manok theme
into bronze and brass relief and freestanding works. Virginia
Ty-Navarro worked in new techniques in wood with an in-
carved intaglio method, and metal, with a pointllist using beads
of molten metal to shape figurative pieces. J. Elizalde Navarro
pioneered in highly expressive wood and metal assemblages.
Eduardo Castrillo produced a sizeable body of work, includ-
ing monumental works of religious theme for memorial parks,
large outdoor abstracts of welded metal, mobiles and modu-
lar piece in chrome and plexiglass, metal relief sculptures of
social themes, and sculptured body jewelry. Solomon Saprid
created metal sculptures around the mythological theme of the
tikbalang, a creature half man and half horse. Sculptor/
architect Ramon Orlina pioneered in the medium of glass in
sculpture in freestanding works or as elements of architectural



design. (see fig. 8, p. 73)

1970-79

The Marcos government responded to the highly charged polit-
ical climate by declaring martial law in 1972. There seemed
to be a slowdown in artistic production for a while before it
took off again, boosted by the new patrons associated with
the elite martial law bureaucracy.

Most of the artists who emerged in the sixties continued
to produce important work in the seventies. In assessing the
social and political situation, a number of artists maintained
the importance of an art responsible to society and respon-
sive to the issues and concerns of the times. The social realists
emerged in the mid-seventies, although they were not an entirely
new force since they firmed up the post-war direction in
‘“‘proletarian art” and expanded the nationalist themes of the
older artists. To the Kaisahan (Solidarity) social realist group
belonged Pablo Baens Santos, Edgar Fernandez, Papo de Asis,
Orlando Castillo, Antipas Delotavo, Renato Habulan, Neil
Doloricon, Al Manrique, and Jose Tence Ruiz. Aside from
them, there were other serious artists who produced or con-
tinued to produce significant works of social consciousness.

At the same time, numerous painters were caught up in
the active state patronage of the arts and in the state-sponsored
building boom which resulted in a lucrative partnership between
interior designers and artists. For one, the martial law years
were marked by a high degree of tourist-consciousness, with
an eye to promoting the country through art, as well as its
natural attractions.

Regional painting, such as that of the Rizal-Laguna towns
bordering Laguna de Bay received much encouragement.
Among artists active in Angono, the hometown of Carlos Fran-
cisco, were Jose Blanco, Vicente Reyes, Nemesio Miranda Jr.,
and many younger artists. The town of Tanay in Rizal is
represented by Tam Austria and Martin Catolos. Cebuano
artists in the Visayas, many of whom trained under the teacher-
artist Martino Abellana, were represented by the Mendoza
brothers, Godofredo, Teofilo and Sofronio, as well as by
Gamaliel Subang.

Some senior artists reestablished their presence in the art
scene. Foremost of these was Ricarte Puruganan, one of the
members of the Thirteen Moderns, who came up with new
genre works. Another senior artist, Hernando R. Ocampo,
became one of the foremost proponents of abstraction. Mauro
Malang Santos shifted from the comics form to the painting
of folk subjects in a richly-hued style with affinities to the Neo-
Realists, using distortion with a childlike, decorative approach.
Writer and artist Emilio Aguilar Cruz did a great part of his
work in this period, mainly scenes of Manila and its environs,
as well as portraits and genre.
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The Seventies were characterized by a diversity of highly
original styles. Imelda Cajipe-Endaya dealt with the theme of
identity in her serigraphs on ancestor images. With her shift
to painting, she did striking mural-size collages dealing with
current issues, such as foreign economic domination and the
subservient status of women in general. Abstract art was given
a boost by Romulo Olazo in his painstakingly executed
Diaphanous Series, consisting of transparent layers of thin
material fused together. Impy Pilapil worked in serigraphy with
her evocative colour-saturated images. There were likewise
highly original abstractions allusive of landscapes by Nestor
Vinluan whose densely textured works call to mind submerged
marine forests. The abstract works of Norberto Carating bear
affinities to abstract expressionism in their gestural energy. Roy
Veneracion alternated between abstract and figurative works.
His abstractions play on coloured textures, while his figura-
tive works, a number of them mural-size, are surrealist evo-
cations of the last days of the Marcos regime (see fig. 9, p. 75).

1980-90

The conjuncture marking the transition from Marcos rule to
the Aquino government was marked by a significant produc-
tion of political art. Aside from the paintings in protest against
the prevailing social and economic conditions, there were large
numbers of paintings on Benigno ‘“Ninoy’’ Aquino Jr., the
main opposition figure, who was assassinated upon his arrival
at the Manila airport. After the EDSA (Epifanio de los Santos
Avenue) uprising in February 1986 which removed Marcos
from power and installed Mrs. Corazon Aquino as president,
artists celebrated the restoration of democracy and freedom
in two huge exhibits, one at the Cultural Center of the Philip-
pines and the other at the now defunct Museum of Philippine
Art. But this proved to be only a brief spurt; with the right-
wing direction taken by the Aquino government, the critical

temper of the social realists once more took over.

The trends of the seventies continue into the decade of
the eighties. Working in different styles and constructing an
iconography of symbols, the social realists dealt with such
themes as feudal conditions in the countryside, foreign eco-
nomic domination, export labor, exploitation of women and
children and ecological damage. Furthermore, they have
worked in a variety of forms, such as comics, editorial car-
toons, illustrations, posters, and portable murals to be able
to reach a larger public. In fact, they have brought out the
value of these popular forms and created higher standards for
them. Moreover, they have experimented in various forms and
opened the way to new approaches. Aside from occasional
wood reliefs and sculptures, Edgar Fernandez did a three
dimensional works in which a large sheet tightly covered figures
in struggle. Jose Tence Ruiz took up the subject of the jeep-



ney in the form of colourful assemblages that probe the sur-
vival mentality of the folk. Likewise, Tence Ruiz was the lead-
ing illustrator and editorial cartoonist of the seventies who
resumed the high tradition of illustration in the country with
the standards set earlier by the generations of Jose Pereira in
the thirties, Carlos Francisco in the fifties, and Danilo Dalena
in the sixties. These artists have made popular forms a vital
and significant trend in Philippine art hisory.

Towards the late eighties and early nineties, new issues came
to the forefront and were reflected in the production of polit-
ical artists. These included women’s liberation, gender issues,
and ecology. These themes are found in the work of leading
artists, a number of them women, such as Imelda Cajipe-
Endaya, Brenda Fajardo, and Ofelia Gelvezon-Tequi whose
work have been marked by a high degree of social conscious-
ness. Imelda Cajipe-Endaya has made use of indigenous
materials in compelling works, collages, assemblages and instal-
lations on the theme of women’s struggle for liberation. Brenda
Fajardo has made innovations on the form of the tarot cards
with their various characters to make statements on history
and contemporary issues. Ofelia Gelvezon-Tequi has combined
medieval iconography with pop elements, such as the pinball
machine to allude to social and political forces. Recently, young
artists of the ‘‘Salingpusa’’ group, including Emmanuel Gar-
ibay, Antonio Leano, Noel Manalo and Ferdinand Mon-
temayor developed new styles and approaches to the issues of
the day. In 1994, some artists from this group formed the
‘“‘Sanggawa’’ group which specializes in socio-political murals.
Their large masterpiece, The Second Coming, was a critical
reaction to the visit of the Pope and to the conservative insti-
tution of the Catholic Church in general. Members of the group
are Elmer Borlongan, Federico Sievert, Mark Justiniani, Karen
Flores, and Joy Mallari. They collaborated in doing a mural
series entitled Vox Populi Vox Dei which has reaped critical
acclaim both locally and abroad.

In Bacolod in the Visayas, regionalist artists who have
grouped themselves into the ‘“Black Artists in Asia’’ manifest
a strong political orientation. To this group belongs Charlie
Co, Nunelucio Alvarado and Norberto Roldan. In order to

bring art to the grassroots, they have worked in more accessi-"

ble forms and media, including cloth, terracotta, and collages
with found objects, aside from painting in oil and canvas. Their
subjects are drawn from the people’s contemporary
experiences, the grim realities of workers’ exploitation, hunger,
and militarization. Co has done protest paintings showing the
influence of the German expressionists in their distortions and
emotional intensity. He has also done low-fired terracotta
pieces accented with soot on the same subjects. Alvarado has
developed a style suitable to his folk subjects, the peasants and
farm laborers, which he depicts as squat and angular to show
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their closeness to the earth, as well as their strength in produc-
tion. He also uses symbols to convey the inimical forces that
surround them. He has done large mural-installations to convey
social forces in struggle. Roldan has made ingenious use of
a wide range of found objects, such as bottle caps, newspaper
clippings, crocheted doilies, striped patadyong fabric, scapu-
lars, reeds, and grasses and brought out their semiotic sig-
nifications.

Folk genre portraying rural life will always be a mainstay
in contemporary Philippine art. This is still being produced
in traditional artistic communities all over the country, primar-
ily in the Laguna Lakeshore area and in Cebu province.
Inspired by the master painters Carlos Francisco of Angono
and Martino Abellana of Cebu, these are the artists of rural
landscapes and genre portraying folk traditions and the daily
activities of fishermen and farmers, thus bringing to the fore
the different sectors of Philippine society, the traditional and
the modern, the rural and the urban. The other tradition in
genre, the folk urban, continues from the postwar paintings
of Manansala and is furthered in the individual styles of Mario
Parial, Angelito Antonio, Norma Belleza and Antonio Austria.
Likewise, a new direction in genre painting was opened by
Lazaro Soriano in colourful paintings inspired by folk songs,
sayings, and riddles. Focusing on the same genre themes, he
has also done terracotta sculptures of folk subjects during his
immersion in rural communities engaged in pottery production.

Of an entirely different artistic orientation, abstraction
continued to be pursued by leading artists such as Jose Joya
and Arturo Luz. Raul Isidro worked in an abstract expressionist
style given a decorative impulse. Romeo Gutierrez developed
his own abstract technique of embossed figures and symbols
on a monochrome textured ground. Charito Bitanga painted
rhythmic abstract compositions. Inspired by indigenous
designs, Hilario Francia created colourful designs inspired by
the Maranao okir designs in woodcarving. Phillip Victor con-
tinued his long series entitled Parik-parik, Palikpik, Pikpik,
a highly original Filipino abstraction evocative of the tides and
open spaces of his fishing town of Hagonoy.

Much optimism in sculpture was generated with the revival
of the Society of Philippine Sculptors. This was made possi-
ble with the emergence of young sculptors, such as Rey Paz
Contreras, Jerry Araos, Agnes Arellano, and Dan Raralio.
They have engaged in a more audacious and inventive use of
materials combined with fresh concepts. Both Contreras and
Araos have worked in Philippine ironwood, particularly the
wood from discarded turn-of-the-century railroad ties. Con-
treras, however, has consistently drawn inspiration from
indigenous sources as sources of primitive power. Araos, in
contrast, alludes to contemporary issues in his work. Known
for her striking, even shocking, imagery, Agnes Arellano draws



her themes from tantric philosophies in which eroticism and
death are intertwined. Dan Raralio’s work is clearly influenced
by classical figuration to which he adds a surreal twist.

In recent years, mounting interest in the traditional arts,
such as weaving and basketry, produced by indigenous com-
munities, and a growing awareness of environmental issues,
have given rise to the use of indigenous materials in art. This
trend first appeared with the appreciation of bamboo as a
medium, not only for traditional, but also for contemporary
artistic expressions, as in the sculptures of Francisco Verano.
At the same time, indigenous handwoven textiles also came
to the fore in the fabric works of Manuel Rodriguez Jr., while
handmade paper drew the attention of artists with the innova-
tive work of Mario Parial, Brenda Fajardo, and Glenn
Bautista. Work in the indigenous and organic materials has
resulted in a keener sensitivity to the semiotic potential of these
newly valorized media. Thus, some of the most exciting art
today, in both two- and three-dimensional forms, have been
in mixed media, including plaited bamboo, woven rattan
panels, carved hardwoods, coconut bark and husk, burlap,
shells, forest vines, driftwood, and seeds. These have been strik-
ingly used or integrated into assemblages, tapestries, and
installations.

Foremost among artists working in indigenous materials
are Junyee (Luis Yee Jr.), Santiago Bose and Roberto
Villanueva. Junyee has made ephemeral constructions from
organic elements culled from his setting in the wooded Mount
Makiling area in los Bafios, Laguna. Aside from mobiles of
hanging vines, he has done installations which bring out the
vitality of organic life. Santiago Bose and Roberto Villanueva.
Bose and Villanueva have been leaders of the large Baguio art
community in the Cordillera highlands of Northern Luzon.
The cool air and high altitude of the mountain setting have
inspired artists to learn from nature and to preserve and respect
its resources.

Other artists who lead in this trend are Imelda Cajipe-
Endaya, Paz Abad Santos, Roberto Feleo and Edson Armenta.
Abad Santos, one of a growing number of women artists, has
fashioned large-scale tapestries of burlap richly encrusted with
coconut bark, husks, leaves, and various seeds, She contrasts
natural tones and hues with dyed, stitched passages for a strik-
ing effect. Junyee brings out the full potential of organic
materials in sculptures and installations which subtly comment
on space, ecology, and, occasionally, on social themes. Always
the experimentalist, Bose creates installations of indigenous
altars that allude to the folk-millenarist strain in revolution
and of folk markets that suggest the dominance of monopoly
capital over local entrepreneurial efforts. Armenta has con-
structed structures of bamboo to bring out the predatory death-
dealing aspect of life in the countryside in contrast to the
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predominant idyllic image. Villanueva has done site installa-
tions of bambo walls to evoke holy grounds inhabited by the
anitos or ancestral spirits. Feleo, who, as a teacher in the Makil-
ing High School for the Arts, has influenced many young
artists, brings together a wide variety of natural and cultural
elements drawn from familiar artifacts and has revived an
indigenous cosmology that is also highly sensitive to external
interventions.

The trend in indigenous materials has also considerably
enriched installation art in the country. Most installation artists,
such as Junyee, Bose, Villanueva, and Alan Rivera, have used
organic materials from the environment, especially since these
materials in themselves are evocative of natural and cultural
significations. Likewise, a number of installation artists have
explored the resources of photography, instant theater, and
sculpture-as-structure, as in the works of Cesare and
Jeanmaries Syjuco. After Ray Albano, former artistic direc-
tor of the Cultural Center of the Philippines, the Syjucos, along
with Sid Hildawa and a few others, have also been proponents
of conceptural art marked by a dry, ironic wit.

Installation art, which breaks down the distinction between
two-dimensional and three-dimensional forms, has brought out
new insights on the concepts of space, time, and process.
Because of the multimedia challenge of installations and
because of the widely expanded resources and possibilities that
it makes possible, many artists, who used to work exclusively
in painting, sculpture, and printmaking, such as Imelda Cajipe-
Endaya and Nunelucio Alvarado, have taken up installation
art to which they have contributed new approaches. To the
original indigenous and organic materials, they have made
extensive use of found objects and cultural artifacts. And, while
previously, installation art was bound up with the ecological
theme and the celebration of the indigenous world view, the
use of organic and vernacular materials, found objects, and
cultural has resulted in a wider range of social themes and
issues, including feminism, migrant labor, and children’s
welfare.

These recent developments have augured well for the coun-
try’s art as it draws its vitality from the people’s life and con-
temporary issues that affect Filipinos as a whole. Since the early
period of modernism, several generations of artists have
emerged that have led to an independent Philippine art that
breaks with static art discourses and continues the dynamic
and liberative thrust of art of vital human significations. (see
fig. 10, p. 77)
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