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AYALA MUSEUM 
Makati Ave .. Makati 

GALLERY 3 
~July 18-August 4) 

"Alay" oil and acrylic 
ptJintings by 
Edgar Talusan Fernandez 

fAugust 3-10} 
"Cultural Del.our" 

. Trip emphasizing the old 
Manila scenes. 
Those who might be interested can get. in 
touch with Viajes Filipinas ·for reservation: 
Tels.: 584685; 584625/584619 

CCP MAIN GALLERY 
Roxas Blvd .. Manila 

lJune 21-July 28) 
Oil paintings by Lhe Rlanco Family 

fAugust. 6-Sept.emher 6l 
The Graphic Works of 
Ofelia Gelvezon-Tequi 

CCP SMALL GALLERY 

(,June 18-,July 28) 
'"Story. Fantasy and Myt.hology .. 
Narrative works of Ray Albano. 
Teresa Rargielska. °Cirilo Bautista. 
Ami Miciano. Nonon Padilla, and 
Cesare & ,Jean-Marie Syjuco 

lAugtlst 1-August 31) 
Wat er<'olor exhihit by I he members of 
The Khoshou Ari Cluh 

-FIN ALE ART FILE 
Pasa,v Hoad. Makali 

(.Julv 16-.Julv 23) 
Cer~micJ hy Abueva. Queruhin, . 
Anakan. ,Jaime and Anne de Guzman 

(Au1-,rust 16-31 I 
Malang, Soler. and Steve Santos 

1Sepl. 3-Sept. 17! 
Paintings hy Alfredo T.iongoren 

UONGOREN ART GALLERY 
1 I 1 New York St.. Cuhao 

(Au1,rusl 16-Septemher 6) 
C.rnup Show: Habulan. Delotavo, 
Baens Santos, and Jess Abrera 

LUZ GALLERY 
448 E. de los Santos Ave. 
Makati 

(.July 7-August 4) 
"One over One .. 
Print on textile by 
Manuel Rodriguez, Jr. 

(August 7-September 6) 

Paintings by David Garcia 

MUSEUM OF PHIL. ART -
Roxas Blvd. Cor. T.M. Kalaw St. 
Manila 

(Tentative Group Show on 
August-September) 
'Museum Artists '85' 
Malang. Ang Kiukok, Alan Cosio et. al., 

!October 3-31) 
Recent Works . 
Mars Galang 

PINAGLABANAN GALLERIES 
152-154 .J. Arellano St. 
San .Juan 

!September 13-0ctober 23} 
"Chroma text" 
Multimedia exhibit by poets of 
the Phil. Literary Arts Council 

PINAGLABANAN GALLERIES 
AT LA TASCA'S GRILLE ROOM 
The Grille Room, La Tasca Complex 
Greenbelt Park Makati 

lJuly 22-August 30) 
Oil and· Acrylic paintings by 
Francesca Enriquez. Pardo de Leon 
and Popo San Pasc·ual 
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A SECRET LIFE 

Fiction from "The Scanga-Ra Chronicles" 

We are spirits 
in the materials world ... 

-The Police 

Scanga-Ra dropped in for dinner, quite 
unexpectedly, as always. The children raced 
to meet him at the door, taking turns dispensing 
wet kisses. Later, as their mother whipped 
up a hot meal of bean curd and eggrolls in 
the kitchen, he would delight them with his 
magic prowess and his trained lizard. An 
evening shower was beating lightly on the 
pavement outside. 

He took a cigar from the cinderbox, snif
fed it at length, then bit off one end and set 
fire to the other. We retired to the drawing
room. There was a twinkle in his eye from 
the gaslight as we took seats by the wireless. 

Of course he had already heard the news 
about Ray Albano. Ray had not written to 
him in weeks, and so, naturally, he, Scanga
Ra, had an inkling that all was not well with 
the poor, dear man. A call he made later to 
Ray's office only confirmed what he had 
feared all along. Ray Albano had slipped 
away in the dead of night on the 6th of August. 
And without so much as a by-your-leave. 

He felt very distraµght at first. Ray and 
he had been school chums from god knows 
when. He was shattered by the man's sudden 

by Cesare Syjuco 

passing. He took to serious drinking for the 
first time in his life. He subsisted on aliums 
for a week. He gave birth to an ulcer. He 
acquired a most unsightly tic in his right 
cheek. He felt sure that ~ere was nothing 
left f<'lr him to do but to quit. 

Nonon Padilla had mailed him Ray's meager 
belongings. A lifetime of correspondence in 
a Shoemart bag. Flashback after flashback 
sent his mind whirling from the aftershock. 
He was in an absolute state of panic. He was 
dreaming awake. His once-somber paintings 
had taken on a deep red coloration. His 
brushes would not yield to his prodding. And 
trying to lose himself in his work only reminded 
him all the more of his pal, Ray Albano. 

Dinner was served. We dined with Jeanne 
and the kids, leaisurely taking second 
helpings, sipping pink lemonade that Mickey 
had made especially for our guest. Scanga
Ra's talk was light and animated, the range 
of his conversation diverse. The abominable 
snowman. The dead sea scrolls. Kublai Kahn's 
sweep into China. The frog in Padre Pio's 
throat. The children sat captivated, but hied 
off to bed at a quarter-to-twelve after their 
mother threatened them with a.poker. 

We had Benedictine from a cut-glass decant
er. Jeanne excused herself to attend to her 
knitting in the parlor. 'lbe lights were dimmed 
and the curtains drwn for the night. 

It was the suicide note that had made 
the difference, he confided in me. Then 
was in a sealed envelope at the very bo 
of the bag that Nonon had sent him. 
Albano had wanted desperately to die. 
had held his breath long enough to 
absolutely certain that he was dead. So 
see, said Scanga-Ra, there was really no 
to cry about. 

It wasn't inportant why he did it. It 
have been for any number of reasons or 
none at all. And in the end, it mattered 
that the C.A.P. had stopped sending 
singing telegrams for his birthday. Or tha 
own brood had turned rabidly against · 
Or that effeminate painting had taken · 
ble art to the cleaners. Ray was exactJ.y 
he wanted to be, and god knows he was 
tied to that. 

I walked with Scanga-Ra through 
garden and out the gate. The sky had cl 
The stars were in full force. We stood 011 

curb and shared a cigarette, clasping iJ 
firm handshake before he disappeared 
the shadows. 

The very next morning, I received a 
card from Ray Albano. It was dated A 
7 and was mailed in a hurry from some 
in the Persian Gulf. Ray was shacked up 
a voluptious blonded named Vixie. He 
accepted a teaching post in Tunisia. 

Elegy In Effigy 

(for Ray Albano) 

It is difficult to reach Myond the breakwater 
to Bacarra where they toast and feast to your return 
slaughtering pigs and fowl and goats to· eke 
a semblance of memory from candles, 
floral offering, a casket 
too tasteless to contain you. 

But it did contain you. Though it could not contain 
the endless talk on Saturday afternoons spent 
here above the breakwater. There in the disorder 
of all the questions. In the great and glorious disarray 
of all the answers. There and then to whil~ away the time 
to the sound of coffee cups and the typewriter. 

Pray tell, what madness you now sell 
them in your hell, Scanga-Ra. 

RememberiM Ray - From 
An Earlier TlDle 
by Alfrredo Navarro Salanga 

In June of 1964, Ray and I were college 
freshmen at the Ateneo. He had come from a 
11111D town in the north, I from a small town in 
the south. His was the old and venerable 
Bacarra in Ilocos Norte, mine a much younger 
one carved out of the postwar boundaries of 
Butuan, brash from new money from the log
ging camps sprouting all over the Agusan 
Valley. This small town kinship and a shared 
Docano patronage, mine own from San Fer· 
llndo In La Union and Tagudin in Ilocos Sur, 
l'lre what drew us initially together, an 
IIDlike1y pair we were at the ground floor 
offices of the university literary magazine 
'It'd apprenticed ourselves to, he in the art 
ltaff under Dinky Munda, I in the typing staff 
1lllder J ohann Ruiz. Luigi Francia, now of 
Greenwich Village and of Jose Garcia Villa's 
JIOetry workshop, was editor. 

Sensing what it was that moved us deeply 
~ - a third bond - Luigi arranged to have 

lando Tinio run a poetry workshop on an 
lttra cunicular basis. A third freshman joined 
Ila to contribute scrawny lines that withered 
~ Rolando's stem, uncompromising gaze. 

three later ended up working at the 
~al Center of the Philippines. Ray at the 
~ and gallery, Rolando with the Teatro 
;;:io and Monina Duque with the lights. I 
.at for ·offices more mundane but the years 
~ Ateneo were what bonded us almost 

er. 

· Jean Maria & Cesare Syjuco 

CCP Cafeteria, Saturday, 7 September 1986 

It was Ray who first landed a poem in 
Heights, a feat that left me not unlike a 
jealous sibling. It was written in the quiet· 
manner pursued by many an Ateneo poet, a 
golden age for poetry -that was with Emma
nuel Torres, Valdemar Olaguer and Bien· 
venido Lumbera on the faculty and with Jose 
F. Lacaba, Antonio Samson, Salvador Bernal, 
John Araneta, Richard Paradise and Edgar 
Alegre studying for their degrees (Emmanuel 
Lacaba, Tony Perz and Paul Dumol were to 
follow). A bravura performance was this Poem 
to a Student Who Loves to Take a Nap Under 
the Acacia Tree: "The reason, perhaps, that( 
You underestimate/ The usefulness of green/ 
Skeletal benches is/ Their no respect for trees./ 
The thing is,/ You do not realize this/ Thesis at 
one o'clock./ Instead, you prove one reading/ 
Is enough for the wise./ In three steps you 
come to it/ And lay your bookbound pillows/ 
On four bars./Unfastening belts and ties,/ You 
lie down a full man/ With human desires./ 
Faint, you yawn as much/ As five amens./ It 
would not be/ The ring at five-thirty/ That 
stretches your eyes;/ But the hideous gossip/ 
Of cows of grass." 

Ray was seventeen the year that poem 
came out. Many more followed, each one seem· 
ingly more exquisite than the other. It's been 
a pain reading these all over again, seventeen, 
eighteen, nineteen years removed and not just 
because he's dead now and will never~ 
again. No, it's not just that but also the nag· 
ging thought of what could have been if he'd 
only kept it up for he coulc;i have been, 
undoubtedly, a major voice. Yes, even in the 
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short time alloted him. Friends who were 
reminded of this facet of him as poet, partly 
through the short eulogy I read at the CCP 
necrological, were moved to recover this part 
of him. One gave me xeroxed copies from 
copies of Heights that he'd saved through the 
years. Another one brought a poignant, 
because eminently tragic from hindsight, bit 
of news: that Ray had, early this year before 
his heart gave way, said something about 
wanting to write poetry again. 

Only a few survive unless someone some
day should discover, ,among his private 
papers, a trove of unpublished verses. But un· 
til that time, I imagine, we must satisfy 
ourselves with these few. Poems that, for the 
most part, were framed in the classic .con· 
fessional manner that all true poets adopt. 
Poems that spoke of love and death as in this 
proto-epitaph written in 1966: "If/ We pull 
memories together, close/ Windows and let 
darkness faW Like hailstones, we can perhaps/ 
Imagine death/ Heavier than we can bear." Or 
as in these lines that I would have loved to 
have read before they lowered him to his grave 
in Bacarra: "When I went home,/ I arrived in 
time/ When the neighb~rhood windows/ 
Greeted me. In unison, they said,/ 'Ray has 
come!'/ Twenty hands carried my traveling 
bag./ They told me how I've grown older/ And 
how they wished I was there/ All the time. I 
was blamed/ For my absence./ Then they 
began to tell me/ The things bigger than this 
world/ That I missed." A 
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The Posters of Ray Albano 
by Jacinto Sotto 

Ray Albano considered the posters he 
designed for the CCP during his curatorship 
an integral part of his output. He stumbled 
into poster-making quite fortuitously -when he 
discovered the CCP had been spending enor
mous amounts on posters. Almost single
handedly, he managed to cut down costs and 
turned out first-class posters for much less. 

The poster is often denigrated as a minor 
art form. Its main purpose is to advertise an 
event, a product or a service. The artist is 
subservient to the advertiser's aim, which is 
to sell. He must convey the message in the 
tersest manner possible: The poster he designs 
must he understood at a glance and must 
stand out in the jungle of visual data. All 
these considered, Ray very well fulfilled these 
criteria; at the same time, he created posters 
that add up to an impressive body of work. 

In an interview he gave several years ago 
("The Ray Albano Graphic Design System", 
Ermita, August 1976), Ray explained his 
method of working matter-of-factly, with a 
little wisecracking on the side. "Poster
making is printmaking," he declared. To him, 
any material had endless possibilities. Ray 
was a manic improviser. He used whatever 
was available, twisting and bending the 
material to its limits. He would play around 
with placements, with photographs, with prin· 
ting effects. He avoided the "advertising" 
look of slickness although he cQnfessed he 
couldn't altogether escape it. He keyed his 
designs to the events they advertised. Hence, 

an announcement for a classical ballet per
formance had a formal look whereas Ray could 
afford to go off-tangent and graphically 
experimental with, say, a poster for an 
abstract art show. 

Ray brought distinction to local poster
designing. One need only to look at posters 
past and present to discern a marked 
difference in graphic approaches and sensi
bilities between Ray and his con temporaries. 
Local pos.ters are too often overdesigned and 
overloaded. Too many type styles and copy 
glut the layout. Designers seem afraid of sim
plicity, of breathing spaces between elements, 
of 'using those spaces as part of the overall 
design, of doing the unusual, and the un
expected. The results are predictably dull, con
fusing, primitive. Take any Manila Symphony 
Orchestra poster as a case in point. It is bound 
to feature a studio shot of the performer 
placed in the center. This "correctly" position 
key visual element is then surrounded by 
hordes of copy set in four or five different 
typefaces. 

In refreshing contrast, Ray's posters can 
serve as models of simplicity, elegance and 
graphic power. They seem judiciously compos-

'ed although Ray almost always trusted his · 
tuition in improvising. Stock shots w 
imaginatively manipulated to create s 
lingly graphic visuals. Typestyles were so 
times invented (Ray disliked the modern 
venience of the commercial Letraset). T 
was no end to Ray's adventurousness in 
methods in a highly technical applied art fo 

Ray had the background for poster
He worked for a time as a copywriter at an 
agency. He was into serious photography 
was a noted print-maker. His graphic de 
system mirrored his art-making pr 
which were predicated by chance and im 
visation. 

One remembers Ray as a fixture not only 
the CCP musuem office but also at the V 
Reyes printing press, which collaborated 
him on the posters. He stayed up hours 
end, amidst the blueprints, the strippings, 
inks and plates, overseeing the printing of 
posters, trying to get them "right". Loo · 
back at his posters, one has not~g 
admiration for· his dedication and ins· 
Quietly, unnoticeably, he "revolutio · 
local graphic design with his witty and 
nically excellent posters. 

Ray brought distinction to local poster-designing. One n~d only ~o 
look at posters past and present to discer.n a marked difference m 
graphic approaches and sensibilities between Ray and his contemporaries. 

-·--·--
~.;~~;. - GRAPHIC ART OF.THE ESKIMOS OF CANADA 

·1··· • -.-•. • -. A.Cultural Center of the Phi.lippines 
<"), · .. Small Gallery . 
, i¥r: . · June 18.to July 4, 1976 
1#:~-. ', .\~· ·-,-~· .. ,~~ ....... , -.::.::::.~=-· .. :_ ~·.:=--

INTERVIEW WITH 
NONON PADILLA 

The new Cultural Center of the Philippines 
Musuem Director is Nanon Padilla, in the past a 
theater director (PETA , Ateneo stage), and cur
rmtly a humanities professor {UP} and print
maker. His art consists of additional disclosures 
regarding a deeply personal mythology objectiji'ed 
man Isla de Nononia. He has so Jar mapped the 
topography of the island, charted its natural 
phenomenologies, and divulged who lives where. 
He wears only garments and accessories made i'n 
the isla, and. oftentimes sends off letters using the 
archaic-looking . and delicately made Nononia 
/Jostage stamps. San Juan went to find out if Ray 
Albano lives or died with Padilla's entry. 

SAN JUAN: A lot of the controversy that 
surrounded the late Ray Albano con
cerned what was perceived to have been 
a too "personal" or "di tatorial" 
management style which excluded 
many artists from CCP exhibits. Do 
you see yourself "democratizing" the 
Museum's range of concerns? 

PADILLA: Counting the two months for 
maintenance, the CCP Museum has a 
total of ten exhibition months in a year. 
With two galleries, that only means 
some twenty shows. There's already 
the problem of essentially not being 
able to accomodate as many people as 
may be ideal Then there are problems 
with artists. The exhibits have tra· 
ditionally strictly followed exhibition 
designs - like this is a jeepney exhibit 
and anybody who paints jeepneys can-

not be ..excluded - with all sorts of 
unrelated artists involved. Some artists 
will feel insulted being put beside some 
artists; egos are involved. There are 
artists groups who feel left put if one of 
their members are invited - because the 
works of that one artist are relevant to 
the curatorial design. Like I invited one 
Social Realist to this CCP Annual, a 
first time, because this particular artist 
has really used the jeepney as an icon. 
The rest of his group - which anyhow is 
anti the sort of establishment in CCP is 
- did not fall within the concerns of the 
show. Anyway, it turns out that we 
literally had to woo this artist. What 
I'm sayi.ng finally is that anybody in 
that position has to make choices. Put 
Maurice Arcache or Polly Cayetano 
there, and they'll seem like an Albano. 

SJ : Some months ago, before Ray died, you 
said that one can't do anything about 
the CCP ("Its there! The building is so 
permanent!") except to humanize it. 
Since you are now all of a sudden the 
Museum Director, can you explain 
what humanize meant? 

NP : Like I said, in the case of that Social 
Realist artist, who actually seemed 
"shocked" to have been invited·· he has 
felt snubbed all these years - the staff 
found it extremely difficult to acquire 
the painting he was contributing. I 
mean, if we didn't get to the appoint
ment within a precise number of 
minutes, he'd be gone. We tried three 
times, finally getting the work after the 
third try. I guess this sort of "test of 
sincerity" has to be passed. Perhaps 
to humanize means to prioritize the 
important things. With art, the issue is 
not economic. Considering the condi
tion we are in, the problem is &"lack of 
information aboµt aesthetics. This is 
what we have to correct or at least 
attack head-on. I have to design a cam
paign wherein the audience is given an 
opportunity to learn about art, to give 
this audience a philosophical ground to 
develop their critical abilities. To 
humanize would mean to reach out to 
an audience, and be receptive to their 
needs and concerns, but always within 
the context of art and aesthetics. Not 
the other way around. · ff we simply 
cater to their demands, we would end 
up vulgarizing instead of uplifting 
Philippine art. 

SJ : Is the policy going to remain that: 
artist will be invited to show certain 
works? 

NP : Yes. The CCP Museum begins its work 
by deciding on a curatorial design, and 
then artists whose work throw some 
light on this or that issue will get 
invited, no matter if I am personally 
not excited by that artist of work. 

SJ : What about charges of elitism? 
NP : The nature of art is aristocratic. You 

have to choose the best from what · is 
good! Art's ambitions are always to be 
better or to see things in a more per
ceptive way than non-artists. You can 

quote me on that. Art isn't art without 
some measures of excellence. However, 
art is not elitist because the artist 
belongs to a certain social level - but by 
its nature. The artist tries to grab the 
essence. 

SJ : In terms of selection processes for CCP 
exhibits, what would the measures be? 

NP : Well, first, the existence of a per· 
ceptible trend, or developing line that 
you can discern in the body of works of 
the artist. I guess this will have to be 
measured in terms of .form. Second, a 
kind of mentality - which is of course 
difficult to gauge - but which will show 
in the fact that he makes sense regard
ing his concerns. I hJtve to gauge kung 
nag-iisip ang artist and if thoughts 
reflect i,n his work. 

SJ : Back to Albano. A great deal of the 
resentment against him derived from 
what people perceived to he a lack of 
"delicadeza" on his part, or a using of 
the CCP Museum as a vehicle for self· 
aggrandizement. How do you see 
yourself finding the dividing line bet
ween your personal ambitions as an 
artist and the institution's interests? 

NP : That's why I did not join the CCP An
nual Of course, I'll join the next show, 
which is a tribute to Ray. I guarantee 
you I won't have a one-man show here 
while I'm curator. You wanna take over 
so I can have one next month? 

SJ : How much of a free hand do you think 
you will have in running the show? 

NP : As far as I know, the only considera
tions would be when King Kasilag 
writes me a memo regarding some em
bassy show that absolutely has to be 
accommodated. Of course, there are 
budget constraints. But I'd be the first 
to quit if 'there is any shadowy figure 
overwhelming the museum! 

SJ : What do you think the Museum 
should really be doing in these parti
cularly difficult times? 

NP : The Museum should maintain its com
mitment to contemporary art. I'm also 
especially interested in the educational 
possibilities of Museum work. I'd like 
to have a series of exhibits involy.il\g 
young or new artists, like a surve,, 
because that's the only way to find,.out 
all the new ideas or new works .. 

SJ : When you say educational, what do 
you mean precisely? 

NP : I'm thinking of a formal lecture series. 
I'm actually more interested in the 
publication of these lectures than the 
lectures per se. Some cheap textbook 
form might be designed that could be 
useful for fine arts or humanities 
departments of the universities. There 
is also the money spent on exhibition 
catalogues which might be given a 
format that could be useful both as 
documentation and textbook. I'm a 
teacher, so I see myself getting into 
these projects ... 

SJ : Is the CCP Museum part of the Isla de 
N ononia now? 

NP : There is already a museum on the is/a. 
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Ofelia Gelvezon Tequi: Ingenue Octogenarian 

THE OFELIA GELVEZON 
TEgUI INTERVIEW 
by Michael Adams 

MA : Offie, the first thing I'd like to ask about, 
rather than starting with the obvious topic, 
which is that of the craft of printmaking, is 
one related to the subject of the effect of 
environment on your work. You've lived in 
different environments. You were born in 
lloilo, you lived in Manila, you studied in 
America; and later you moved to Paris. Do 
you feel that these different environments 
have had an effect on the direction of your 
work. 

OT : Not necessarily. Although, for example, 
when we went to China, there is a night view 
of a street scene in Nangking which is shown 
in the Tung Siang Go Series. But I don't 
know what of America ... I suppose the Pin
ball, but the Pinball is just as much of a 
phenomenon here, as popular here, as it is 
in Europe, or in America. 

MA : It could also be French, it could be English, 
it could be Filipino? 

OT : Yes, it is. What I liked ~bout the Pinball 
device was the fact that you had to use a 
coin so that you could manipulate it. 

MA : Is that its relationship to religion? 

OT : Yes , or life in general. And the coin was car
ried over into my more recent works, the 
altar pieces. Now they're in the form of of, 
ferings. In the Altar Mayor, that was like a 
statement on prayer. You bargain, you 
cajole, you threaten, you choose which saint 
to pray to. It's the way Filipinos pray. 

MA : Thu;, for example, if you go to Antipolo, 
you see people praying, but they're also 
threatening God. It's like a bargaining 
session. Is that really how you see it? And is 
that the linkage between these different in· 
gredients inside a religious framework? 

OT : Yes. 
MA : So your work is really all related to Filipino 

experience? 
OT : Yes, much more than my European 

experience. But what I get from outside the 
Philippines, is, let us say, in the form of text. 
Text not necessarily that inspires me, but 
gives me an insight into something. For 
example, one of the latest books I've read is 
Umberto Eco's 'The Name Of The Ro~.' It 
was a really fabulous book, but what I pick
ed up from there was the framework that he 
used in the beginning passing himself off as 
a kind of art historian who broke up with his 
girlfriend, who was in the middle of trans
lating a manuscript. So I sort o~ picked up 
that kind of device in the Santa Ofelia 

series, like an art historian stumbling on 
plaster wall and chipping away, coming. 
with forgotten or Jost frescos. 

MA : Is it a slightly voyeuristic type of viewpo 
OT : No, not necessarily. I don't think IO. 

because it's also like a game, ]ike a p 
within a print, or a manuscript within 
book. So this is in the same yein. 

MA : There was an article written by Pct 
about you in 1980, and although she didll 

attribute the words to you, I assume 
ideas came from you. At the start of 
article it says "Pinball machine, pressure 
will, force of chance, the game of life, 
game of art.'' 

OT : Ahl Not the last twol 
MA : Is the first part a quotation from you? 
OT : I said it in that sense, yes. Because it 

skill a]so to manipulate these things, 
there's a great element of chance invol 

MA : Is that your own idea of religious belief? 
OT: No. 
MA : Is it just your perception of a F'ili · 

approach to Christianity? 
OT : Yes, because I think I can separate art 

Jife. 
MA : Why dQ you think she wrote, "the garnt 

life, the game of art?" 
OT : It sounds more impressive. It's so heavy 

deepl 

,tA : Yes, it sounds goodl 
O'f : Makes good copyl 
,iA : Yes, it was a,n interesting article, although I 

think that at least half of it was about the 
writer and only the other half about you. 

In terms of environment, there is a 
palitical content to your work. For example, 
there are the works about war, and you have 
commented on them before. But could you 
comment again on the political element in 
your work? 

oT : Well, if you look at my more recent work, 
for example, most Filipinos saw it as clearly 
referring to specific events which happened 
here two or three years ago. And it's true, I 
did base my prints on these events, but not 
meaning it as propaganda, or as part of an 

. ideological Jine of thinking. I thought that 
one co~ld come to make a more universal 
statement by starting with what is p~lpable, 
what is easily understood, so that people 
could easily relate to it. In fact, it's not even 
a commentary, its just a kind of reminder. 

MA · So you regard it as. more of a universal state
ment than a specific statement. 

OT :· Well, I'd Jike to think that people can see 
the universal statement. 

MA : Another part of the environment is obvious
ly that of you'r family life? 

OT : Oh, that was a dead end! Io the sense that, 
being away from· the Philippines, and hav
ing one baby after another, made me pine 
for the balmy tropical seas, buko salad, and 
things like that. So this was the nostalgia bit, 
and, in a way, I used that to perfect my 
technique . Because, if you had ·seen my ex
hibit of the houses where I had.lived, you 
would have observed that they were viscosity 
colors printed in only two colors, and I prog
ressed to three. Then, when I started to 
n:iake those Pinballs and Apocalypses again, 
{picking up from before I got married,) I 
could already express myself in a much 
wider chromatic range from a technical 
standpoint. 

: So you. -were developing your technique 
during ·that period when you were not 
actually producing work for public exhibit? 

: No, it was for exhibit. It was exhibited 
at the ABC Galleries of Larry Cruz. 

: But there were several years when you didn't 
e~hibit? 

: Yes, I w.as having babies. I was creative in 
another sense. 

: There's a question that is often asked, which 
is whetfier, while you're giving birth, you 
suffer from diminished creativity because 
you're undertaking another type of creative 
work. 

: No, I don't think it's that. It's a matter of 
time. I mean, if you have fifteen yayas, one 
to wash the dishes, and everything, I think I 
could have ·gone on doing prints inspite of 
the babies, or at the same time with the 
babies. 

: If possible, I would like to move on to your 
USe of symbols. There are some symbols 
which come up continously. Some of them 
are representational in a directly human or 
everyday sense, such as, for example, the 
Four Horsemen, or the Pinball Machines 
again,. while some of them are more 
abstract, such as, for example, geometrical 
shapes, the pyramids and so forth. Could 

OT 

MA 

OT 

MA 

OT 

MA 

you say something about your use of symbols 
and their importance to your work. 

: Well, I think this has a lot to do with my 
background as an English Literature 
graduate, and as I've mentioned ear1ier it's 
mostly text that inspires, (although I hate 
using that wordl) 

: But what sort of texts have inspired you? 
Literary texts? 

: It's not texts as a whole. It's sometimes a 
literary technique. It's sometimes a state
ment. For example, the approach used in 
Pasyon and Rebolusydn, which was written 
by Ileto, I found quite revealing. He 
approached the Philippine Revolution 
through folk literature. So, this sort of 
a~proached what I'm trying to do, in the 
sense that I like to start from something 
specific to say something on another, higher 
plane. 

But in some of your works you actually use 
words or texts, particularly what has been 
described in one of the ar.£,icles written about 
you as 'Pig Latin', (which is not a phrase we 
have in the West.) 

: It was in connection with my paintings, 
where I used 'anting-anting' chants, and 
these were really 'Pig Latin'. 

: Did these come from first-hand or second 
hand experiences? 

OT : I would probably say second-hand ex
perience, because I don't believe in the stuff, 
but I appreciate the way people lean on it. I 
mean Filipinos in general Jean on certain 
signs and symbols that they assume have a 
bearing on whatever outcome there's sup
posed to be, when I would expect that it's 
the operation of their own actual world that 
will determine the outcome. 

MA : So your perception. of your faith and theirs is 
quite different? 

OT : I think so . But I see what they mean, I see 
why they are like that. It's not a judgment 
on their form of faith. It's a statement 
about, on a first level, the Filipino re1igious 
character. 

MA : Given that it's not judgmental, what do you 
think this frame of mind that you're observ
ing in your work means from the national 
point of view? Does it suggest a fatalism that 
you find it hard to identify with, or a blind 
faith in something which you personally 
can't perceive, or what? 

OT : Yes, I would put it that way. I suppose also 
that I'm part of the generation that had to 
look for the Filipino identity, and it's part of 
going way back through the layers of the 
Spanish Colonial period to the animism and 
the superstition which we had before. It's 
still with us, because, like most people of my 

I'm part of the generation that had to look for the Filipino identity, 
and it's part of going way back through the layers of the Spanish 
Colonial period to the animism and the superstition which~ had before. 
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generation, we never really learned Tagalog 
literature, unless you .were a Pilipino major. 
We were taught to think in English, and I'm 
more comfortable in expressing myself in 
English. It's not that I would like to deny 
this education. It's there. I mean, I more 
easily appreciate a Broadway musical than a 
kulintang playing somewhere. That's the 
way the Filipino make-up is. So we just have 
to accept it, and bring out what is valid and 
meaningful in what we have. 

: Has the pre-Spanish literary tradition, par
ticularly the oral tradition of poetry, had 
any effect on your works? 

: No. I'm afraid I have very' little knowledge 
of it. I'm quite ignorant on the matter. 

: Do you feel that there will be an increasing 
desire amongst Filipinos to rediscover that? 

: Well, I think so, but very slowly. For 
example., when we were coming here, Marc 
noticed that when we asked the guard, 
"where is Starline Road," he answered us in 
Tagalog, refusing to give the directions in 
English, when it would have been just as 
easy to say "straight ahead and right." But 
he said "hanggang sa dulo, kanan." So Marc 
said, "ten years ago he would have tried to 
speak English." So, I suppose there's more 
awareness of and pride in what we have. 

: I think your observation is right. There is an 
increasing desire to speak Tagalog, or 

dialec~. because in the North people ref~
to speak Tagalog at all. 

OT : Yes, for example, two weeks ago we were in 
Boracay. I was speaking in English, but they 
preferred to speak Tagalog. 

MA : E'ven though you were in the Visayas? 
OT : Yes, I tried to speak co them in Ilonggo, but 

they preferred to speak in Tagalog. 
MA : It's quite interesting. 1 Would you say that's 

an encouraging trend? 
OT : Yes, but I don't vote for just one language 

either. You need another language for deal
ing with the world. 

MA : Tagalog has international limitations? 
OT : Yes. 
MA : This image, ifwe can come back to the Pin

ball Machine, how did this image start to 
become important to you? 

OT : Well, it's a lived experience. There used to 
be a gallery in Makati which was very 
popular at that time, Joy Dayrit's 'Print', 
and next door there was an amusement 
park. So we'd always be next door, hopping. 
from the opening to next door. 

MA : It's really part of the environment in which 
you grew up as an artist? 

OT : Yeah. 
MA : So you took it, and you used it for broader 

ideas? 
OT : Let's say, I hit on the game, the idea of the 

game, with my very first big print called 

"Target", and I searched for an ob' 
correlative that would carry things I'd like 
say in the context of the game, and I 
thought that the Pinball could be modified 
to my purposes. 

MA : It's as if you were using the pinball aa 1 
language? And was able to blend it with 
something to~ally different? 

OT : Yes, although some people felt it jarring to 

find something biblical or religious in 1 

game, or to put in, for example, one of the 
Horsemen of the Apocalypse, "Hungtr•, 
and then fo1low it with the spectre ~ 
"Death". To find it in a game, some people 
who have seen it, some friends wh_o ha11t 
seen it, say it's depressing; or that. they j1111 

cannot accept the marriage of the game and 
a subject as serious as hunger. 

MA : Looking back, would you feel that tht 
merging of different elements is the l1lQt 

creative part of your career so far, as it Wl 

really something which took a very divel'8'll 
course from then prevailing trends in tht 
visual arts? 

OT : Well, in a way, I think so. But_ in my o~ 
case, I think that my use of the game, t~ 

pinball motif, is a kind of springboard to 

new things that l am trying to c,q>lore now, 
namely altar pieces. This brings uii back toa 
kind of Philippine religious mentality. 

MA : You're working on these now? 
OT : Yes, the altar pieces. 
MA : These are still prints? 
OT : Prints. Because I'd say that my painting oc 

silk are not on the same level as my prints 
honestly speaking. I've had years and yean 
of craft in printmaking, arid I'm just very 
new at painting, so I cannot really say tlur 
I'm making my mark as a painter, bii 
rather in the field of print. 

MA : Why did you choose silk? 
OT : It's oriental. Paper culture kuno, and ii'1 

nice. I painted on canvas and oils wjlen I 
was young, but it didn't satisfy me. 

MA : For a printmaker ·to go back to painting 
and to choose silk, is unwual. Isn't thatsut 
posed to be a more difficult. medium? 

OT: : No, because the silk has to be fixed. Ye,; 
see, there's an intermediate mechanical fl 

chemical process before you get the fw 
product, and the surprises there excite mt 

As with printmaking, you don't get th 
finished product right away, as you would ii 
painting. Even if you have a vague idea d 
how the acid will work, you're not sure thi: 
the acid will work in the way you want it ti 
work, which brings us to my 'crackle.' lt'SI 
technique I learned from Pandy Aviado 
surprisingly, and not from abroad. Pan~ 
had a beautiful print of Saint Pandy, fut! 
which also came Sta. Ofelia, but with hi 
Saint Pandy you don't know what his Sa.iii 
Pandy did, but my Santa Ofelia is San 
Ofelia Virgen Y M.rrtir. Anyway, in tht 
Saint Pandy, he had this body of Christ witl 
a head of roses coming out of a torM>, arf. 
the tomb was all in 'crackle': So I asked hilS 
how he did it. He said, 'Oh that's easy, thal01 

lefrancbourgeouis. It's a lefrancbourgeou' 
varnish'. 

MA : That's a brand! 
OT : Yes, it's a brand. He explained how it woJ 

work. I tried it in Paris, and as I said, thtre1 

the element of surprise again. It dodll 

always come out the way you want it. The 
'crackle' can be large or small depending on 
the dryness or wetness of your varnish .. So 
that's what I like about printmaking, and a 
bit about painting on silk, there's no direct 
result right away. 

MA : So just staying on symbols for a while, mov
ing on from religious symbols and the Pin
ball Machine, could you say something 
about the geometric symbols in your '1'ork? 

OT : We11, it has something to do with classical 
connotations .. The circle is perfect, and cer· 
tain numbers are perfect. While I was doing 
the Apocalypse series, I was very aware of 
the use of numbers in Saint John's text. 
When he says 7. that's perfection. When he 
says 3 1/2, it falls short. But my use of 
numbers and shapes is not really that 
esoteric, it has the usual connotations of 
perfection. 

MA : Why should there be a perfection in works 
which sometimes seem to describe a chaotic 
universe? 

OT : It's not perfection that I'm trying to portray, 
it's as I've said, to show something local and 
specific, or what it is not, to say what it is. 

MA : A very closely allied series of questions to 
your symbols would be that of themes. But it 
does raise a few more questions. There was 
one a,ticle which I was reading about your 
work which on the left-hand side says ''Anist 
of Doom" on the right hand side "Parisian 
Housewife." Do these two go together hand 
in hand? 

OT : I've never liked the nickname of "Artist of 
Doom", as I don't think I predict cataclysm 
or something ... 

MA : But the writings of St. John the Divine were 
writings about doom? 

OT : Yes, but it is what people interpret it as. 
People would be interpreting it as a kind of 
physical cataclysm, when there is also a 
moral cataclysm involved, the materialism 
that is in this world. That's all part of the 
cataclysm. It's not necessarily physical. 

MA : I found the juxtaposition of the two terms -
"Artist of Doom" and "Parisian Housewife" 
both amusing and maybe relevant. Is there 
a relationship between the two? 

OT : I suppose so, because as I've mentioned 
before, art is not life. I don't mix the two. In 
the wo.rkshop, when you do a new plate, 
people usually comment, and they say 
sometfting about it. When I was making the 
Santa Ofelia series, the one with nakasuero, 
nobody would say anything, as if it was a 
subject that you don't talk about. I asked 
them "Why? Does it make you insecure?" It's 
an extrapolation of wha.t wm happen to all 
of us. We1l probably be old, ugly, and 
cancerous, in some hospital ward. I don't 
know, I mean, I don't take it personally. 
Even if l put Santa Ofelia there, I don't 
think of it as me. In fact, that was my way of 
injecting myself, into the theme ·of nostalgia 
mentioned earlier, which I thought was at a 
dead-end. With this, I picked it up, by using 
my self-portrait. Additionally somehow, I 
think I'm trying to make it a more objective 
statement, rather than the subjective 
nostalgia that I have been wallowing in over 
the past years. 

MA : Objective as a historical description of your 
race, or what? 

.OT 

MA 

OT 

MA 

OT 

MA 
OT 

MA 

OT 

I hit on the game, the idea of the game, with my very first big print 
called "'Target," and I searched for an objective correlative that would 
carry things I'd like to say in the context of the game, and I thought 
that the Pinball could be modified to my purposes. 

: Objective as a conjecture on life. Not mine 
necessarily. 

: Looking at your themes, you suddenly 
jumped, or that's how it appears to the 
casual observer, from this type of theme to 
that of old houses,, and it appears to have 
surprised a lot of people. 

: The houses were the first thing I picked up 
when I started to print again after all the 
babies. 

: I understand that the old houses used a 
technique called colour viscosity which had 
not been previously utilized in the Philip
pines. 

: Oh yes, it's a technique which was perfected 
by an Englishman working and living in 
Par.is. He's still alive, Stanley, wµliam 
Hater. No_w, what's very .good about this 
technique of his is that it's colour printing 
wherein you don't need several plates to 
come out with the full colour print. So there 
are no problems of register. In Paris, if you 
see people who come out of his workshop 
they make the same abstract kind of thing 
that Hater does. But what people failed to 
realize was that this same technique was just 
as good for figurative artists as for abstract 
artists. So I think it's an excellent technique, 
because it widens the printmaker's visual 
vocabulary. 

: · Are you continuing to use it now? 
: Oh yesl rve given up engraving, because It's 

too tedious. 
: Engraving would be the seventeen-step pro

cess? 
: Engraving is the physical gouging out of 

lines on a copper plate with an instrument 
called the burin. So every line, every single 
line you see there has been painstakingly 
gouged out, whereas viscosity uses the acid 
to create the lines, the textures and so on. 
My engravings in the CCP Show are the oi:ies 
in black and white. My w;orks in_ Paris in 
black and white are generally engravings. 

MA : Are the Pliilippine printmakeFs now using 
that technique? 

OT : No, it requires a lot of time, and as I unders
tand from talks with fellow printmakers 
he_re, they have a hard time getting good 
materials. Zinc plate is to be found only at 
an astronomical price, and good paper js 
unavailable. And I think these are the basic 
materials of printmaking. So I suppose 
printmaking, too, in the Philippines has 
been hit by some kind of a crisis. 

MA : Do you see a change of direction in Philip
pine printmaking towards the use of local 
materials? Is that feasible? 

OT : Yes, I have seen Boy Rodriguez doing it. 
And he's been doing it quite successfully. 
The logic of Boy was this, "since I can't find 
rag paper, why don't I go directly to rag." 
So he prints on cloth, and since he can't find 
inks and colours, he uses dyes, vegetables 
dyes which he fabricates or somehow 
manages to get hold of here. He integrates it 
with his stick thing, and I think that it's 
quite successful. although I don't know how 
many will follow his footsteps. Because he 
was faced with a lack of materials, he didn't 
let that stop him, meaning he didn't stop 
printmaking. He continued, but made do 
with with what he had on hand, and I think 
that's very ingenious of Boy. They say cop
per is available here but I don't know how 
many artists are willing to work on copper, 
because they have the idea that copper is 
very expensive than the zinc plates that they 
can get. That's what they said. Although the 
acid used now is different. And the print
makers also complain of how difficult it is to 
obtain nitric acid , because you have to get 
clearance from the PC. 

MA : It's used for making dynamite! 
OT : Yes. 

(To be continued) 

Self Images I. 1980 Etching. 



Without Stifling A Bard 
by Maurice Arcadio II 

AT THE CHROMATEXT OPENING -
THE MUSE STRIKES MAURICE! 

I wandered lonely as a cloud 
From Blumentritt to Arellano Street, 
To gaze upon the gallery's dusky crowd, 
Not a Duke or Count or Earl in sight. 
I, Maurice, was born too late 
A cruel twist, a fifty year mistake 
Left helpless in this grim pool of poor taste, 
Of nouveous and parvenus not Kings, 
Of government officials on the make, 
Of airline managers and hotel chefs, 
Of a world of ageing socialites 
Gleaned from the murky world 

of shady business deals . . . 

Let us go then, you and I 
When the evening is spread out against the sky 
Like a patient etherised upon a table; 
Let us go through certain half-deserted streets, 
To see the Arts, enjoy the feast 
At the groaning buffet table. 

Let us go then, you and I 
Like starved pigs loosed from their ~ty 
To suffer each host's banal discourse 
While waiting for the principal dish 
A steak with a rubbery feel of horse 

Poetry! Oh poesy! Alive and well 
Down that little hill from Santolan, 
Across the lawn, beyond the pond, 
There to grab the sandwiches 
To swip. the beer, 
To carch the Muse, 
There to discover the lubricity 
The dapple-dawn -drawn sex of it 
I saw them all 
Agnes-you-know 
Shamaine-~hat-not 
Betty Mae-you've heard? 
Jenny, in her little gloves! 
Ah! If .this be Art 
Praise all the Gods! 

Pinaglabanan detainee: Joey Macalino in performance 

Guests of Honor Bro. Andrew Gonzales (largely hidden), Nick J oaquin, 
Lucrecia Kasilag and Odette Alcantara escorted by poets Adams and 
Bautista and Ribbon Man 

Peque Gallaga (in white bib) discusses his dinner with his nanny while Leo 
Martinez dreams of the far-off days of Salieri's Dutch Apple Dessert 

Pinaglabanan legal coonsel A tty. Pepito Bosch conducts the 
llf:-Ne-ends of his brain in C Minor 

Les Parapluies Du Ch~rbourg· left to right, 
Nancy Kwan, Catherine Deneuve and Simon 
de Beauvoir 

I 

anila International foetry Festival Directress Virgie Morenl, 
ling some of de Ungria's poetic ideas 

Pyromaniac Fernando Modesto on the loose as unsuspecting King Kasilag 
attempts to decipher Salanga's chicken scrawl 
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Let me start on a tangent by recallin~ 
something Alfredo Salanga said about Ray 
Albano during the memorial services for the 
late museum director, who was a poet as a 
young man. Salanga said that through Albano's 
later adventurings in the visual arts, Albano 
"remained a poet at heart". I know this to be 
true -- one of the few true things I've heard 
said of Albano - and true, too, by way of 
a generalization. about all artists who have 
managed to say something significant in their 
art-making. 

Poetry - if by the word we mean the 
achievement of signifying worlds of intel
ligences with a sustematic economy of signs 
-- persists in being the absolute condition 
to which all art aspires. Now, this may not 
be· as cliched an assertion as ·it sounds. If we 
follow the strict lfnear progression of Western 
visual art (which by the way is a linearity now 
understood to be a myth), we'll end up with 
the Post-Modernist position that language 
and art are cross-referential, and indeed 
similar, communication systems. Quoting a 
rather obscure American author, Jack Burn
ham : "The rules of art are mirrored in the 
surface structure and the deep structure of 
language." ' 

To be sure, this position is not exactly 
popular. (Roberto Chabet recently pronounced: 
"Literature pollutes artl ") Still, it intrigues 
me to find that while yielding to the sedoctions 
of contemporary philosophy, it is possible 
to confess to an old-fashioned and sentimental 
taste for poetic content - or poetic sense -
in art. 

I never really had a chance to think out 
this matter of art vis a vis language until 
Chromatext at Pinaglabanan Galleries, an 
exhibit of poetry - and text -- as visual material. 
The exhibit offered words as images, and 
images as, in this wise, "words". Speech be
come design, utterance transmutated into 
substance: the show proposed as context 
a certain physicality of language, and hence 
insisted on what a commentator on Barthes 
called "an erotics of reading". 

Alfred Yuson's "Family Album',' certain
ly made the point. A book to be touched 
to • be opened, with fingertips necessarily 
contacting the sensuous grittiness of the hand
made paper, the gloss of the photographs, 
the matte of the hand writing -- as well as 
the intirl'lacy of the disclosures - why , this 
is sexl The text is no longer defined ex
clusively, clinically by grammar, semiotics, 
logic, Webster, or even the representational 
imperatives of communication because it is 
presented as a body, an object of desire. Yuson 
should have performed ' 'The way to take a 
woman is from her southern tip ... " 

Gemino Abad spoke of a disenchantment 
with words. "I had given up on words / to 
speak / These bu-t objects of daily use / Too 
soon used up / So that other weapons, more 
deadly still / Had still to be invented." He 
found a visual object and a solution. "In that 

. silence, / I fell in love with maps, / For those 
exacted the reality / Our words had lost .. . " 

*from Roland Barthes, "The Pleasure of the Text" 

This from a poet - the movement from text 
to object issuing from a longing for some 
manner of consummate reality -- intimates, 
not death of language, but rather its enlarge
ment. or amplification (a swelling! ) into 
matter. It seems like a natural enough and 
necessary transfiguration. 

Which brings us · back to the relationship 
betWeen language and art. And really, the 
exhibit does occasion the question: _how 
much of art sprung from language? 

First, illustration h~s always proceeded 
from text: Cirilo Bautista's "Huling Encuen
tro", a poem with the solar plexus impact 
of caricature ("Tsa, tsa, putris, huwag kang 
gagalaw / nang masama at todas ka ... ") was 
accompanied by komiks imagery, quite 
apropos. Image and text collaborate in "as
saulting" the reader. The many poems of 
Abad on the left-hand wall as one eriters 
the first gallery, and the sensibility involved 
in Felix Fojas' pieces, deri'-'.ed from the il
lustrative instinct. Eric Gamalinda's use of 
photographic material ("R.ubenstein at 20") 
and poster art devices ("Barin.M'self'') connects 
this instinct with the image / text structure 
of modern advertising. 

The works collude in memorializing il
lustration, which should be remembered 
as an august tradition. (The highest price 
ever paid for a work of art at auction, so far, 
w~ for a Medieval "illuminated" text.) There 
is a special collectors' genre - the livres des 
trtlstes. which includes holographs, artist/ 
wri~er collaborations or artwork keyed to 
text- collectively contituting a source of some 
of the world's most esoteric pleasures. Then, 
too, today's "visual aid" imperatives of mass 
media was mutated from the decorated word. 
The over-all Medival/Pop ambience of 
Chromatext derived from these, and perhaps 
other, categories of illustration, which, like 
all other sources of the Filipino's aesthetic 
experience, floated around in the subconscious 
and in our environment in the form of Hispanic 
catechisms, komiks, the print · media, jeepney 
decal(. and indeed in coffee tablEf books. 

Second, there is the deep affiliation of 
literature with painting (and sculpture and 
music, not to mention architecture, but these 
are not part of the discourse of Chromatext). 
This relationship might conceivably be viewed 
IS the logical extreme of illustration, where 
the words or phrases no longer make a 
Physical appearance: the painting itself becomes 
~ creature of literature.- One need meditate 
.0nly" on the entire body of Western art 

since the Renaissance, Biblical, Cartesian, 
Enlightenment, Romantic, Expressionist, et. 
~ Paintings, many of which referred to specific 

0~s or poems. But let's not get into that. 
Sutt1ce it to say that this trajectory landed 
~'.in the idea of Idea as the core of art: the 
ainted Word • 

Ricardo de Ungria's "Modern Margins", 
:~re the words ("Every whore / indents 

ire / and carves / your deepest armor ... ") 

were configured upon a painterly structure 
of lines, managed to make an organic whole 
of image and text. The graffiti scrawled on a 
drawn wall and the graffiti text of Abad's 
"Graffiti" are similarly inseparable. More 
radically, Bautista's beautifully painted "SO/ 
WHAT" belongs to a major school ofcontempo
rary American art (reminds me of Ed Ruscha). 
and constitutes one of those moments when 
the word "poetry" refers, not to the origihal 
text which was subsequently illustrated, but 
to the synthesis of idea/word with idea/painting. 
This is a rare achievement in Philippine art. 

There is a variant of this obsessive interest 
in the super-eminence of Idea, which has given 
us such works as the Syjucos' "There are / 
crimes / of passion I yet unknown / to us" , 
and the Adams' dark environmental "museum". 
In these cases, axplaining the· works is less 
important than situating then . within the 
context of a whole contemporary art tradi
tion. Specifically, the referrents are Structural
ist and Post-Structuralist literature, which 
explains that the only "explanation" possible 
lies in art history, in a system of ideas there
fore. The works are undecipherable outside 
the discourse: again, a curious synthesis of 
text/image, which in Chromatext constitutes 
th~ third types of relationship between language 
and art. 

Fourth , there is Alfrredo Salanga. Totally 
nonpainterly, his holographs Insist on the 
word itself as graphic image, undecorated and 
unrelated to anything but its own idiosyncra
cies. I hesitate to even say this is calligrapny, 
because calligraphy is self-conscious about 
the tradition-bound form of the words. "Death 
Ride" is instructive. A rectangular obit is 
presented together with the text it "generated" 
: "Death is no rectangle .. : ·· Idea, form, words 
are not only inseparable, they are one and 
the same thingsl The only possible reaction 
isl Voilal There are no internal cross-referen
ces, no time lapse between form and content. 
This i_s of course the way it is with all texts, 
but particularly with hand-written ones, there 
is an object-ness about the ideas that has 
the decided characteristics of visual art. 

Taking off from this thought, ~et's refer 
to Barthes. "There is supposed to be a m"ystique 
of the Text. On the contrary, the whole effort 
consists in materializing the pleasure of the 
text, in making the text an object of p.._,,. 
like the others. That is: either relate the text 
to the, "pleasures of life" (a dish, a garden, 
an encounter, a voice, a moment, ~tc.) and to 
it join the personal catalogue of our sensuali
ties, or force the text to breach the b1iss, that 
immense subjective loss, thereby identifying 
this text with the purest momentsofperversion, 
with its clandestine sites. The important thtno 
is to equalize the field of pleasure, to abali.sh 
the false opposition of practical life and 
contemplative life. The pleasure of the text 
is just that: claim· says, through the praticulari
ty of its name, is the ubiquity of pleasure, 
the atopia of bliss." Poetry I 

- Marian Pastor Roces 
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Because, also and principally so, the 
bimonthly's office is in the historical 
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Province and now of Metro Manila. 

~nd lastly, because, as they say, 
artJSts are the antennae of the race, ehem, 
and as such they are very much like the 
celebrated Baptist, the forerunner - they 
who offer their heads on a platter each 
time they make art. 
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ALBOR AT LA TASCA 

Once in a while in a painter's career, he 
would feel the urge j:lnd the need for a change 
in pace, for trying something different. Augusto 
Albor has recently felt such urgings from his 
psyche and obliged with a number of small and 
medium-sized acrylics on canvas. 

Albor has painted remembered landscapes 
from the Bicol countryside dominated by 
the ubiquitous Mayon volcano. However, the 
paintings are not the usual placid, stable, 
statically-composed landscapes but, drama
tizing the dynamism of a land in upheaval, 
are landscapes in the process of forming by 
themselves or being changed by man. 

Violence lurks across the land, for instance 
apotheosized in the natural phenomenon for an 
earthquake. In "Linog" (1985), rocks pried 
loose by heaving earth carom across the land 
under a calm azure sky. The clouds are de
lineated with the same shape, chromatic 
shades and textural touches as the loose rolling 
rocks. Nebulous clouds and dense rocks inter
mingle, exchanging indistinguishable identities. 
Rocks attain the speed of clouds; clouds 
acquire the massiveness of rocks. In the same 
way, good and ev~, right and wrong, weak and 

• strong, tyranny and benevolence - all these 
.clash in the lqrger landscape of ideas and 
ideologies, sometimes as irreconcilable 
extremes, oftentimes separated by mere grey 
areas. 

The ambiguous delineation in the rock-and
cloud images echoes the contrast between 
darkness and light denoted by the title, 
"Kadikluman, Kaliwanagan" (1985), also con
noting the clash of ideologies, democracy 
versus communism, which has made Bicol a 
political battleground. A gleaming scimitar
shaped cloud threatens the tranquil Mayon 
foothills, ringed by a wide .highway and a 
sparkling river. Bright sunlight from azure skies 
limn a vulnerable pathetic paradise, encroached 
upon by alien ideology. 

Violence also l'Ules the skies, as shown in 
"Kaliwanagan" (1985). Above a placid view 
of the sea, the clashing, wrestling, colliding 
grey brushstrokes in the sky-area describe a 
roiling cauldron of clouds. The scene below is 
built up of layer upon layer of horizontal zones, 
namely, a rocky stretch in the foreground, then 
brown plain touched by incandescent orange 
sunli.9ht, and beyond, ocean water in limpid 
aqua topped by an ultramarine horizon. 

The motif of clashing clouds is reiterated in 
"Katrangkiluhan" (1985). Three optically 
dense cloud masses (grey, white, and bluish 
with whispers of ochre) collide above a rocky 
promontory. In the far distance, Mayon stands 
isolated, enshrouded with the tranquility stated 
in the title. 

Even when hov~ring above the lush tropical 
Bicol landscape, the painted clouds carry an 
unexplained menace. The sun-drenched 
tropical cove in "Pasain #2" (1985) seems to 
be the target of an aerial invasion by a convoy 
9f clouds; the arrangement and the spacing of 
the clouds bear a militaristic st~mp. By depic
ting the land as a dark abstract mass in wash 
nuances in "Sa lrarum Sa Luwas" (1985), 
Albor concretizes his intention in rendering 
clouds with the solidity of armorplating. 

Augusto Albor was born and reared in the 
Bicol region, now a hotbed of insurgency and 
mailed-fist repression, to which the pejorative, 
the killing field, is not applied by a·morbid mind 
but by one declaiming a reality that is just a 
gunburst away. His Bicolano heart bleeds for 
his homeland, for his brother Bicolanos. For 
how does the viewer explain the blood-red 
streaks upon the boulders in the lower right cor
ner of "Katrangkiluhan #2" (1985)? These 
gory symbols, disturbing counterpoints upon a 
tranquil rocky landscape of Mayon foothills, 
could only come fro Albor's heart, meta
phorically speaking, because there is no other 
visible source, unlike in "Pasiring sa Puro #2" 
(1985), which attributes the blood-red field of 
the right foreground to the reflection of a 
blazing red sunset. 

Albor s·ees Bicol as a wounded land, its 
blood spewed out not in trickles but with the 
explosive violence of a volcanic eruption. 
Personifyi,g Mayon as the heart of Bicol, Albor 
paints Mayon's eruption as Bicol's heart 
bleeding. "Exclamation Point #2" (1985) 
reports with a large measure of graphic details 
the blood-red lava bursting from Mayon's con
ical crater. However, the painting does not stop 
at the level of a journalistic account of a har
rowing geological occurence: it reveals the 
vengeful wrath that the goddess Mayon could 
unleash from all her pent-up anger against- the 
depredations and havoc wrought by man 
against countryman in l:ler Bicol domain. 

In "Exclamation Point #1" (1985), the 
wrath goddess Mayoo, her mouth frothing with 
lava, appears to hurl towards the viewer two 
projectiles which seem to be suspended in the 
lucid air. Still eschewing the rock-cloud am
biguity, these projectiles with glowing red top
sides, as mystifying as extra-terrestlal space
craft, self-soften the impact of their ominous 
advance. 

Halangkaw. 1985 Acrylic on canvas 

Albor gives new shape, new meaning to tt. 
rock-cloud symbol in "Halangkaw" (19851 
now looking like a huge tear high above tl'f 
green and blue fields suggesting farms anc 
fishponds. In the distance, towering Mayon s 
seen as merely emitting smoke, not rocks, dur
ing her benign mood; after venting her wrat~ 
the goddess Mayon could only shed one olym 
pian tear. This tear-shaped rock-cloud enigm1 
takes the center in "Pagsulnop # 2" ( 1 985, 1 

brooding scene of Mayon during a blood, 
sunset. 

Albor at once professes profound -na 
tionalism and voices alarm, nay, dire warnings 
in "Pagsulnop #1" (1985). In this small anc 
seemingly simple sunset scene of Mayon, th! 
painter arranges the picture elements of darl 
blue land, fiery red skies and the nearh 
triangular end of the tear-shaped rock-clolJ( 
into a fascinating facsimile of the Philippilll 
flag. A yellow-orange flower and three small~ 
ones arranged as an enclosing triangle appe, 
in front of the rock-cloud fragment, completi~ 
an ingenious image of the flag unfurled. Unf()'· 
tunately, the red field takes the upper position 
taken only during times of war. This percep
tion, perhaps merely forced by the real relation 
ship of land and sky, is shared by ·many othe' 
Bicolanos, indeed by other Filipinos in general 

From his usual and widely recognized styk 
as an abstract expressionist, Augusto AlbO" 
has switched to figurative expressiooist idiol11 
producing these lyrical, cathartic and elegiac 
landscapes. It is a tour-de-force that is s~ 
welcome to his viewer and perhaps beneficii 
to his soul. 

For Albor is a sensitive artist and a pet 
captive Filipino. And he lives in trying tune!-

- Buddy Fanegl 

LOOKING AT LIONGOREN 
ANEW . 

Landscapes - almost desolate because sky 
and horizon filled more than half of each of 
these canvases - were-what made up most of 
Alfredo Uongoren's latest one-man show at the 
Finale Art File (the 3rd to the 1 7th September). 
To those who'd been to his last exhibition, in 
1980, at Rustan's Galerie Bleue, they looked 
all too familiar: sandbars, sand dunes, river
banks, seashores occasionally dotted by fisher7 
men's huts and outriggers in the foreground. 
And sky, lots of sky, their blues and whites and 
streaks of sunlight gold arresting the eye, com-' 
mending attention with the impact of its sud
den quietude, the one single emotion that's 
almost always drawn. Indeed, a breathtaking 
quiet that's almost mystical. 

The five years since the first such land
scapes were shown, though, have resulted in a 
subtle difference this time around. The lines 
are a little less than sharp and more clearly 
impressionistic. With the rounding off of these 
lines, with their blunting if you will, the colors 
have taken over and one gets a better sense of 
the painter's impressions of these places that 
he, now literally, haunts. There is a more 
visible, even more tangible, penetration of con
ciousness. So much that these are lio longer 
simply visual, nor even superficially emotional 
impressions but spiritual -ones - dimensions' of 
places truly visited and recorded from within. 

But so subtle many may have missed that 
literal seachange and so gone home imagining 
that Liongoren may have simply been repeating 
himself. Reviewing the titles, often simply 
made up of denotations, of the ·actual names of 
actual sites, couldn't have helped any. The 
same names crop up: Lingayen, San Fabian, 
Bolinao and Sual in Pangasinan (not, this time, 
from LiQngoren's native Davao). Though at 
least one series was new: ten pieces from 
Bucey in Abra, even more desolate than the 
Pangasinan seashores, of sand bars and sand 
dunes and sandy riverbanks occasionally top
ped by green shrubs and no more, giving fuller 
reign to the sky. 

I searched Liongoren out the week after his 
show ended and managed to sketch out these 
notes: Bucay was where he and his family had 
taken to spending the cuaresma, the traditional 
Holy Week season and after. It's his father-in
law' s hometown and it's in the hinterlands of 
Albay ,)Nhere a rather large river that flows 
steadily for most of the year dries up from 
February to mid-May. "It stretches about a mile 
from bank. to bank," says Liongoren, and with 
its drying up the sand dunes emerge, never the 
same from year to year, their patterns and con
tours set by the river when gorged, each year 
different from the other, like an unending epic. 
The essence of. that impermanent permanence 
is what LiongOren has captured. As he has 
similarly captured the essence of the seaside 
towns, first of 1hose fronting the Davao Gulf 
and then of those fronting the China Sea from 
the coast of Pangasinan. 

Now that's nothing to scoff at for what 
Liongoren has done, has achieved, is to make 
the essential visible to the eyes. 

Alfrredo Navarro Salanga 

Lamp Series. 1985 

Fisherman's Hut, Bolinao, Pungasinan. 
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AYALA MUSEUM -
GALLERY III 
Makati A venue, Maka ti 

(19 Sept. - 29 Sept.) 
Mak Yee-Sun--=- STUDIO POTTERY 

(1 Oct. - 13 Oct.) 
Group Exhibit of a Collection of 24 Landscape 

Paintings by 12 Selected Artists 

(15 Oct. - 3 Nov.) 
Painting Exhibit by Betsy Brias 

(7 Nov. - 24 Nov.) 
Photography by Wig Tysman 

(5 Dec. - 29 Dec.) 
Virginia Ty-Navarro - MIXED MEDIA 

CCP - MAIN GALLERY 
Roxas Blvd., Manila 

(27 Sept. - 3 Nov.) 
10th CCP Annual Exhibit - JEEPNEY 

(15 Nov. - 15 Dec.) 
ALBANO MEMORIAL 

(21 Dec. - 13 Jan.) 
Philippine Art Educators Association 
- PAINTINGS OF CHILDREN 

CCP- SMALL GALLERY 
(27 Sept. - 20 Oct.) 
Chabet, Ilarde, Antonio, R. Lee 

& Tan - OBJECT, NON-OBJECT 

(23 Oct. - 2 Nov.) 
David Aquino, New York-based Artist 

(15 Nov. - 15 Dec.) 
ALBANO MEMORIAL 

CCP-5th GALLERY 
(26 Oct. - 26 Nov.) 
10th Anniversary Exhibit of THE ART 

ASSOCIATION OF BACOLOD 

FINALE ART FILE 
Sunvar Plaza, Pasay Rd. 
Makati, Metro-Manila 

(8 Oct. - 23 Oct.) 
Romulo Olazo - MONO PRINTS 

(25 Oct. - 11 Nov.) 
Ang Kiukok - ONE MAN SHOW 

(15 Nov. - 30 Nov.) 
2nd ANNIVERSARY SHOW 
Cesar Legazpi - ONE MAN SHOW 

(8 Dec. - 14 Dec.) 
Ephrain Samson 

(17 Dec. - 31 Dec.) 
Prof. Chen Bing-Sun- HORSES

CHINESE PAINTINGS 

GALERIE BLEUE 
5th Floor., Rustan's Makati 
Ayala Ave., Makati 

(25 Sept. - 6 Oct.) 
Lakansini of Bulacan
HOMAGE TO BULACAN 

(7 Oct.- 20 Oct.) 
Pedro Amorsolo - LAKBAYAN 

(21 Oct. - 3 Nov.) 
Rodolfo Ragodon - OLD MANILA 

I 

(6 Nov. - 19 Nov.) 
Slim Torres & Group -

DOS POR DOS 

(20 Nov. - 3 Dec.) 
.Philip Victor - ONE-MAN SHOW 

HIRAYA ART GALLERY 
530 UN Ave. 
Ermita,Manila 

Main Gallery 
(8 Oct.- 30 Oct.) 
Jon Petty John - STUDIO PO'M'ERY 

(6 Nov. - 30 Nov.) 
Robert Soleo - FIRST ONE MAN 

EXHIBITION 

(3 Dec. - 31 Dec.) 
Imelda Cajipe-Andaya -

PAINTINGS: THIRD ONE MAN 
EXHIBITION 

Mezzanine 
EXHIBITION BY THREE 
ILLUSTRATORS IN SERIES 
(19 Sept. - 18 Nov.) 

(19 Sept. - 7 Oct.) 
Jose Tence Ruiz 

(10 Oct. - 28 Oct.) 
Dante Perez 

(31 Oct. - 18 Nov.) 
Roque LrCJ 

(21 Nov. - 9 Dec.) 
Lao Lian-Ben-WATERCOLOR 

LIONGOREN ART GALLERY 
111 New York St., Cubao · 

~December 1985) 
ANNIVERSARY EXHIBIT 

LUZ GALLERY 
448 E. De Los Santos Ave. 
Makati 

(6 Oct. - 31 Oct.) 
Pacita Abad 

(5 Nov. - 30 Nov.) 
Liborio Gatbunton -

CARICATURES 

(DECEMBER 1985) 
ANNUAL GROUP SHOW 

MUSEUM OF PHIL. ART 
Roxas Blvd., cor. TM Kalaw 
Manila 

(8 Oct. - 15 Oct.) 
DEMONSTRATION OF TRAFTE 
VENUE: National Museum or MOPA 

(8 Oct. - 8 Nov.) . 
Mars Galang - RECENT WORKS, 
PAINTINGS & DRAWINGS . 

(15 Nov. - 15 Jan.) 
Lao Lian-Ben - RECENT PAINTINGS 
lmpi Pilapil - RECENT PRINTS 

SINING KAMALIG 
2160 Taft Ave., Pasay 

(7 Oct. - 6 Nov.) 
PWU SHOW - COLLECTION OF 

PAINTINGS 

(7 Nov. - 27 Nov.) 
Joyce Peila - LIFE IS LOVE 

(29 Nov. - 16 Dec.). 
Cornelio Lagda 

(18 Dec. - 10 Jan.) 
Norma Belleza 

GtNESIS ART GALLERY 
Banco De Oro Bldg. 
Shaw Blvd., Mandaluyong 

(27 Sept. - 23 Oct.) 
FUTURE'S PART 
Glen Bautista 

(25 Oct. - 16 Nov.) 
Prints of French Popular A-,.t 
sponsored by th~ French Embassy 

(22 Nov. - 11 Dec.) 
Angel· Cacnio 
Watercolor Works 

PINAGLABANAN GALLERIES 
152-154 J. Arellano St. 

·san Juan 

(29 Oct. - 26 Nov.) 
KALAHATING DEKADA 
Recent paintings by Jose Tence Ruiz 

{12 Dec. - 19 Jan.) 
MEDALLA 
The Signs and Wonders of David and Kai 
An exhibit of collaborated works by London· 
based artist David Medalla and German artist 
Kai Heigeilman 

PINAGLABANAN GALLERIES 
AT LA TASCA GRILLE ROOM 
Greenbelt, Makati 
(30 Sept. - 30 Dec.) 
.Group Exhibit of Various Artists 

December 1985 
(Special Combined Morning & Afternoon Editions) 
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