
Shop 6: 101 Artists 

 

August 23, 1974. 101 artists went to Shop 6, a small, temporary gallery in the 

Kamalig Arcade along Taft Avenue in Pasay City.  They brought readymades, 

objects, scraps, recycled works, by-products, and discards. Evidently, there was no 

concern for polished appearances; rather it was all about process and material.  

 

Shop 6 was started by a group of artists – Roberto Chabet, Yolanda Laudico, Boy 

Perez, Joe Bautista, Fernando Modesto, Rodolfo Gan, and Joy Dayrit. Other artists 

who later joined the group included Danny Dalena, Eva Toledo, Red Mansueto, Nap 

Jamir, Nestor Vinluan, Berna Perez, Julie Lluch, and Alan Rivera. Their experimental 

14-week exhibition program featured “mixed-media works, constructions, situations, 

environments, and other exploratory projects” that question the basic foundations of 

art – what is art and what determines its value.  

 

The 101 Artists exhibition was a grand gesture for the group who dared to prod other 

artists to think of art beyond “that commodity wielded in oil and brush”.  Memorable 

works included a blind man, a yellow Volkswagen Beetle with a piece of leftover 

cake, a tree trunk with nailed branches, a canopy of toilet paper that extended from 

the ceiling to the drain. With no labels to identify their makers, the works were 

presented as anonymous objects that spilled out into the arcade’s parking lot. 

 

The exhibition echoed the early crisis in representation brought on by Duchamp 

nearly a hundred years ago, when he declared store-bought objects such as a 

bicycle wheel, a bottle rack, a snow shovel, and a urinal as pieces of art. By doing 

so, he exposed art as an autonomous institution, socially ineffective and completely 

removed from life. It is a “self-critique of art”, which seeks to reclaim art from the 

sphere of the bourgeois into the realm of the everyday.  

 

The readymade as an object of critique produces an instability not just in the 

hierarchies of art, but also in the ways we make meaning. When creativity is placed 

on the readymade industrial object, it undergoes a process of transubstantiation, or 

an act of translation and making meaning occurs. The object then becomes a mental 

figuration of a ‘possible’, a ‘possible’ that is neither ‘likely’ or ‘probable’, but a 

‘possible’ that is shaped by a physical caustic shift. It is a process that comes close 

to a spiritual act, as Duchamp has already hinted, for it necessitates a stripping 

away, a purging of our old ways of seeing and thinking about art. 



 

Duchamp further remarked that his readymades were created without “any object in 

view” and were done for the purpose of “unloading ideas” or “criticism in action”. One 

has to see these gestures not in the strict over – simplified binary sense, as ‘art’ or 

‘anti-art’, but rather as ‘an-artistic’ – “something in between, indifferent, existing in a 

void. To speak of beauty is irrelevant because they are inherently aesthetically 

indifferent. Their interest is not plastic but critical or philosophical”.  

 

Seen in the context of Philippine Martial Law, the 101 Artists readymade exhibition 

and the other incidents in Shop 6 also direct us into a reconsideration of what 

“protest” means, which is commonly defined by many according to overt political or 

ideological terms. Imagining the sprawl of objects in Shop 6 during a time of extreme 

repression, one is bound to ask - Is ‘protest’ a quality that is superimposed onto 

glossy painted images of poverty, war and corruption? Or is it a more complex revolt 

against the conventions of art and the powers that support it by using actual 

materials that are just as destitute and impoverished as the country at that time? 

 

The main questions raised by Shop 6 are contentious issues that still remain critical 

to this day. Majority of art being produced in the recent years are well positioned 

within the culture of commodity, and entrenched even further by the burgeoning sway 

of the market on contemporary art. The lack of alternative spaces and support for art 

is also an impediment for artists to freely explore possibilities in form and expression. 

The imploding industrialization of art has resulted not necessarily in better works, 

rather in the routinizing of the mind and the decline in true creativity. 

 

This year’s recreation of the 101 Artists exhibition in MO_Space is a reminder of 

these pressing concerns. It sheds light on a particular period in our history while 

calling for a reappraisal of our cultural values and ideals about art. It is a historical 

ballast against which we can gauge conditions that mark contemporary art, 

prompting us to a reconsideration of the provisional yet subversive nature of the past 

and its significance to a shifting, unstable climate of the present.  
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