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PEQUE GALLAGA ON 
PORNOGRAPHY: 

A COLLOQUY 

A top-level discussion with Peque 
~allaga on pornography, sex and 
violence, censorship, Scorpio Nights, 
and bicycle wheels. 

. Cont!oversial film director Peque Ga//-•. 
figured m a colloquy with San Juan ,.,, --w 
herein . by Agn111 Arel/11no. MichHI ~ 
Madeleme Gallaga and Krip Yuaon The .:-.."\ 
represent questionable return, ,,a,;, ,,,11:'91!tlti 
of blatant scatology. Fill . in th,,' bltl';.fltti. 
they say. 1{1, It 

MA: Now, Mr. G~llaga, given tha 
pornography is good, do you think l 

should still.allow films to be made 'fii: 
a non-pornographic content, or do YOQ 
feel that they should be censored 
banned? ~ 

PG: I can't even answer that questi 
because your definition of Po on, 

h . . l'IIO, 
grap Y 1s already wrong. You are 
talking of pornography as if 't 
were a generic term for a di~ 
Pornography was invented in v· 
torian England. Things' like bicyC: 
were regarded as really pornographic. 
It's more like a style than anythin 
el~e. Everybody thinks pornogr'apb: 
e~1sted all the way back to Ancient 
History, but it only started then. So 
that makes Modesto's work here 
por~ogr~phic, because it has that 
blu1sh-s1lk quality and stilleto ... 

AA: That's not what we call pornpgraphic. 
MA: Looks dull to me. 
PG: Yes, but Polly C~yetano Said that 

pornography is a .. : . 
MA: Personally, I think she. sould be ••••• 
KY: I say***** .her. 
MG: I think she should be••·••••••• 
MA: Peque, if you saw bet, you ~ht 

change your mind. 
AA: Why, is she pretty? ; 
PG: No, you can't •••~ her because she 

takes so much care of her face. You 
can't ***** a person like that . . 

MA: You mean the •••••• wouldn't get 
through? · . · . · 

PG: That's one. Another thing is that you 
f~el you would be wasting so much 
time on something to which so much 
care has been given. 

MA: ***** are very expensive. 
PG: That's true, b~t they are still m11ss 

produced. Did you hear what Polly 
Cayetano said about Pornography and 
Art? 

"MA: 
PG: 

MA: 

PG: 

MA: 

What did she say? 
On the air, you know. Art is anything 
rou find.in the museums. Pornography 
1s anything you pay to enjoy. (Roars of 
laughter) The bicycles, that's porno
graphic. 
Every time I file a legal suit, I have·to 
pay the court fees. Se I suppose law is 
pornographic. Quite logical. I do get a 
s.o:t. of devious pleasure out of being 
litigious. Let's go back to the Vic
toria!} thing. We all agree that •••••• 
around is excellent but . what's so 
Victorian about it? 
Nothing. (Bell rings) It's ;ust ·a · 
historical date. 
So t~e Victorian concept was, do 
anything you like · but don't get 
caught. · 

Yah, right. 
Is it this spirit that's brought up? I 
got that impression when you said 
that you're looking at pornography 
more as an art form that was born 
during the Victorian times. Do I get 
that right? Something like Dadaism 
coming in during the 1920s. And 
everything else around that time was 
under pornography."Like the bicycle is 
another step. 
Yah, like ferris wheels ... 
Where do the bicycles fitjn? I've never 
seen rotating breasts. 
No. There are other more ridiculous 
things that are pornographic, but 
they're considered pornographic any
way . . I was just kidding about 
bicycies ... 
I do think that we all agree that por
nography is good. 

pG: It's necessary for, ah ... 
)IA: Well it's fun, you know. 
KY: Well, there's a backtracking I heard 

about recently. In Sweden. An item 
about how they now accepted the fact 
that too much pornography can be a 
bit too much. (Mild booing). It seems 
that's because the films are now get
ting more and more into violence. It's 
sex and violence. 

MA: So now they've got the balance, the 
sex and violence balanced out, sen-
sibly balanced out. 

KY: It seems that the Swedes are not yet 
very balanced about it. 

MA: 

AA: 
MA: 

Well, one of my nieces used to think 
that it was wonderful to see thos~ 
films where the heads of dogs are cut 
off in the middle of the scene. She 
found them enormously entertaining, 
but I felt that was a bit dangerous, 
beqmse she didn't like the sexually 
pornographic scenes. Don't you think 
that's rather unhealthy? 
I think it's very unhealthy. 
Or do you think all dogs should be 
chopped up? (General agreement) 

PG: Do you know it's the only way people 
get scared nowadays? Nobody gets 
scared· by innuendo.\Wha t' s happening 
is that you don't get any more curtain 
sequences from Psycho, because it's 
just good editing. Now everything is 
Friday the 13th. It's not who does it, or 
how they do it, but what weapon they 
use. It's high tech, and part of it is the 
effect too. How did they do that? They 
did that really well! They cheated that 
very well! And all of that's porno
graphic really, but it's the only way 

MA: 

AA: 

PG: 
AA: 
PG: 

they get turned on. 
It's becoming a sort of technical 
exercise. 
Wait! Pornographic has to do with 
sex? 
And violence. 
But sex mixed with violence, or just... 
Sometimes it's pure sex. Sometimes 
it's 'pure violence. The really good ones 
are sex and violence. 

AA: 

PG: 

MA: 
AA: 

MA: 
AA: 

KY: 
MA: 

AA: 
MA: 
AA: 
MA: 

AA: 
PG: 

MA: 

KY: 
MA: 

PG: 

AA: 
PG: 

MA: 

AA: 
PG: 

Sex an_d violence -- there's too little of it being shown 
on the screen, because people are so scared. So it's unreality 
that you're presenting. So, very good if you can show a lot. 

Pornographic in Victorian English 
would be sex? 
I was just kidding about Victorian, 
because 'Victorian' always looks so 
kinky. It's a visual thing. 
It is very kinky. 
I remember this joke about the Rolls 
Royce. There's a man inside, and 
there's a beggar outside, and the beg
gar hated the ... 
Bugger or beggar?. 
Beggar! And somebody said, from 
inside the Rolls Royce, "'Neither a 
borrower nor a lender be', 
Shakespeare." Next time he goes 
back, the same beggar is there, and he 
knocks again, and down comes the 
window, and the beggar says" 'Cunt', 
D. H. Lawrence" (laughter). 
Now, that's a triumph of pornography. 
I think it's one of the high points of 
pornography, really. Well, the great 
St. John Cleese has said, (Why are you 
laughing?) ... 
I thought you were. 
I mean J.C. You know! 
Is pornography blasphemy? 
Only if you take the name of John 
Cleese in vain. 
Teka muna! Halo-halo na, eh. 
Why? Do you want to keep it very 
very straight? 
St. John said, in one of his most 
famous quotes, "Take murder. Make it 
illegal and it acquires a mystique." 
How do you feel about this? 
How does that go again? 
"Take murder. Make it illegal, and it 
acquires a mystique'.' I mean, obvious
ly, make it illegal and people flock 
to it. It makes it excessively attrac
tive. Make it legal, nobody will bother 
with it. It becomes dull, mundane ... 
No, but again, when he says it, he's so 
clever. He's really very clever, but he's 
still talking about really violent 
things. I mean, his subject matter is 
sex and violence itself. (Bell rings) 
Everybody's talking about . sex and 
ways of killing or punishing or self· 
defending. 
With sex? Is it always with sex? 
No! You keep going back to kisskiss 
and bangbang. 
Kiss, Kiss. Bang, Bang. A good title 
for the interview, 'Kiss, Kiss. Bang, 
Bang.' 
Pag action film? Hindi pornographic? 
But in Sweden and places like that, 
they ban violence completely and 
allow sex, and now the Philippine 
censors are getting really very heavy 

on violence. 
MA: How do you feel about that? Do you 

feel that's sensible? 
PG: No. That's the problem with porno-

. graphy, and again we haven't even 
discussed it. Sex and violence -
there's too little of it being shown on 
the screen, (or in books,) because 
people are so scared. So it's unreality 
that you're presenting. So, very good 
if you can show a lot. Mario O'Hara is 
doing so much. 

AA: Are you doing 'cinema verite' of some 
sort? 

PG: Me? No! No! 
AA: With Scorpio Nights? 
PG: Everyone keeps asking me if I'm doing 

it on purpose. I'm not. But it's really 
what people are concerned with. I 
don't know if it's unoriginal or what 
but ... 

MA: Scorpio Nights struck me personally, 
as with many films with a large erotic 
content I saw when I was a child, as 
delightfully harmless on the erotic 
level but quite strong in terms of 
characterization of Filipinos, because 
I've seen these characters before, and 
they appear to me as, (but of course 
nobody is exactly the same,) certain 
norms which I have encountered in 
your society. But pornographically .... 
if you wanted to see a pornographic 
film in England or Germany or New 
York, you wouldn't go to see Scorpio 
Nights. 

PG: No. 
MA: In fact you might fall asleep if that 

was your purpose. But the characteri
zation is amazing. Although the 
basketball scene was a bit odd ... 

PG: Actually you get two kinds of re
actions from that. One is people who 
are saying, 'where did you think of all 
of that', etcetera. as if they've never 
done that in their lives. For example ... 

AA: Maybe they haven't? 
PG: No, precisely. That's why they're very 

angry. They even give examples. 
'Come on! If he came once already, he 
wouldn't go up there and jack off 
again. It's impossible to think that, 
and you don't think that some people 
jack off from the idea of having had a 
fantastic round of sex about three 
hours ago, you know!' 

MA: Some of us have more energy than 
others. 

PG: Also! Yah. Which is Dante, si Daniel 
Fernando, is really, it looks like he can 
carry it off. So that's why he's so suc
cessful. 

3 



4 

I don't say that all films should be totally pornographic._ 
I think two-thirds should be enough, and the other third 
can be given over to other topics such as violence, murder, 
politics, and that sort of thing. 

MA: It didn't surprise me personally, 
because he's a young man, and he 
looks energetic, and absolutely ex
ploding with passion. 

PG: Orestes looks burnt out. But anyway, 
I mean, actually a lot of the things 
that people are talking about, politics 
and so forth ... behind it is self-defense, 
attack. One of the hottest shows here 
now is Miami Vice. Again, it's very 
violent. 

MA: I do think everybody should have a 
grenade launcher. Except the blind 
and the deaf. 

KY: What do you call the machine used in 
the remake of Scarface? That's not a 
simple grenade launcher. We were 
wondering about it. 

MA: No. No, it 's a grenade launcher. 
PG: Pero it revolves. Duu! Duu! Duu? 
KY: Yah. 

MA: It's like an Uzi, except, instead of 
firing bullets, it fires grenades. 

KY: No. But he also uses it to do rapid fire. 
MA: I don 't wish to engage in technical con

versations. 
AA: Pwedeng automatic, but how fast does 

it go? 
MA: It's an automatic grenade launcher. It 

can fire grenades at the same speed 
that you can fire bullets from an or
dinary machine gun. 

KY: How pornographic! 
PG: And the kids in the audience! Every

body is scared because the kids are 
learning to be violent and everything. 
But the kids are going, 'Putangina: 
(shit). You know that goes with the 
speed of the what, the Ingrams 2-D! 
They're so technically ... 

MA: Technically oriented. 
KY: Yah! The science of it. But there's 

always been a question as to whether 
it's safer or healthier to keep it on the 
level of fantasy of children's literature, 
or films, or take the hard line and ban 
toys that have anything to do with 
weapons. It hasn't been proven either 
way, which is really healthier. Keep it 
the way it is ... 

MG: It doesn't have any effect on anyone. 
KY: That's what I think. 
MG: No. All the studies say it doesn't affect 

the children at all. Criminal instincts 
. will Jead one to the criminal path. Just 
because you have so much sex and 
violence, you don't necessarily 
stimulate the person towards that 
direction. 

PG: Not only that. For example, later on 
they play their games, parlor games. 
There's a lot of Dungeons and 
Dragons. But what's even more 
populai: than that are, what do you call 
this, role-playing games where they 

take over and they live this out. 
more popular ones use really rn 
weapons. They're given modern si 
tions. To storm a European thing, 
here it is .. . 

That it is very puritan. 
When the Spanish came? . . 
No! Now! Before the Spanish came it 
was very free. 

KY: Y ah, terrorism games. 1 think so, yah. The women were naked 
PG: Y ah, in Dungeons and Dragons y 

have seven points because you haVe 
broad sword, in this one you Ji. 
seven points because it's an Uzi or 
Ingrams. (Paid advertisement.) y~ 
have charisma, you have Karma. y Jj.: 
know how to get hit? What's y 'i: 
charisma? What's your karma? Oql AA: 
that's three hits. Ok, you've lost t111 gY: 

then ... 

points. · 

So what is the cycle now? Is ~t yo~ng 
• ? Has it matured? Is it gomg agam. . 

through a new transformation, or 
what? 
No, it's getting older. 
Teenager siguro. 
Crisis of identity, eh ... 
I think the adolescent stage was at the 
time of the Americans. 

AA: Hay, ang ganda. AA: Di ba, in terms of films? 
PG: 
AA: 

And that's a whole mind set. 
What's it called? 

gY: I think you're talking of politics. 
AA: No, · I'm talking of pornography all 

along. PG: 
KY.: 

MA: 

AA: 
MA: 
AA: 
MA: 

KY: 

MA: 
AA: 
KX: 
MA: 

PG: 

MA: 

Top Secret. 
If Cory were to win, the women could 
get into a very strong moralistic ... 
Probably more repressive with lots of 
Christian fanatics rushing around lec-
turing you... . 

KY: Maybe, for a while, I agree .. or if the 
NPA won out for that matter ... 

And it's better to have people do thi PG: 
than become hoodlums. I think the 
people who became hoodlums are the MA: 
ones who don't really have a venue like 
this to work it out when they are 
younger. 
In the Second World War all the Euro, 
peans had a horrendous time. That'1 
why there's this obsession with gold, 
moveable objects, bicycle tires, clips 
for the collar, and all other things 
which have some immediate value. 
What are clips for the collar? 
Coliar studs. 
What do they mean? 
Well, how can you live a civilized life 
without a collar stud? So, its all there. 
it's all understood. So right now we 
have Philippine companies which we 
run, and if we have any expatriates at 
all they tend to be European. They can 
live within a siege mentality. 
Which would you s·ay would have been 
the most pornographic society at any 
point of time in 'World History?' 
(Heavy!) 
The Roman Empire. 
Ah! Wonderful! 
Would you agree, Peque? 
When Petronius, and, what's the name 
of that poet ... Catullus, wrote marve~ 
lously pornographic works, and 
everybody thought they were perfect· 
ly normal in every respect. Nero got 
Catullus to commit suicide because of 
his political views, but nobody ever 
attacked his poems, which normally 
involved a man leaping on a woman . 
and another man getting excited and 
leaping on the man from behind, and 
so on and so forth, ad infinitum, sort of 
like a pile-up of a huge number of cars 
at a roundabout in a traffic jam. 
Then again, all great civilizations have 
their great erotic poetry or art, like 
China and Japan ... and pillow books! 
What does that mean about Philippine 

MA: Even worse? 
KY: What is sex like in the NPA, in the 

NPA camps? If you were to do a film, 
of course you would have to include 
some sex, because it probably takes ~p 
over 20% of their lives, or at least m 
terms of fantasy about sex. 

AA: It must be exciting. Have you read 
'For Whom The Bell Tolls?' 

PG: But you know, yung poetry nila, it's 
always been idealized. Very roman· 
ticized. Under the trees, mga ganyan ... 
in some safe house. 

MA: Marx had one illegitimate child and 
Engels had four. 

AA: How come you know so much tsismis? 
MA: I'm a History graduate. 
KY: Do we have a Marx Arcache here? 
MA: Apparently, to the founders of the 

communist movement, it was not a 
major problem. But I think this 
puritanism in Marxist societies crept 
in later as a way of curtailing and con
trolling all sorts of things. 

KY: The translators, the adaptors. 
MA: It was certainly not the originators. 
AA: It has to be something more sub-

stantial than water. 
MA: We should have had a member of the 

Communist Party here to refute these 
thirigs. 

PG: It's always dumped -on the Com· 

MA: 

A.A: 
KY: 
MA: 
A.A: 
KY: 

munist! 
Engels was almost an English country 
gentleman. He went fox hunting. 
Why almost? . 

1 Once a Russian, always a Russian. 
It's worse than that, he was ••••••• 
Oh dear! 

culture? A.A: 
Probably also half·**•* 
**••• •••••••• my darling. 

KY: I've often wondered about this 
"French Kissing" term. Is there any 
truth to its etymology? Is it true that 
the English never 'tongue' their 
women or vice versa? Is that right? 

MA: The English were very chaste. 
KY: Up to when? , 
MA: I can't give you the date. I wasn t 

monitoring it carefully. It was regard
ed as unsanitary in British society for 
many years to kiss a woman inside he: 
mouth, in case you caught some horri-
ble disease. . 

AA: Are the 'French Flu' or the Japanese 
something or other ... 

PG: Swine fever! But is that right, when 
did French kissing become ... 

KY: Because even Americans were quit~ 
puritan about it. 

AA: Bakit puritan, baka Victorian? 
MA: It was well befor~ my time. We were 

already into it very heavily. (Snigger). 
KY: Like Polynesians, they either rub 

noses, or, if they really like the person, 
srtiff. 

PG: But when you say French Kissing, you 
really mean tonguing. 

MA: Tongue in cheek! 
AA: Yah. But how else can you kiss? Is 

there any other way of kissing? 
PG: Lips closed and breathing. 
MA: This question is like athlete's foot! 

· Very irritating! . 
AA: You mean, all wholesome movies por

tray Filipino kissing as .. · 

PG: No, they don't ... up to about_ 197:. 
MA: Wait until you see an Indian movie. I 

think we're avoiding the topic. 
AA: No, no, we're sticking to the topic. Por-

nography. 
MA: What about sex? 
KY: Pornography! 
MA: What's the difference? 
KY: Bad sex makes pornography! 
MA: I think pornography is very good for 

everybody. It should be force-fed to 
children, and if anybod! doesn't agree 
with it, he should be hanged by . the 
neck until dead, and any other view
points should be stamped out fo:th
with. I think this is the balanced view. 
1 don't say that all films should be 
totally pornographic. I think two
thirds should be enough, and the other 
third can be given over to other topics 
such as violence, murder, politics, and 
that sort of thing. 

KY: You're forgetting religion. 
MA: What was that again? 
KY: Before the end credits come in. 
MA: R-E-L-I-G-I-0-N. Hmmm .. You will 

have to brief me about that one. 
AA: In pornographic scenes, universally, 

do you get a lot of 'Oh God ' Oh God, 
Oh God!'? 

PG: Yah. 
MA: It comes from the Immaculate Con

ception fantasy that one might be im
pregnated by some sort of deity, but 
alas people's wishes are not often 
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After about five minutes of a hard-on, or ten minutes 
of a hard-on, then the automatic part comes on, just the 
pumping, and people start to get bored. So people start 
getting witty. 

PG: 
AA: 
MA: 
AA: 
KY: 

MA: 

fulfilled. 
Not very sexy. 
How very, or not very? 
Not very sexy. 
So it's not sexy, di ba? 
That's what people say, 
nography is not sexy. 
What is it then? 

that por-

PG: It's anything you pay to enjoy. 
Puritan! I'm telling you! 

MA: It must be purchased otherwise it's 
not pornographic? 

AA: It 's anything that makes Polly Caye-
tano****, I'll bet. 

MG: She's pornographic! 
MA: Why? 
MG: Because she's so extreme about her 

views. For me, that 's obscene. 
AA: Ah pornography, obscenity. 
MG: Yes, the obscene, I mean the extreme 

of morality, extremes of this and ex
tremes of that. For me, it's obscene. 

MA: I think it's high time somebody 
************** or something or 
other. 

PG: They did, they have. Five Hundred 
Thousand Pesos. 

MA: I don't ***** people for five hundred 
thousand pesos. I don't stop until you 
hit ********** at least. 

KY: Polly Cayetano is*****. 
MA: What a*********. 
MG: Actually, I think she's just after 

******* for herself, or something like 
that. All you have to do is totally 
ignore her, and if people completely 
ignored her existence, I think that 
she'd **** herself. You don't have to 
**** her. Just ignore her. 

PG: What about Armida Siguion Reyna 
who stopped a film from competing 
because it was too violent for the 
Filipino? 

MA: Violent? 
PG: Yeah. 
MG: You read Tempo everyday? How much 

violence do you want? It's there! 
KY: What does that have to do with your 

earlier argument that not too much 
now is being shown as a proper percen
tage of reality? 

PG: Yeah. 
MA: Maybe The Holoc;aust is too violent for 

a Philippine audience, because six 
million people are killed during the 
space of eight hours. 

AA: Hindi naman eight hours of filming 
yon, eh. 

MA: Yah, it's about six years of life. 
PG: But that's pretty violent! 
AA: What was that pornographic film we 

PG: 

MA: 

PG: 
KY: 
MA: 

KY: 

PG: 
KY: 
PG: 

KY: 

MA: 

KY: 
MA: 

PG: 

KY: 

PG: 

KY: 

MA: 

saw on fast forward? She looked like 
she was brushing her teeth. 
You know, for example in mga Boys 
Nightout, in the 60s or 50s somebody 
would have to rent a 16mm or 8mm 
projector and that would be a hassle. 
Now, they 've got it all on betamax. 
They're going around, moving around, 
eating for a while. They watch for a 
while, and they compare it to other ... 
I think the important thing about sex 
is that it's fun. 
Yeah, I agree. 
Personally I prefer the sadness. 
Typical mammal. (Beer for' me please.) 
This post-coital thing is really mam
malian, you know? 
It's the whole process of being lured. 
Like the guys you've been describing 
looking at the beta. They don't behave 
before the screen the way we would, 
the way we did then. 
Yah. 
You know, slavering. 
But at the same time, after about five 
minutes of a hard-on, or ten minutes of 
a hard-on, then the automatic part 
comes on, just the pumping, and 
people start to get bored. So poeple 
start getting witty. 
Now people have become more blase 
about it. 
Now, my next question is, shouldn't 
perversion be compulsory in the film 
industry? 
I think they have enough of it already! 
Should we let them off without it? I 
mean, you know, these harmless films 
like Scorpio Nights may not be good 
for the public. They might get too 
bored? 
No, on the other hand, you had people 
who were really disturbed, really, real
ly disturbed, especially around 
Makati. 
But again I think that 's in terms of 
context, di ba? 
Or that you should be dealing with the 
subject at all. 
The film is still a landmark as far as 
Philippine filmmaking is concerned. It 
goes beyond and much further: I think 
that's what disturbed them. 
But I found the scenes in Scorpio 
Nights where there was sex extra
ordinarily drawn out, because of one's 
psyche having been conditioned, and 
therefore the directors tend to cut the 
scenes because the recognition is too 
fast. I think in the Philippines it was 
required, to make everything very 

clear as to exactly what you inte 
and to identify the three chara 
very clearly. I thought that the 
racters were very clear. 

PG: Most of the reviews, the educa 
reviews, were to the effect that t 
was no characterization, but You 
see that there's a spiritualism. 
C&D audience would come to me 
say they understood the relations . 
and that these people were real, 
they were meant to portray, etc. 
understood where that was co 
from. It was the upper class t 
would... · 

MA: The sexuality of the woman is v 
understandable. 

PG: They could not understand it at all 
AA: You thought the film was for m 

sophisticated viewers? It was r 
for the masses, di ba? I mean you w 
doing it for the what audience? At 
dience? 

MA: Peque's saying the more sophisticai. 
viewers didn 't understand it a.tall. 

PG: Or refused to understand it. 
AA: No, but what would pornography ii 

the West be? Would it be derogatoiJ 
to say it's porn? 

MA: But if you look at it as a derogatory 
term, I haven 't seen a Philippine film 
which is pornographic. 

PG: I have known a few! 
KY: There are these beta movies. 
MA: You are luckier than us. Where an 

these films? 
AA: I don't think **** work is por· 

nographic at all. 
KY: I think **** running around as Romeo 

in Romeo and Juliet is definitely 
pornographic. Something like, it's a 

wrong decision to begin with. 
MA: It may be obscene but not porno-

·graphic. 
AA: Walang excitement! 
KY: No, none! 
AA: Ah ganun, para sa akin ang porn may 

konting excitement. 
KY That's erotic. 
MA: Do you think religion should be per-

mitted in films? 
KY: Well, it's OK if it's done artistically. 
MG: With a sense of humor it might work. 
AA: Saints lead a very funny ·kind of lives. 
MA: This 19th century stuff would really be 

more interesting, like the friar's chair 
we have from Cagayan. It was used for 
sexual practices. 

AA: The old joke was. 'But what do you do 
in this God-for.saken place? 

MA: The Cagayan friars used to rock back 
and forth- early in the morning to take 
care of their maids. 

AA: Hindi, hindi. My papa 's great joke 
was, "A no 'ng ginagawa mo dito in this 
God-forsaken place? What are you do
ihg here?" "Pakape-kape, paroso· 
rosario. 0, gusto mo bang magkape? 
Yah? Rosario, kape nga. "And you can 
see him with his feet spread like thiS 
on that chair. "Rosario, oras rig 
magdasaL" 

CID REYES INTERVIEWS AR~URO LUZ 

Every thing in his gallery spok~ of the 
man's art. A~turo Lu~ 's paintings inside were 
,um~st ruthlessly flawless. His s~ulptur~s 
were sparse and ascetic. The media for his 
creations were wide and plenty: canvas, 
wood, cement, iron, steel, brass a_nd 
aluminum. What struck me was the recumng 
colors of black and white. Fellow painter Fer
nando Zobel's chrome yellow haze canvas 
aeemed out of place. And one could almost 
eot on the floor of Luz's gallery. 

The faint Vivaldi m~sic in the bac~wound 
11.nderscored it all: the rhythmic strains that 

' L ' tuoked grace in motion. For Arturo s uz s 
artistic meandering delve on shapes. S~apes 
that transcend size and color. The geniu~ of 
Arturo Luz is in the translation of mechanical 
lines and curves into flowing expression of 
Brace and its eventual representation of 

animate objects. · . .. . 
No one could possibly fit the cliche, fi~e 

line" as Arturo Luz does and get aw~y with 
it. He is an anachronism out of tum-of-the 
century elegance and of plastic modern. And 
he manag(s to combine troth as art. 

In his early days of painting, Lu~ 's human 
form~ - had sparse features, were mostly 
conical and elongated - seemingly of the 

singu_lar desire to reach up to a higher plane 

of perspective. . 
Perspective is an aspect where L uz differs 

from most other Filipino artis ts. I f most of 
his contemporaries paint from the heart, 
Arturo Luz paints from his mind's eye. He 
rarely erupts in warm colors. On the rare 
times he does, it is only as a means to _focus 
on his predilection: geometric abstr~c ti.on. 

Luz's transition in 1969 from painting to 
. . th 

sculpture only expresses a continuing gro_w . 
that knows no bounds. I t is with artistic 
determination and an admirably si.ngula_r 

d . . l' that enabled him to realize his iscip me . . 
shapes from canvas into three-dime~si~nal 
sculpture. It wci.$ with such a rare p7:vzl~ge 
that I encountered a highly systematic mind 
in a totally creative personality. Such was 
Arturo Luz. And what could be more 
demonstrative of that fact other than the way 
he professionally ran the Luz gallery before 

he sold it? . 
How he came to be an accomplished artist 

and eventual owner and director of a gallery 
is due in part to Luz 's-far more fo rtunate fa:e 
than most Filipino artis ts. He was ~orn ~n 
1926 Manila. And when the fi rst faint st:r· 
rings of his artistic sensibility reared its 

head, his parents packed him off to . the 
United S tates. As a citizen of an Amencan 
commonwealth, Luz gained entrance and 
event ually studied at the Californian College 
of A rts and Crafts. From there, he moved on 
to the B rooklyn M useum in New York and 
then to Paris, Academie de la Gran~e 
Chaumiere. L uz received grants from Spa~n, 
Italy and the United States. He he~d in
di vidual shows virtually everywhere in the 
world. H e was voted 1955's Most Outstand
ing Young M an in Art and won t~e 1966 
Republic Cultural H eritage award. His works 
abound in galleries, museums and private art 
collections here and abroad. 

CR: At what stage in your life did you 
decide to become a painter? 

LUZ: 1 suddenly became interest ed in art 
when I was 17. For some strange 
reason, I just starte~ drawing, and 
that was it. I was drawing faces of my 
family' and cousins, then my aunties· 
and grandparents. Within a. few 
months: I had decided I was gomg to 
make up art , and I did. I. dropped 
everything else I was domg, and 
st arted taking art lessons. 



CR: You didn 't meet · any objections from 
your parents? 

LUZ: Oh, no. On the contrary; they en
couraged me. I enrolled at the U niver· 
sity of Sto. Tomas where I stayed for 

. only two months. Then I had an oppor
tunity to go abroad and quite natural
ly I studied painting. 

CR: Which art school did you attend? 
LUZ: I went to the California College of Arts 

and Crafts in Oakland. It was a three- . 
year course, but it didn't really lead to 
a degree of Bachelor in Fine Arts.' It 
was just a Certificate in Art, or some
thing I can 't even remember what it 's 
called. In any case, I never got my 
diploma. 

CR: Why? Did you fail the examinations? 
LUZ: No, no. The diploma cost, about $10, 

and it was more than I wanted to pay. 
CR: What did you do after this course? 
LUZ: From California I went to New York 

for one brief course - without a cer
tificate of any kind - at the Brooklyn 
Museum where they run an art school. 
I studied under a man named Jaime 
Gonzales. You see, at that time, I was 
very attracted to the work of Rufino 
Tamayo. When I was studying in Cali-

fornia, Tamayo was pretty hot at the 
time. When I arrived in New York, I 
heard that Tamayo was in faculty of 
the Brooklyn Museum. Unfortunately 
he had left the faculty a term earlier: 
an.d so I missed him, but since I was 
there anyway and liked the place I 
decided to enroll. I became a very g~od 
friend of this Jaime Gonzales, who was 
not really a very good painter, but an 
excellent teacher and terrific person. 
Anyway, I used to see him only once a 
week; it was that kind of a course. 

CR: What was it about Tamayo's work 
that attracted you to it?. 

LUZ: It's hard to say: Tamayo was, of 
cour~e, very figurative and very 
Mexican. He has only one subject mat
ter, and that's Mexico. This was the 
time when his paintings were so in-

· tense, more so than they are now. He 
was being pub4cized all over the 
world. His paintings were being snap
ped up by collectors and museums, 
and were being written up in inter
national magazines. The famous 
Tamayo style was then being formed. 
Then, later on, he sort of vanished 
from the scene. The last time I saw his 
works was the Seattle World's Fair [in 
1962). There was a survey of inter
-national modern art, covering ·10 or 20 
years, and Tamayo's paintings were 
included in the show. He had two or 
three paintings which I thought were a 
far-cry from · his earlier works. The 
forms had become loose and free, and 
the colors had lost their intensity. 
They were watered-down Tamayos. 

CR: Did you ever consciously imitate 
Tamayo's style? 

LUZ: Well, let me ask you, would any 
~a~nter admit to having consciously 
1m1tated another painter? Subcon
sciously, of course, one can be very at
tracted to another painter's work; and 
the younger you are, the more you 
deny it. Perhaps it's a matter of pride, 
I don't know. It's only later on that 
you acknowledge your debt to 
whoever has influenced you. Being in
fluenced is a 'natural process; if you try 
to fight it, I think you're already one 
step behind, because you can't. In 
fact, in my own case, I like to believe 
.that, although I do not sit down and 
actually copy the work of a painter 
whom I admire, I never try to fool 
myself into believing that I am not 
afraid to actually sit down and copy a 

drawing by Klee or a painting b 
Tamayo. My theory is that, the soo 1 

I get it out of my system, the bette
11
~ 

. f I f. d · · t it 1s or me. m Jt exhaust.mg to 
other painters trying to fight th~ 
·n ~ m uences, not wanting to admit . 
This happens to a lot of You •l. 
painters. I wish they would corne Ilg 
grips with it, sit down and co to 

h ~ w oev~r they want to copy, and get it 
over with. 

CR: From what I remember of your Pain. 
tings they have always been linear in 
nature? Where does Tamayo's 
pressionism come in? ex. 

LUZ: This is where the influence of Kl 
. Y ee comes m. ou see, some painters ar 

taken in by shapes or colors. In rn e 
case - it's difficult to explain - I ha/ 
always been impressed with anythin e 
linear and Klee's work just happens ~ 
be linear in nature. 

CR: When you were abroad, either in 
America or in Europe, who besides 
Tamayo and Klee were the painters 
that impressed you? 

LUZ: It's hard to say. Of course, what af. 
fected you when you were, say, 24, 
would not have the same effect when 
you 're 40 or 45. I've seen nearly 
everything - in America, in Europe, in 
Asia - an<:{ the danger, in fact, is one 
sees :too much. 

CR: Your later work, the stripe paintings, 
seem to have the marked influence of 
the American painter Frank Stella. 

LUZ: Oh, very marked. Stella is a very linear 
kind of painter and I admire his work 
tremendously. This may seem strange, 
but while I was preparing these linear 
paintings, I was only vaguely aware of 
Stena; I was not aware that Stena was 
the one painter I was beginning to 
resemble. The moment I realized this, 
the first thing I did - and this relates 
to what I have said earlier - was to 
find myself a good Stena reproduction, 
which happened to be a · black-and
white postcard. I pasted it up in front 
of me, on a wall in my studio, and con· 
sciously tried not to "approach" the 
Stella in front of me. But of course it 
was difficult. When you work on this 
kind of limited format. a format of 
lines and stripes, there are only a 
number of variations that you can do, 
and no matter what you do, they are 
bound to look like the work of another 
painter who works in the same format. 

. Bein_g influe';ced is a natural process; if you try to fight 
It,! th~nk your~ already one step behind, because you can't. 
I fln_d_1t exhaustmg to. see other painters trying to fight 
their mfluences, not wanting to admit it. 

... ,, 

The resemblance is inevitable. In any 
case, it doesn't bother me in the least. 
If my paintings look like Stella's, fine. 
I like Stella. 

CJl: Tell me about your relief paintings. I 
don't think Stella has done any of his 
stripe paintings in relief. 

LUZ: Well, I'll tell you one thing: if Stella 
were to do his stripe paintings in wood 
relief, they will certainly look like 
mine. You wonder why - the answer is 
quite simple: when you work on a very 
linear, very geometric style like I do, 
there is only so much you can do by 
way of variations. The most logical 
thing to do is work on the same format 
but vary the medium. In that way you 
can escape from the confines .of your -. 
problem. You can do it in glass, in 
wood, in metal, in plastic or whatever. ' 

CR: Do you think you have now exhausted 
your present format? 

LUZ: Possibly. In fact, at the end of theses
sion ·· if you could call it that, the six 
months when I was preparing for that 
particular show--there was little else I 
could do without repeating myself. 
Sure, I could go on indefinitely, but 
what was the point? As Bobby Chabet 
told me, "I suppose there's a possibli
ty of doing more variations. But why 
not just do it in your mind?" (Laughs) 

CR: Why did you limit your palette to just 
black and white? 

LUZ: You see, when I was preparing for that 
show, I was already aware of the 
danger of the paintings looking rather 
decorative. There was no question 
about it. Even black and white can be 
quite decorative, and I thought that 
adding color would merely compoud 
the problem. That's why I decided to 
keep the paintings as stark as possi
ble. You might not have noticed it, but 
when I put up that show, I made it a 
point, to hang the white paintings 
against the white wall. I had all the 
gallery walls ·re-painted all-white to 
tone down the contrast. 

CR: Your early figurative paintings had as 
subject matter musicians, vendors, 
cyclists, carnivals and such. What 
were the very last figurative paintings 
you did before you shifted to a com
pletely non-objective idiom? 

LUZ: The very last paintings I did that had 
a figurative subject matter were the 
paintings or early porcelain. It was a 
group of, I think, 10 paintings all done 
in acrylic in mute, subtle colors. With 
those paintings, I bade farewell, as it 
were, to subject matter and figurative 
paintings. I was slowly beginning to 
ralize that for me the subject was be
coming less and less important, until, 
as a consequence, my paintings 
became simpler and simpler and I 
eventually wound up with a few ob
jects, mostly still life. It wasn't- the 
subject as such that interested me, but 
their shapes, their linear structure. 

CR: After that you started working on this 

Through the 20 years or so that I have been painting, . 
it has always been at the back of my mind to work in a 
completely non-figurative, non-objective style, and when 
I finally did, ther~ was still that compulsion to keep refer
ging to something figurative. 

group of small, startlingly elegant col
lages which Eric Torres has called ''a 
visual feast". What made you want to 
work in the medium of collage? 

LUZ: There were two reasons really why I 
wanted to try my hand at collage. 
First, I was very much influenced by 
Bobby Chabet's collages, and second, 
it was the time when I had decided to 
abandon subject matter in my paint
ing, and I thought that the best way to 
get started was through collage. As 
you know, when you force yourself 
into a medium that does not permit 
representation, then it makes the job 
easier for you. Through the 20 years or 
so that I have · been painting, it has 
always been at the back of my mind to 
work in a completely non-figurative, 
non-objective style, and when I finally 
did, there was still that compulsion to 
keep referring to something figurative. 
It's difficult to discard this habit. It's 
like a "neat" painter. Make him try to 
paint like Joya, and in the end, he'll 
still be "tidying up" his paintings. It's 
a habit. Thus, by working on collage -
where you are restricted to mere 
shapes and colors - I was able to 
leave out figuration completely. Col
lage was the bridge I used to shift to 
total abstraction. 

CR: Did you have to prepare drawings, 
sketches or drafts on which to base 
your collages? 

LUZ: No, I adopted Bobby's working 
method. I painted hundreds of sheets 
of colored paper until I accumulated a 
stock-pile about this high. Then after I 
decided on the size of the format, I pro
ceeded cutting up these sheets into 
various sizes and shapes. 

CR: At random? 
LUZ: No, not at random. Very consciously, 

in a way. Doing collage is basically a 
problem of color and shape. The 
shapes were all very simple: rec
tangles, squares, and circles. I 
gathered various pieces together, 
working up different arrangements, 
and different designs. I used to put 
them together with paper clips. It was 
awkward at first but I eventually got 
used to the practice. I was doing about 
10 or 15 arrangements everyday, until 
finally, I ended up with this mountain 
of things! At the end of each week, I 
would go through all of them, look 
them over and set aside those I 
thought were successful. The un
successful ones, I would un-clip and i 

recombine. This went on for a long 
time, and when I finally decided on the 
final set, I sat down and started glue
ing them together. It was tedious and 
mechanical. The final result was a 
series of about 100 collages. 

CR: How do you know when you have a 
design that "works"? 

LUZ: Instinct. I don't know how much you 
have studied, say, design or color, but 
I went through gruelling years of 
almost nothing but design and color, 
doing literally hundreds of exercises. I 
suppose at the end of such a training, 
you develop this instinct for design. It 
becomes second nature to you. Well, of 
course, you can sit down and analyze 
all the inter-relationships among the 
different shapes and colors if you wish. 
You can look at any object, any art, or 
building even, and analyze it purely in 
terms of design. But I don't do this. 
Everything to me has become in
stinctive. I can tell you in a second if a 
certain design "works". I react to it 
instinctively, and I react to it very 
quickly. 

CR: When you look at other painters' 
works, do you depend a great deal on 
this instinct? 

LUZ: Oh, absolutely. 
CR: You have always had an affinity with 

the element of line. Doesn't this per
sonal preference interfere when you're 
considering a painter's work whose 
main involvement is with texture or 
color? 

LUZ: No. I don't impose my personal 
preferences on another painter's work, 
as you probably don't when criticizing 
somebody else's paintings. Instead I 
would ask myself - as a Fernando 
Zobel used to ask - "What is the guy 
trying to do?" and then, "How well 
does he do it?" You don't look for 
linear quality in somebody whose 
primary concern is color. You deal 
with it solely in terms of color. It's not 
right to impose your personal criteria 
on another painter because you're 
both operating on different levels; 
you're both concerned with different 
problems. 

CR: Let's talk about your sculptures. 
What motivated you to venture into 
sculptures? 

LUZ: Well, I think it's a very logical step 
from the kind of painting I do, to 
sculpture. You see I have always had a 
strong attraction for three dimen
sional work. Perhaps this is the reason 
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why I have always enjoyed landscap
ing or moving furniture around the 
house. I like to deal with volume and 
physical space. 

CR: , How do you begin working on a 
sculpture? 

LUZ: My sculptures are in fact constructed 
from small-scale models. You can't fool 
around with materials like granite or 
hardwood. I approach my scttlpture in 
pretty much the same way I approach 
my paintings. They are preceded by a 
number of studies. Most of the time 
they are executed by assistants. I 
leave it up to them because I figure 
that a carpenter can work much better 
in wood than I ever could. 

CR: Do you find that problems which exist 
in one rr edium do not exist in another? 
In your case, painting vis-a-vis 
sculpture? 

LUZ: The problems are the same, whether 
p~ctorial or. sculptural. I think the only 
difference 1s the question of material. 
Weight, for instance. Or a substance's 
resistance to your tools. There are 
other small, practical considerations: 
in a painting you can make ad
justments and changes in a very short 
time .. But when you start working on 
gramte, to make one simple adjust
ment, say, chipping half - even half! 
an inch off a'block of stone would take 
perhaps two weeks. The material does 
not permit rapid, drastic changes. 
Remember that you're carving out of a 
block of stone, you 're not "adding in". 
Also, there is the problem of scale. 
When you translate a small model into 
a large-scale sculpture, something 
changes. A sculpture might look right 
as a small-scale model, but strangely 
enough, it doesn't always work out 
right when you "blow it up." 

CR: Which s~ulptors have been most in
fluential in your work? 

LUZ: The obvious ones, I suppose. Henry 
Moore, to a certain extent. Isamu 
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Noguchi, or course, because of the 
very Oriental feeling which his 
sculptures evoke and the way he 
handles his material.Chillida, too. 
Even someone like Marini - now, just 
how Marini's influence can be seen in 
my sculptures, I can't even say. How 
can you even relate Marini in terms of 
what I'm doing? Anthony Caro, the 
English sculptor, is another one. Even 
some primitive sculptures and Asian 
art. Again, how do you analyze the in
fluence, say, of Khmer sculpture on 
my work? 

CR: Why has Philippine sculpture not 
made the same advance and develop
ment as painting? We even seem to 
have a marked scarcity of sculptural 
talent. Also, the Philippine public in 
general does not seem to care much for 
sculpture. Why? 

LUZ There are a few, simple and basic 
answers to that question. Foremost is 
the fact that Filipinos do not know 
what to do with sculpture. We think of 
sculpture essentially as a monument 
to some hero. Secondly, the price of 
sculpture tends to be higher than 
painting, which leads to the third 
answer: our artists hesitate to venture 
i~to sculpture because of the expen
sive and prohibitive cost of materials. 
Last, but not least, is the challenge of. 
sculpture itself - the challenge of 
working with one's hands, the 
challenge of working in a three-dimen
sional form. ·In any case, the problem 
of economics is, I believe, the primary 
reason. A young painter can ex
periment with painting for a few hun
dred pesos. He can use blankets, even 
scrapwood or lawanit instead of can
vas. It's a totally different &tory when 
he tries his hand at sculpture. Just to 
give you an idea: in 1972 I discovered 
that I spend P60,000 in materials and 
assistants' wages! Now you can im
agine why our artists hesitate to take 
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Metal reliAf & intaglio prints & painted steel sculpture. 

up sculpture. Also, corollary to 
problem is the public's disappo· ~ 
disinterest in sculpture. But a llllilt 
four or five years ago, I predic~ 
my wife. that the next boom in p~ 
pine art will be sculpture, and this 
precisely the time when, one da;" 
looked around and suddenly re~ 
that the Philippines had only two ~ 
three sculptors one could speak 
Which I find very strange. We hav~ 
tremendous amount of materials 1 

work with. lo 
CR: What about commissioned sculpt 

for public buildings or sites? Does:~ 
the . sculptor ~ecome servile to t~ 
demands and dictates of his patron, 

LUZ: Well, this is the usual problem wi~h 
c?mmissions. When you are comlllis
sioned by a big client to do a piece ~ 
sculpture and the price is right, the 
sculptor will find it difficult to resiat 
the offer. Let's face it: to work ~ 
sculpture, one needs a rather tar, 

_capital to purC'hase expensive 
materials and to pay for assistants' 
wages. To continue creating sculpture 
out of your own personal need, not IAl 

mention your own personal funds - in 
a situation like ours where there ia 
such a limited market - would be tan
tamount to financial suicide. You 
would keep piling up your sculptures 
in your studio. So the reality of the 
situation is, that you must accept 
commissions. In my case, however, I 

like to think that there is a slight 
difference because I only accept com
missions when I am free to do exactlv 
as I please. · 

CR: Surely your clients have a right to 
some idea of what sculpture you're go, 
ing to do for them? 

LUZ: Oh, I give them models. But the whore 
concept, the whole design, the choice 
of materials, how it's going to be 
placed, the cost and so on must be 
mine and never the client's. In other 
words, somebody comes to me having 
an idea of the kind of sculpture that I 
do. All he has to do is show me the site 
or the spot where he wants a 
sculpture. The rest is up to me. The 
other kind of commission is, when they 
come to you and tell you, "It's got to 
be The Last Supper." That's when I 
drop out, and Castrillo comes in. 
simply because I'm incapable of doing 
what Castrillo is doing. Since what I 

do is abstract sculpture, I can only 
accept commissions that require a non· 
figurative work. Certainly, you cannot 
dictate the kind of subject or shapes 
for an art of this kind. 

CR: I presume the same terms apply to 
painting commissions? 

LUZ; Oh, definitely. They come to me and 
show me which blank wall they want 
to be painted, and I do the rest. 

CR: What conditions do you need when 
you 're painting or doing a sculpture? 

LUZ: Essentially, what I need is absolui' 

privacy. A room - it doesn't matter 
which room. I'm used to working in 
different rooms because I've moved 
from one house to another all these 
years. Privacy is all I require. I don't 
have any special working habits. Oh 
there's one more thing: I do need a lot 
of table-tops. I have developed this 
habit everytime I walk into a room, of 
filling it up with table-tops - clean, 
empty, immaculate. Of course as I 
keep on working, the table-tops get 
messier and messier! Also, I never use 
an easel. I do have another obsession, 
come to think of it. When I work in a 
particular medium, I do like to be sur· 
rounded by ... piles of it! If, say, I was 
going to work in acrylic black and 
white, for instance - I go around town 
buying up all the black and white 
acrylic I can lay my hands on. Or, if 
I'm using gesso as a base for my paint
ings, I get all the gesso I can manage. 
It's this fear of running out of 
materials, you see. I have a tremen· 
dous fear of being stingy with my 
materials. 

CR: Why should you fear running out of 
materials? 

LUZ: Well, I'm afraid to use up a lot of it. If 
I'm going to work in water-color for 
my next show, I will invest all my 
money in watercolor, or buy all the 
watercolor paper I can buy. You see, 
this abundance of art materials give 
me the feeling that I can splash them 
around, or use as much of it as I want. 
I believe that when an artist becomes 
very sparing - tipid na tipid - in his 
use of materials, his art suffers. He 
gets finicky; he's afraid to experiment. 
I think this is a deadly condition to 
work in. 

CR: Do you continually work at your paint
ing and sculpture? 

LUZ: No, I cannot work continually day in 
and day out. I work in spurts. I have 
always worked on and off. I don't 
know when I will begin again, or what 
I will do next. I don't consciously set 
out to work like others do. Sanso, for 
example - he's very constant. He sets 
a target date and works towards it. I 
can never do this. 

CR: Do you destroy any of your works 
which you consider bad or a failure? 

LUZ: Oh, most of it. Again, it depends on 
what I'm doing at the time. There are 
some types•of work where you can only 
salvage a small percentage. The rest, 
you throw away. 

CR: Do you get sentimental about parting 
with your paintings? I mean, for in
stance, when a client wants to buy a 
painting you particularly like. 

LUZ: Not at all, not at all, and this is the 
perfect proof: I have been painting for · 
over 20 years, and I don't believe I 
own even five of my paintings. In fact, 
I have even bought back one or two of 
my own works. I have no sentimental 
attachment to my work. The moment 
a painting is finished, I sell it. It 

I have no sentimental attachment to my work. The 
moment a painting is finished, I sell it. It doesn't hold any 
interest for me anymore. What is important is its conception 
and completion. 

doesn't hold any interest for me any
more. What is important is its con
ception and completion. 

CR: Can y~u remember the first painting 
you ever sold? I mean, of course, your 
own paintings, not the paintings sold 
by your gallery. 

J.UZ: I can remember the first few paint· 
ings, at least. I remember after having 
arrived from abroad the first time - in 
1951 or '52 - I started joining a 
number of AAP competitions, and 
that's when I started selling. I think 
the first paintings I sold were from 
those shows. My first show was some
thing pretty horrible, mostly water
colors. I didn't sell many either. One of 
the first paintings I sold was to Jorge 
Vargas for his collection. I will never 
forget it because he bought the pain
ting without even seeing it! I'm sure 
he doesn't know where that painting is 
now. 

CR: I'm sure you've been asked hundreds 
of times the circumstances that led to. 
your putting up the Luz Gallery. Just 
for the record, let me ask you again. 

LUZ: That's pretty well known by now, I 
suppose. You see, I was geting a little 
unhappy with the way Philippine Art 
Gallery, or PAG, was being run. The 
PAG started out quite well but as the 
years went by, things got more and 
more difficult. Mainly, it was because 
of economic problems. At the time, 
nobody was buying modern art. It 
became harder and harder to maintain 
the gallery as a profitable enterprise, 
and so they started doing little things 
like running a hot cake shop on the 
side and doing promotion work. As a 
consequence, the PAG became sloppy. 
Of course it's hard to mix a hot cake 
shop with an art gallery. Our group 
needed a suitable place to exhibit, and 
since nobody else was going to do it, I 
did. 

CR: Did everyone exhibit at the PAG? 
LUZ: Oh, yes. All of us started at the PAG. 

It was the only gallery at the time. The 
PAG has performed a great service to 
Filipino artists, and this has been 
acknowledged ever since. It's now 
almost a legend in Philippine art 
history. 

CR: Who among your contemporaries do 
you admire, or shouldn't one ask? 

LUZ: Chabet, of course. Lee Aguinaldo, in 
his own way, is an original. Ocampo, 
too. Zobel, I think, is very exceptional. 
Well, not many. A lot of the others are 
gifted and talented, but they are more 
facile than anything else. It's hard to 
say. 

CR: 

LUZ: 

CR: 
LUZ: 

CR: 

LUZ: 

CR: 

LUZ: 

OR: 

LUZ: 

What is your opinion of our young 
breed of painters? Painters, let's say, 
in the age group of Bencab. 
They're very intelligent, very ex
perimental, and very aware of what 's 
going on. Much more aware than -
- your generation, perhaps? 
- which stands to reason! As you 
progress, you develop. More and more 
of our young painters now are paving 
the way. Doing a great deal of experi
mentation. A lot of them are extremely 
talented - I wouldn't say all. But this 
problem is true anywhere - Who is 
the real innovator? Who is the 
imitator? For one truly genuine 
innovator you al~ays get a mob of 
followers. 
Do you think that our artists are pro
ducing a substantial body of art that 
can be said to be truly and distinctive
ly Filipino; an art that, in no way, 
refers or relates to the art of other 
countries, whether Occidental or 
Oriental? 
Frankly, no. If you can point out to me 
one, or any one group of artists, whose 
work does not in any way directly 
relate to things that are happening 
around the world in art - then I would 
agree with you. I have a feeling, my 
work included, that most of our paint
ings and sculptures are a reflection of 
something happening worldwide, and 
for want of a better word, this trend is 
now being identified as "inter
national. " In fact we always refer to it 
as being an international phenomenon, 
and in the process, this trend 
obliterates national characteristics, 
and transcends geographical boun
daries. 
So you find this issue of Filipinism in 
the arts as irrelevant? 
I think it is: for now, yes. Certainly we 
all hope that eventually, some day, we 
can produce something we can caU our 
own. 
Do you have any idea as to which 
direction your art is going to take? 
I can't really say. As you know, my 
work is relatively simple; there's 
nothing complicated about it. It in~ 
volves the same problems except that 
I keep changing the medium. My work 
is linear and geometric, and that's it, 
essentially. I cannot imagine myself 
going conceptual or surrealistic tomor
row. When you analyze the work of 
other artists, you will find that (except 
in very few cases) there is always a 
relationship among their different 
phases, no m.atter how drastically they 
may seem to have changed. £ 



·-l" " -. 



A PRICK BY ANY OTHER NAME 

The Luncheon Nudes Brouhaha 
in Makati 

I remember Nemesio Yabut's first year as a 
Forbes Park resident. He was, quite literally, 
the odd ma~ out. He had yet to acquire any 
class, any friends, any social respectability to 
speak of. Everyone said that he was wealthy, 
but there were nasty stories circulating about 
the source of that wealth. And new money 
doesn't mean much to the moneyed. Or at 
least, that's what the moneyed like to think. 

Mesio threw some really big parties, but 
hardly anyone of substance cared to come. He 
seemed desparate to crave acceptance, and no 
one would give him the chance. Somewhere 
along the way, someone in his employ must 
have suggested to him that he had best clean 
up .his act before going a-courting among the 
natives, because that is exactly what he did. 
And he appears to have taken the advice all too 
seriously. 

Mesia sent every house in the neighborhood 
a gleaming new garbage can fashioned from 
steel d~ums. They were painted a queer green 
coloration and were stenciled with bold letters 
that read: COURTESY OF NEMESIO YABUT. 
Everyone joked about those trash bins but 1 

don't believe anyone had the courage 
1

or the 
good sense to send them back. Soon, Mesio 
had more and more guests at his parties · and 
eventually, it was this role as the crus~ding 
mop~an that put him in the Mayor's of fice. No 
one .'" ~ak~ti liked to clean up for a living, but 
M~sio didn ·t seem to mir1d. His initial success 
with the part must have convinced him that 
here, at last, was his place in the sun. 

On the other hand, I remember Ernie Tagle 
from my early days with the Saturday Group of 
Mang Nanding Ocampo. I had great difficulty 
telling him apart from Edsel Moscoso. Ernie 
too, like Mesio, was scratching around for hi~ 
place in the sun. My first impressions of him 
persist t o this very day. He seemed to have his 
nose and ears perpetually standing at attention 
a man on the lookout for that proverbial wind: 
fall, one foot in the door and the other in his 
mouth. 

Like a lot of other people in that orbit, Ernie 
Tagle knew well enough how to draw. His 
problem seemed rooted in not knowing what to 
draw. Nudes were the Saturday Group's 
~taple. Nudes were that group's season pass 
mt~ the homes of the wealthy' where the 
Ch1vas and the Johnny Walker flowed, and 
where commissions could be readily obtained 
b~ the charming. Naturally, we were all as char
ming as possible. But Ernie Tagle was "Charming 
to the point of pain. It was clear he knew what 
he wanted even then. 

The lecherous smiles on the faces of the 
"art patrons" were a dead giveaway. It wasn't 
the unintelligible chatter that excited them. It 
~asn ' t the dexterity of hand and eye. It was 
tits and ass that kept them coming. Nude 
women were infinitely more eloquent, and far, 
far more winning. The grey-haired and il
lus~rious looked on with a snicker, digging into 
their pockets for spare change. And so the 
money was made and the lessons learned And 
Ernie was a gifted learner. · 

Ernie came into his own as the self
p~ocl~'.med "Father of Erotic Art in the Philip
pines , a trade-name he still brandishes in bet
ween consular exhibitions of fully-clothed 
women enterprisingly fitted with the faces of 
the elite. His was not an obsession with gestalt 
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,cuality, as was the art of Modesto and 

Dalena. The man seemed to intuit that sex 
spelled big bucks, big noise, and that a prick by 
anY other name was still a prick. I remember a 
press release that had him celebrating his birth
daY at the Holiday Inn Manila, the candle on his 
cake in the shape of a large cock. Ernie had two 
small children "blow" it out for him, and had 
the event covered by his friends in the press. 

THE OVERLOAD 
''Mindscapes" at the Penguin Cafe 
Gallery in Malate 

Running across much of Sydney, Australia, 
is the Parramatta River. Residents of New 
south Wales like to tease themselves by saying 
that it is the only river in the world that runs 
upside down, with the mud on the surface and 
the water on the bottom. 

Attending the recent exhibition "M;nd
scapes" at the Penguin Gallery, Manila, brings 
back memories of the Parramatta River and its 
exceedingly more noxious cousin, the Pasig . 
The exhibit bears witness to the fact that 
Philippine Art today is like a winding river that 
runs upside down, with the kids at the helm 
and the · stars in total eclipse. 

The exhibition features some outstanding 
transmedia work by Gabriel Barredo, Dwight 
Gaston, Roy Lachica, and Fergus Martir -- with 
Barredo undoubtedly the main event. The 
activity was originally billed as his first one-man 
show, but was later rehashed to accomodate 
the work of the other three. What at first 

REVIEWS 
This vile display clearly indicates the extent to 
which this man is prepared to go in the conduct 
of his business. And what a lucrative business 
it must be! 

Having Tagle and Yabut as the opposing 
protagonists in the recent brouhaha regarding 
luncheon peepshows is, if anything, a reflec

. tion on the mental aptitude of our society at 
large. That each of them should succeed in 

appears to be a selfless gesture on Barredo's 
part is, on closer investigation, a move probably 
inspired by his own latent feelings of 
inadequacy. For while Barredo's work is truly 
exquisite and masterful , his output has ob
viously been limited by his excruciatingly 
painstaking approach to object-making. Some 
of his work dates back to his participation in the 
1982 AAP Annual, and along with his winning 
piece at the recently, concluded Metrobank 
Competition for young artists, number only a 
few pieces. 

1 

But the fact remains that, a case of cold feet 
notwithstanding, Barredo was more then 
eminently capable of going it alone. His 
intensely-belabored relief paintings are certain
ly among the most exciting objects by a Filipino 
artist that I have ever seen. At least two of his 
pieces are mind-boggling, with the artist' s 
devotion to detail bordering on the bizarre, and 
his exceptional mastery of means hinting at 

· what could well be a consummate genius. If 
there is one thing that Gabriel Barredo does not 
lack, it's talent. That, and a frighteningly 
original vision laced with a healthy amount of 
decadence and mys~ery, rates him at the very 

masquerading as a legitimate personification of 
art and morality signals an all-time-low in our 
collective intelligence. Whatever is the quarrel 
here is no more artistic than it is moral, despite 
the disturbing presence of some committed 
Social Re~lists in the midst of the controversy. 
And both the true artist and the true upstanding 
citizen would do well to ignore it altogether. 

top of my list of artworld newcomers. An artist 
like Barredo comes once every ten years or so, 
and our quota for the 80's has just been filled in 
this exhibition. 

The 24-year-old Dwight Gaston likewise 
shows exceptional promise on a somewhat dif
ferent level. Gaston may as yet be a young 
upstart, with neither clarity of vision nor 
singleness of purpose, but he is obviously 
gifted and certainly worth watching. His 
fabricated sculptural head, wired and elec
trified, is in many ways superior to similar work 
by the award-winning sculptor Jose Tence 
Ruiz. What Gaston still needs in experience and 
polish is more than made up for by his adven
turousness and innate daring. That he has yet 
to acquire technical proficiency and a pro
fessional level of competence is to be condon
ed in this, his first appearance in a Manila 
gallery. 

Roy Lachica is well known to Penguin 
audiences as a paperworker and mixed-media 
experimentalist. Unfortunately, he remains a 
mainstream' outsider with a small, devoted 
following. His exhibit "Acid Flashes", held at 
the same venue in 1984, remains among the 
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best exhibitions ever staged at the Penguin 
Gallery. Lachica's historically-significant 
"erasures" - photographic clippings from 
magazines that are made to undergo a 
meticulous surgical reduction of detail _ 
energized the New Photography that the 
Pe!1Quin had espoused from the onset. In this 
currettt outing, however, Lachica moves into 
painterly abstraction, presenting moribund 
shaped work that is dark and sinister, but is far 
too tentative for an artist of his calibre - a 
questionable display that is difficult to 
comprehend in the light of so limited in 
participation. 

Better 'known as an actor and as a regular. 
member of the "Batibot" cast, Fergus Martir is 
a~ intuitive sculptor who has only recently 
given vent to his c!reative skills. Those acquain
ted ~it~ Martir's earliest efforts will recognize a 
continuing concern with lightweight pieces 
fashioned from · scraps and characterless odds 

~OT THE KARA TE KID 
Popo San Pascual at the CCP 
Museum Hallway & elsewhere 

It was conceptual art's overwhelming 
tendency t_owards cutism that ultimately 
brought on its demise, initiating our return to 
representational painting in general. The 
concerted effort to free art from the cult of 
the. masterpiece had sought to present alter
natives to the all-too-precious nature of paints 
and canvas, elevating gesture and random 
choice to the level of a consummate artistic 
manifestation. But the celebration of the 
ordinary everyday object notwithstanding, the 
challenge lay in transcendence nonetheless· 
the artisti~ activity still demanded the conjure~ 
~ent of miracles from a set of givens, be those 
givens of heroic or of mundane origin. While the 
conceptualists had inherited a marked 
preference for . the commonplace from their 
immediate predecessors, it was the intellect, 
and not the object, that conceptual art had 
~ought to glorify at the onset. The tragedy lay 
in the fact that an entire generation had began 
to .equate the trappings with the art, and in so 
~01,:tg, had perpetuated a romance with things 
instead of with ideas. 

Cutism, the by-produot of an art gone soft 
with itself, was the decadence that eventually. 

consumed the art of ideas. That the rot has 
outlived the tree itself, threatening to consume 
the new painting that it has brought on in its 
wake, has become increasingly more evident in 
the art of Popo San Pascual and a growing 
nu.mber of his fairytale contemporaries. 

San Pascual represents a new breed of 
representational painters immersed in the 
making of pretty pictures, albeit of a decidedly 
more dramatic persuasion given to gargantuan 
renderings and bravado brushwork. This in 
itself is no mean feat. San Pascual appears on 
the verge of perfecting a technique that is 
deceptively passionate and unrestrained in its 
conception and execution, but which on closer 
s~rutiny, rings hollow and manneredly con
trived. In actuality, his sweeping vistas and 
larger-than-fife macroforms are made to be 
irresistably quaint, sophisticated-and-crude 
designer editions carried out with a camouflag
ed pallette of deeper tones and densely varying 
contrasts. His inner sources are Rosamond and 
de Vi~fe, Hallmark greeting cards and posters, 
oversized teddy bears and curlicued grills. San 
Pascual ·is a Parisienne in Old Manila. San 
Pascual is a choirboy in wolf's clothing. 

and ends. Martir's work charms and fascin 
with its simplistic approach to structure ata. 
f H" . I a11c1 t orm. 1s 1s a ~ost a whittler'.s art that is much 
oo unpretentious to make demands on 
· our 

t1~e or to needle our sense of propriety. Al'ld 
this, more than anything else, sets him apart 
from an older generation of "junk" sculptors 
and welders -- those who, self-conciousfy 
t r ~ emp mg to surmount the humility of th . 

t . I h e1r ma ena s, c oose to inflict size and vulgarity 
our sensibilities. on 

"Mindscapes" is an impressive debut f 
Gabriel Barredo, with a sprinkling of work :r 
some . very talented friends. While the pre~ 
sentat1on _of the collective exhibit leaves much 
to be des1red--resembling. a Christmas baratil/o 
bedecked with black permawrap and ffoor-t 
ceiling installations--it is no less heartening : 
know that the energy of our cultural under. 
ground makes thoughts of our own aging 
bearable. 

Stripped of size and sheen, his trendy can
vasses are almost scented. That his plump, 
starched forms are surefire decorator pieces is 
beyond a doubt. Popo' s twisted plants and 
clumsy gardenchairs and furnishings beg to be 

. smothered and given a home, like stuffed toys 
o~ ab1:1sed animals. His romance with objects in 
centerfocus is still-life in panavision. His is an 
art t_hat is progressively fashionable, not sac
ch~rme per se, but is aimed at a market that 
thrives on sangria and pastries -- effeminate 
monster-forms tailored to the needs of Alabang 
and Valle Verde bungalows·- imposing and yet 
incredibly well-mannered. 

But Popo San Pascual is a baby armed with 
an industrial paintbrush! 

The late Leonidas V. Benes a confided to me 
that he had developed a system by which he 
~ould readily tell a good painting from an 
impotent one. "A good painting has balls ,, he 
said candidly one night in November. "When 
you punch it, it punches you right back." The 
paintings of Popo San Pascual have yet to learn 
self-defense. When you punch them, they run 
home to tell mother. 

rttE VEAR OF THE HIGHWIRE MUSE 

1985 was the year of the Performance 

,Artist. 
1985 was the year for Performance Art. 
In January of 1985, Performance Art was 

virtually unknown in this country to all but a 
verv few. In December of 1985, it ~as become 
for us perhaps the most '(ital and effective art
form of them all, with a homegrown following 
that has literally renewed public interest in art 
and the artist. 

It is said that Perfotmance Art was around in 
the 6Q's, and that one of Europe's leading per
formance artists is a Filipino. But before 1985, 
performance Art had been relegated mostly to 
exhibition openings in elite sanctuaries, a 
quaint synthesis of,art and theatre that was, for 
the most part, unw'ort~y of attention. As an 
artform, therefore, it was largely ineffective., 
incapable of persuasion and iconoclasm, in
capable even of sustaining itself. 

It is also true that many artists, poets, and 
thespians had, at one point or another in the 
past, inadvertently taken the role of per
formance artists, unaware that the activity in 
which they were engaged had already been . 
previously consigned to generic terminology. 
But before 1985, Performance Art had remain
ed an undefined quantity, oblivious of its own 
power to influence and to captivate, without 
criteria, without identity, without dignity or 
direction. 

So 1985 was the year for Performance Art. 
And 19-85 was the year of the Performance 

Artist. 
It was in April of 1985 that Ronnie Zabala 

Lazaro, then a cinematic actor of rather 
dubious repute, performed his "FEAR OF RED" 
for the exhibition Mixed Media at the Pinag
labanan Gallery in San Juan. To be sure, it was 
an historical event, propelling Performance Art 
into his own orbit and dramatizing its potential 
as a significant artform. So compelling was 
Lazaro's 2 5-minute performance tha~ it 
instantly persuaded at least four people in the 
audience to abandon their respective artistic 
concerns in favor of Performance Art. So 
powerful was his characterization that it served 
as catalyst to a new awareness for the 
medium, even while a simultaneous per
formance piece in the same gallery by a more 
experienced artist went completely unnoticed. 

It was in May of 1985 that Jean Marie 
Ricafort Syjuco opened her memorable ex
hibition SLEEPER at the Sining Kamalig Gallery 
in the heart of Manila. Once again, Per
formance Art captured the public imagination, 
as the artist -- then better known as a painter of 
large ephemeral abstractions -- transformed her 
venue into a "stunning labyrinthian backdrop" 
to her 1 2 consecutive days of live impro
visations. Performance Art had thus taken the 
driver's· seat in a legitimate local exhibition, 
Perhaps for the very first time. 

It was in June of 1985 that Bandidos Here 
& ·Now staged an evening of art performances 
thenceforth to be known as "The Perfor
mances of June 4" -- an extravaganza that 
was to see participatory works by the late Ray 
Albano, Michael Adams and Agnes Arellano, 
Gus Albor and Teresa Bargielska, performance 
veterans Alan Rivera, Judy Sibayan and Jean 
Marie Syjuco, painters Jun Domingo and Rafael 
del Casal, playwrights Ed Cabagnot and Jorge 
Hernandez, stage personalities Betty Mae 
Piccio, Jaime Fabregas and Jorge Ledesma, 
poets Alfred Yuson, Felix Fojas, Cirilo F. 
Bautista and Ricardo de Ungria, and featuring a 
new wave of performance artists in the per
sons of Joey Macalino, Soliman Cruz, and 

Will perforiilanc~-take the lead in re$to;ing art· t~. the. 
people and away from the tyranny of our institutions? 
Will performance survive the visual arts? 

Ronnie Lazaro. Apart from the immeasurable 
attention it generated for Performance Art, the 
activity was notable for bringing together two 
generations of its practitioners and adherents, 
including those operating on its periphery. It 
likewise set the ground rules for the staging of 
similar activities in the future, defining space 
and time considerations and establishing the 
hand-held video camera as the ultimate docu
mentational tool for performances. 

It was in July of 1985 that Jean Marie Sy
juco installed her manned and fully-operational 
"Talking Booth" at the CCP Small Gallery for 
the exhibition Story, Fantasy, Mythology -- the 
last activity to feature the late Ray Albano_ as 
curator and participant. The exhibit also high
lighted recent work by Teresa Bargielska, 
whose remarkable video coverages of the per
formances events aforementioned had earned 
her an enviable reputation as a documenta
tional .artist of considerable lrenown. 
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It was.io Aug~st of 1985rfh~t friends of Ray 
Albano conducted a series of Performance Art 
activities at . the luneta P,~rk i/1 Ma~ila, 
dedicated to Albano's memory and orga11.izedjn 
the same spirit of adventurousne!:iS thf1t ,had 
become his trademark. Per.formanc;:e Art had 
slipped out of the galleries·, t~sting its own 
ability to adapt and reintegrate. So successful 
were these initial performances before a 
"totally public" audience, that places open to 
ready access were very ·soon to become the 
testing grounds for a new generation of 
"creative" political activists. The new artform 
was starting to make inroads with audiences at 
social gatherings, parks, campuses and · shop
ping malls. Performance Art had become 

,..., <, · .! 

.... .. ·l~ 

- relev~nt. Performance Art had b·ecome insis
tent . . 

It was in September of ; 98 5 . .'that the 
exhibition CHROMA TEXT had initially. sought 
to put · Performance Art at the service of 
literature, and in so doing, had initiated a 
concerted move to return literature to an alter
native oral tradition. Two comprehensiv~ 
evenings of live performances capped both the 
opening and · the closing ceremonies of the 
show, with notable performances at Pinag- . 
labanan Gallery by Ronnie Zabala Lazaro, Joey· 
Macalino, lge Ramos, Soliman Cruz, Jean 
Marie Syjuco, Alan Rivera, Anton Juan and 
Roque Lee, among others. The exhibit ~ctually 
feared transmedia works by poets of the 

Ph'.lip~ine Literary Arts Council, ·an ac~ 
wnter s group well known for espousing PUblic 
readings of their own poetry. But from the 
standpoint of Performance Art, the s~nfficance 
of CH~OMA TEXT lay in ' Its having ·lent 
credence to the idea that performance w118 
I . I . I 

· og1ca extension to the public recitation Of 
poetry, . superior in its ability to transmit &fld 
perso.nify. Performance Art . ha~ begun to 
function on equal te·rms with its peers. · 

It was in November of 1985 that Pe,. 
formance Art elicited resounding response at 
-the First Manila International Poetry Festival 
which brought tog_ether contemporary poe~ 
from Japan, the United States; Australia 
China, Austria, Indonesia and the Philippines' 
The ·aff!nity betwen poetry and performance: 
first gleaned barely a . month before in 
CHROMA TEXT, was brought into the open for 
the ~IPF. Memorabl~ performances by Joey 
Macaftno, lge Aamos and Ronnie Lazaro p,o. 
vided ·both counterpoint and support to the 

· razzle-dazzle renditions of renowned Japanese 
poetess Kazuko Shirajshi, as well as to the 
grassroo~s theatricality of the Indonesian ·P<>tt 
~nd cfancer Abdul Hadi. The notes accompany. 
ing the MIPF Exhibition of Books & Holograph, 
at the National Library in Manila underscored 
"the tendency of many Filipino poets to- seek 
out alternatives to the printed page", citing· 
both the prohibitive cost of publication and the 
persistence of an oral literary trad.ition among 
our people as points of reference. It went on to 
sav that "performance lends itself readilv to 
the poet's devices •.. (and that) much of the 
underlying nuances of even the most concrete 
poetry -- hopelessly lost as it is in its outright 
verbalizaton •• is translatable as performance. 

. The performer,· as interpreter of the poem, can 
embody the work even as the printed page 
does, translating it In both language and spirit,. 
transposing directlv from the. word on impulse 
into space and time." · · 

It was in December of 1985 that the balik
bayan artist David Medalla, probably the first 
Filipino artist to pursue Performance Art as a 

· · · serious creative manifestation, was to come 
face-to-face with his enthusiastic · local 
counterparts. Performance Art had gone full· 
circle. 

There's no doubt about it. 
1 98 5 was the year of Performance Art. 
And 1985 was the year of the Performance 

Artists. 

New questions have replaced ·the old ones. 
For instance: 

Will performance take the lead in restoring 
art to the people and away from the tyrannv of 
our institutions? 

Will performance return us to our. anc~stral 
modes of self-expression and stimulation? 

Will literature pollute performance? 
Win performance pollute literature? 

. Will politics pollute performance· as it has 
,polluted literature? · 

Will conventional theatre survive perfor· 
mance? 

Will performance survive the visual arts? · 
The- years to come, if we ourselve~ survive· 

them, wilJ tell for sure. 

Cesare A. L • . SyjucO 

NEtna Saguil at the Ayala Museum 

In 1968 when Nena Saguil returned to 
the Philippines after 1 4 years in Europe she 
exhibited abstract works which didn't agree 
with the taste of the Mjnila art crowd which 
was par.tial to Saguil'.s figurative work. ~lue 
was the .pred9mi.n~nt color in paintings which 
critics called "amoeba!'. because they .seemect 

· to be cells under a microscope. 28. years l;atter
she may not_ be into amoeba, but her work fi!led 
with circles and dots. Like the first show .in 
1968 people are still wary of Saguil's work. 
Perhaps she or. her work bas lost what .the late 
Fernando :. Zqbel described as a certain 
"whoopee" whatever that is. 

As ~pqn as or;ie enters the Ayala M1,1seum to 
view what is erroneously labelled .a$ 'recent 
works,' tbe painting which catches your atten
tion is a larg~ mural entitled "The Picnic". 
Painted in 1949 it can hardly be called recent 
but the ,two . paintings of this .type on view 
definitelv. has Zobel's "who.opee!" , . 

The young Saguil was obviously influenced 
by Fernando Amorsolo - the picnic has all the 
touches of Amorsolo rustic backgreund com
plete with carabao and haystack, a group of 
farmers and 'dalagang' Filipina eating under the 
shade of a large tree. Bright yellows and greens 
in Saguil's palette are really, forgive the pun, 
shades of Amorsolo! Yet, this is not a cheap 
Mabini imitation of the Maestro. The people are 
graceful blobs with faces Amorsolo would con
demn as horrible. "Whoopee" is produced by 
the naif feeling evident in a young Saguil unsure 

·;,,._ 
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Forgers would go crazy attempting to copy Sagu,ih °' · ,, .. 

works, which reflect the lone/iflfl$S of a life in exil,, 'a l~fe: , ~- , . 
devoted to the search fO! pllffection in an. ;: l .. 1 

of herself. A& this stage her . work is halfwav 
between the classicism she learned at the UP. 

, School of Fine Arts and the expressionism 
encouraged by Hernando Ocampo, Vicent~ 

, Manansala, Ro,meo Tabuena et al.. Who, !Ike. 
Saguil, exhibited and frequented Lvd Arguilla's 

' Philippine Art Gallery. All these figurative works 
· became a thing of the past when Saguil moved 
'to Paris and abstract art.' · 

Despite the incoher~nt grouping and selec
·tion of the works exhibited the show is given 
proper perspective by the two early Saguils 
'_'The Picnic" as:id "Vanity". People wi;lo have 
seen these rare canvasses wonder, why the 
shift and seeming obsession wit~ circles? The 
Ayala show could be seen as a quick survey of 
~~~~. . 

Using different media Saguil works on her 
circles. · Pen and ink work is meticulously 
rendered with hundreds of minute dots all 
moving to form certain shapes and patterns. 
Forgers would go crazy just attempting to copy 
Saguil's which reflect the loneliness of a life in 
exile, a life devoted to the search for perfection 
in art. 

One can tell when a certain painting was 
made from color and shape of the circles. ln the 
late 60's the color was blue, in the 70's there's 
a wide range of color end shapes when 

.. , ' :,,. ..... 
psychedelic' was in vogue. ,fn·· 1hec 80's lof 

which no paint!ng is repres~ritedi t~',dots. atl 
still visible, but grow.ing fai,n.t and sob wit~ 
pastel col~rs. ; , ·~ . 

Saguil's. watercolors : give · 1' hjnt of her: 
artistic destination. Circles ar, ·hot as defined 
as they are in her early oils' and Jbe·se '• as if 
thev were exposed to the "elements and left to 
dry because a large p_art ·o(th,t _paper is white.• 
Saguil is slo~tv moving, step·_bv-step i~to the; 
ultimate abstractioti - nothingness. Saguil. 
doesn't want to take the flitsy conc.eptual· 
artist's way out, she doesn't leave paper bfan~ 
she creates em.pty space bv creatin'g circles .. 
Dots dissipate into abstraction. 

Saguil is not successful in an art wo.-kf · 
which equates celebrity, media hvpe, and a fat·· 
c~eckbook with success.' In the solitude: of her 
Paris studio Saguil continues to pai(lt circles 
and dots with the ume viger with which she' 
created her kind of art in.the 60's. The Ayala! 
show despite its fauhs succeeds if people stop. 
to wonder why S~guil never stbpped painting, 
circles and dots inspite of the high bids for & 
retum to her figurative whoopee work. CircleS: · 
~nd dots are pasts in the artist's aesthetic and 
spiritual journev. · · ., · · 

. °'"' ! 

' .. J. • • , ~. y' 

- Ambeth ft; 0~, 
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CHILDREN'S ART EXHIBIT 
CCP Main Gallery 
Dec. ~ 1. - Jan. 18, 1986 

· "Filipino Folktales, Legends & $tori.es," an 
,xhi6ition of children's a~ (5 yrs. - 18 yrs.) 
was held from December 21 to January 18 at 
the CCP Main Gallery. Students from more 
than iwenty schools from ·Metro Manila, 
Quezon pr~vince, and Baguio City participated 
in the .exhibit organiJed by the Philippine Art 
Educators Association. Among the schools 
were Ateneo Grade School and High School, La 
Salle Greenhills, Colegio de San Agustin, Im
maculate Conception, Academy of Greenhills, 
St. Scholastica's Cpllege, Maryknoll, Inter
national School, St. Joseph's College, Lourdes 
School, Benedictine, Abbey, Xavier, Brent 
Baguio, and six elem~ntary schools of Quezon 
prOVff.lCe. 

The artworks presented were many and 
varied, featuring flatworks, framed paintings, 
sculptural pieces, collages and contructions. 
Materials used ranged from papier-mache, 
cardboard and bamboo to pastel, oil, crayons, 
cray-pas, technical pens, pencils and pentel 
pens. 

The Ateneo Grade School presented 
numerous flatworks qn illustratio~ board: car, 
tolina, and Bristol board. The Ateneo High 
School provided one of the most interesting 
sets in the exhibit, featuring painte~ pap1er
mache sculptures With yarn and cloth as 
accessories. Section I-A pr~sented large 
castles and hous~s made of bamboo sticks, 

corrugated and ordinary cardboard, glitter, 
yarn, matschsticks, and sequins. 

St. Scholastica's College contributed foil 
sculptures, flatworks and papier-mache 
sculptures. Xavier also presented sculptures, 
ceramics and corrugated cardboard carvings. 
Maryknoll' s presentation was one big comic 
strip illustrating the difference between good 
and evil. 

La Salle Greenhills High School works were, 
to my mind, a bit inappropriate for the exhibit. 
The exhibit was for kids, and kids · usually feel 
that paintings are for older people. I know this 
from experience. The La Salle students, 
however, came up mostly with framed pain
tings which may give the appearance of too 
much sophistication for a children's art show. 
The La Salle gradeschoolers somehow made up 
for this oversight by presenting ceramic and 
styrofoam creations. · 

International School submitted works made 
up of foam, raffia and pellon. All other schools 
submitted various flatworks, with those from 
Quezon province focusing on local legends 
such as narratives of creation or origins of 
towns in their vicinity. 

The familiar figures of Philippine folklore 
such as mfnananggals; kapres, tikbalangs, 
aswangs, dwa·rves, and witches dominated the 
exhibit. The artworks generally held the rather 
crude trademark of youth. The colors used 
were the usual colors used by children - bright 
and warm. The lines weren't very well defined, 
and conseq1.:1ently, neither were the features . 
The proportions and perspecti;,.e of the "real 
world" were rarely found among the artworks. 

There are more haptic artists than visual ones, because 
,their idfllls are colored by their feelings, while tending to 
disr~gard perspective and proportions of the real world. 

The sculptural pieces were mostly slanted and 
angular, denoting the action and restlessness 
of children. 

The state of Philippine children's art today is 
more developed than that of yesteryears, as 
can be seen in Ateneo's sculptures and La 
Salle's paintings. Also registering much 
sophistication were the works of students from 
Maryknoll, Xavier and St. Scholastica, who 
apparently worked exceptionally hard on their 
creations. 

As a result of said improvements and 
increased availability of more and fresher 
materials, children now find more ways of 
expressing themselves through the visual arts. 

An interesting point to consider, for in
stance, would be the scribbles made by 
children on walls and sheets of paper. Although 
parents sometimes find them annoying, art 
teachers encourage, appreciate and con
structively criticize such examples of children's 
art. 

Art experts believe that children's scribbles 
.are guides in gaining knowledge of children's 
problems and emotions. Most of the artworks 
showed.that their creators had secure and well
adjusted lives, seeing as how they were drawn 
and created freely and covered a larger amount 
of space. They showed the young artists' free
dom from inhibiting anxiety . Does this mean 
that despite all the worldwide problems, there 
are still those who have secure, well-adjusted 
personalities? 

The fact that there are many "haptic" 
artists and equally numerous "visuals" artists 
was exceptionally evident. A haptic artist is 
known to be one who draws,what he feels, 
drawing from an inner. not an optic reality. On 
the other hand, a visual artist is one who draws 
what he/she sees, which is the optic reality. 

It is safe to presume that there are more 
haptic artists than there are visual ones, 
because experts believe that haptic artists' 
ideas are colored by their feelings, while 
tending to disregard perspective and propor
tions of the real world . They simply draw what 
appears to be reality to them. It is the visual 
artists who have an inborn, inherent talent for 
observing and faithfully following the contours 
of optic reality. 

The creativity of youth showed that it knew 
no bounds by creating artworks ranging from 
creation myths like "Si Malakas at si Magan
da" to popular local folk tales like that of Lam· 
ang. The media used were similarly varied. 
Some artworks denoted action, humor, 
pacifism and serenity . 

One other observation is the fact that upper 
class private schools exposed their st•Jdents to 
more ways of creating art, and had more 
materials at hand. Does this mean that political, 
economic and social problems and repressions 
affect even the apparently immune field of art? 

The exhibit was highly entertaining, to say 
the least. The show was a creative affair of the 
kids, by the kids, and for the kids. Ask not what 
the kids can do for you, but what you can do 
for the kids, who are all honorable men. 

On the whole, the show expressed an abun· 
dance of feelings rather than examples of 
faithful representation. 

- Aya M. Yuson 

GALLERY CALENDAR 

CULTURAL CENTER OF THE 
PHILIPPINES 
(Roxas Boulevard, Manila) 

Main Gallery: 
February 22-March 31) 

YOUNG ART 

Small Gallery: 
Feb. 27-March 23 

SOLER 
April 4 - April 18 
Augusto Albor Transvisual W oi:k 

Museum Hallway: 
March 14 - April 18 

RODERICO JOSE DAROY 
Viewing the Numinous 

All CCP venues: 

April 4 - April 18 
ART AS A CROSSROAD 

AYALA MUSEUM 
Makati Commercial Center, Makati Metro 
Manila 

March 6-March 23 
Oriental Art Exhibit by Lee Chi Cheung 
and Hommon Youn 

April 03-April 20 
Ph!'.)tography by· Claus Jobes 

May 01-May 19 
Chinese Brush Painting by Susan F. 
Roces 

LUZ GALLERY 
Locsin Building, EDSA, Makati 

March 8-April 8 
Gilbert Magpantay 

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

March 21-April 27 
Ex-Change 
Berlin-Manila 

FINALE ART FILE 
Sunvar Plaza, Pasay Road, Makati 

March 18-April 2 
Danny Garcia One-Man Show 

April 4-April 19 
Popo San Pascual 
R.M. de Leon - Two-Man Show 

April 22-May 6 
Fil dela Cruz 

May 24-June 10 
Ang Kiukok 
Romulo Olazo 
Cesar Legaspi 
Mauro Malijng Santos 

GALLERY GENESIS 
Banco de Oriente Bldg., Shaw Blvd. 
Mandaluyong, Metro Manila 

March 14-April 6 
Kulay sa Tubis III 

April 18-May 10 
Danny Santiago 

May 21-June 14 
Landscape Group Show 

HIRAYA GALLERY 
U. N. A venue, Manila 

Mar. 14-March 31 
Lao Lian B'en 
Works on Paper 

March 21-April 5 
Banig: Mats from Samar 

MAA CONSULTANTS INC. 

provides advice on 

stockmarket investments 

light manufacturing 

financial planning 

trading 

mining 

poetry 

the visual arts 

R,m. 1,10S Pacific Bank Building. 
Ayala Avenue, Makati 

Tels. 85-01·77 / 816-01-02 / 816-01-37 
SS-89-11 Locs. 278, 284, 285 

WHY SAN JUAN? 
Because Juan Arellano. Becauae .Juan 

Ponce Emile. Becau• .Juan Tamed. 
Beeauae .Juan Serrano, that m-tated 16th 
century Spanilh aailor left by \Maaellan'• 
men in the illand of Cebu to be tortured 

. and- tattooed- on Ilia moat delicate~puu 
· by the reatleu natives. Beeauae Anton 

Juaa. , ' , 'l ~, 1 

.., Becauae, allo · and pdaclpaD,:/ .«>, tile 
bhbonthly'a office · ii in th~ btatorieal 

• ' toJJJJ. ; o( San :,u•, fonnerly of · Rizal 
. • Pro~ and DOW of .MetJo Mann.. .... ' 

PENGUIN GALLERY CAFE ...... "'1.'. An~ laltly, · becaulie, pa tli~y uy, · 
604 Remedios St. Malate, Manila '• · . wt.~ are t~e .-ate~ of~~ nee, ehem, 

March 7-April 7 
Tina Gonzales-'.. Installation, 
Xerox on Acetate 

MUSEUM OF PHILIPPINE 
ART 
Roxas Blvd. cor. T.M. Kalaw, Manila 

Apr. 18-May 10 
AAP Rotary Open Art Competition 

,i; l J· f ·an~ u auch they are ,very much like, the . 
' \celebrated Baptist, tb~.forerunqer -tbey . 

who offer their heads OD a platter each . 
t~e they ~ake art~' · , 

• l ' .. .. .. • 

SAN JU AN la a bilmontbly mapdaae dffoted w 
&be Yilual uu. n .,ia flee. Pleue do 'Dot pay uay 
fonn of lepl ten4er In exehan,e for this lnitia1 ...... , 

Uuollekecl lest and viauall •ould be 
aceoma,uded ' I,)' a •lf-adcbellled l&amped 
eDYelope w en .... lewm. A:dvertiNinenu ue 
aecepted at nominal ~t... fleue addna all 
lnqwdea w SAN JUAN 162-1141'. Alellano Si. 
San Juan, llebo ManBa. 

Editorial Board: Alfred A. Yuson, Marian Pastor 
Roces, Alfrredo Navarro Salanga. Cesare Syjuco. 

Pleae (Ue all llbel •ult• in the municlpallt)I of 
San Juan, Metro Manila. 



TWELVE QUESTIONS FOR 
LUCIANO CASTELLI 

l, There is a strong emphasis in your 
works on sex, violence and sexual 
violence. What are its roots! 

Jn my life, and in my work, sex· is a 
central point. The · violence is :only one 
aspect of my images. 

2. A significant part of your work is 
collaborative in .nature. This is unusuat 
as mt:lny artists appear to be. too ego· 
ce~.tric to work smoothly together with 
their colleagues. Does ·this spring 
naturally from your character, or is it <i 
more deliberate intellectual conception? 

\ 

I think it is part of my nature. But it is 
my good fortune that I am able to work 
together with other artists. It is not a 
deliberate intellectual conception. 

3, This coilabomtive aspect of your work is 
most obvious in your association with 
Fetting, Middendorf. Salome, and Zim
mer, who ' have been described as the 
painters of th~ "Moritzplatz gallery. " 
Does this reflect the nature of living in 
Berlin, or just the existence of a cohesive 
group of personalities? 

Because of t&e collaborative works that 
I did with Salome and Fetting I became 
more quickly involved with art and life 
in Berlin. · 

4. What was the· effect of moving from. 
Lucerne to Berlin on your art? Lucerne 
conjours up the idea of another fo.rin of 
pastoral paradise, whereas Berlin reeks 
of grimy urban reality. Yet, you settled 
there. _Why? 

I have been travelling around the world 
doing my work, and my ending up in 
Berlin was a beautiful accident. The 
grimy urban reality of Berlin fascinates 
~e. That is why ·1 am here. But Lucer.ne · 
now, from this perspective in Berlin, 
iooks much more attractive than it did 
when I was there. 

5. You recentlY. spent several weeks in the 
Philippi111.es, and this apparently in
spired your work for the "Piratin Fu " 
exhibit in September at the Gallerie Eric 
Franck in Geneva. What were your re
actions to the Philippines ? What 
flavours of life did you experie11ce? Did 

· ·~· you feel the intrinsic violence of the 
Philippine's current environment, or did 
you regard it more as a form of 
Gauguinesque tropical paradise? 

My recent Trip had a great impact on 
my work when I returned to Europe. I 
enjoyed all aspects of Pilipino life 
because it was new to me. The idea ·of 
"Pirate Fu" came from my love for 
Birgit. It was a "Gugainesque" 
experience for me artistically. 

6. You also made a Super 8 film entitled 
"Piratin Fu". What was the idea behind 
this film? Where and how was it made? 

The idea came from Birgit who had read 
the book "Pirate Fu" about female 
Pirates who worked in the China Sea. 
We went to the Philippines to bring 
beautiful work back. 

7. You will be holding an exhibit in 
Pinaglaba.nan Galleries in March of 
1986! What sort of works will you be 
showing? Why did you fee~ as an artist 
who is much in demand in Europe and 
North America, that it would be worth
while exhibiting in Manila? . 
I will bring my best new work to 
Paradise. 

8. you will be exhibiting in Manila in a 
large gallery space, and have expressed 
your desire to show with a number of 
Philippine artists whose work you saw 
·du.ring your recent visit. What attracted 
you to these particular artists? What 
was your impression of the Philippine 
·art scene, to the extent that you had 
some exposure to it? 

Most of all I was interested in the 
artists as people, and I find 'it more 
interesting to make its exhibition 
cosmopolitan. My impression of Philip
pine art was varied. 1 'saw many dif
ferent directions in Philippine art. This 
exhibition will ·attempt to show this 
diversity. That is why-the show is called 
"Exchange". 

9. You have made a .;,.umber of records with 
"Ceile Tierce, " an o~he'strd which was 
founded by Salome and yoursqlf. Is this 
a continuing project? D.oes· it in some 
sense relate to the genre df wor/l which is 
described in the visual. ,a71's ,a~ "per
formance"? To what e:Hent have your 
performance works such as "The Bitch 
and the Dog" and "Panther" ~een an 
outgrowth of psycholog'cal yearnings? 
Do performance and your painting 
merge in your personality to t~e extent 
that they become indistinguisable, as 
you live out your fantasies? 

The group is currently not performing. 
We call it musical, visual, performance, 
painting, and sculptural artwork. 

10. You m o. de a film, together with "Fet
ting ', entitled "A Room Full of Mirrors·: 
conveying the culture of the jungle and 
the savage. Were you looking for thi,,; 
last in the Philippines? 

No. 

11. Your ambivalence as to whether you ar<> 
Swiss or an artist, or a Swiss artist, or 
whatever, is often been commented 

· upon.Does this amoivalence remain? ls 
it still a matter of consequence to you? 

I am an Artist first and foremost. 

12·. It has been said that you have 'totally 
succumbed to the 'Rage de Peindre: J.t; 

this a fair and accurate statement? 

No, I do not feel [ have succumbed. 
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