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Meridians of Region:
Writing Art History and
Curating Contemporary
Culture in the Philippines
and Taiwan

by Patrick Flores

This research takes place in pandemic time between two sites
that had contrasting experiences with an elusive and persistent virus. The
Philippines and Taiwan are not geographically remote. In fact, the Philip-
pines is closer to Taiwan than to the countries in the region of Southeast
Asia to which it is made to belong geopoetically and largely through the
regime of the Association of Southeast Asian Nations or the ASEAN. On the
other hand, Taiwan continues to experience unease in being cited within
the discourse of East Asia and an expansive China, which stands at once
as a Great Tradition and a Superpower. In the face of a global emergency
brought about by COVID-19, the idea of research necessarily shifts to a
mode that does not aspire to completion or comply with the requirements
of conclusiveness, cognizant of physical restrictions and mental disquiet
brought about by an exceptionally fluid and uncertain climate of a remark-
ably transmissible disease. Rather, it tries to invest in a more open-ended
and contingent exploration of relationships between the two locations,
prompted or signaled by nerve endings which become relays of initial
and hopefully lasting connectivities. Such an approach to a cross-border
research in pandemic time presupposes at the outset a symptomatic
reading of the possible trajectories of the ecology in which the Philippines
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and Taiwan inhabit. These trajectories and channels are cleared, so to speak,
or relieved of their burdens or obsessions. They are anticipated to lead to a
series of arteries of interlocution in the very conduct of speculation.
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The project looks to acupuncture for inspiration as far as proce-
dure is concerned, motivated by its delicacy and precision, the quickness
with which it is executed and the lastingness of its effect. In acupuncture,
needles prick certain points in the body to open up meridians or pathways
of energy. In this broad scheme, research is imagined to be akin to punc-
ture, a delicate provocation of nodes through which the vitality of an entity
may pass, restore well-being, and enliven the body. There is a tension here
between the penetration of the surface at a particular depth and the desire
for that point in the surface to be released or be made sensitive through,
for instance, trembling. This is the outlook of the research: to find points,
dilate the meridians, and let a dynamic spirit pervade.

It is interesting to mention that while it was being introduced in
the Philippines, acupuncture was viewed by the World Health Organiza-
tion (WHO) in the context of a folk healing system and medical work in the
rural areas. This is important to consider in light of the characterization
of acupuncture as “traditional Chinese medicine,” which encounters in a
locality another knowledge system of well-being and a mode of figuring
out malady and vigor. According to a document from WHQ's Regional
Office for the Western Pacific: “Among the practitioners or the so-called
indigenous healers are the herbalists, the bone setters, the faith healers,
and the hilot (traditional birth attendant). To many rural folks, traditional
medicine is the principal source of health care. Even some urban residents
turn to traditional medicine especially when they have tried western medi-
cine and failed to get cured.”” The WHO traces the history of acupuncture
in the Philippines in 1972 “when a group of lady physicians went to China
on a cultural medical educational tour. They trained in acupuncture and
when they returned, they developed a course and taught local and foreign
doctors, in 1973. However, in 1975 the Professional Regulation Commission
banned the practice of acupuncture except for research, hence the private
practitioners lost interest. The ban was however lifted in 1983 and the
Board of Medicine allowed the practice of acupuncture by properly trained
physicians.” That acupuncture was deemed local and non-western pres-
ents a feasible strategy of beginning this research from a place that foils
the dominant culture or epistemology.

Austronesia

An important facet in this effort to posit a nexus between the
Philippines and Taiwan is Austronesia. The project looks to Austronesia
because it brings Taiwan and the Philippines together geographically and
geopoetically, and in terms of a migration history and the social formations
beyond the global wars, from the Pacific War, the Vietnam War, and the
Cold War. The project also considers Austronesia as a framework that can
offer a critical conversation with a kind of art history and curatorship which
mainly proceeds from western and continental norms. The Austronesian
perspective, broadly conceived, enables a more dispersed, archipelagic
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imagination that sheds light on colonial and post-colonial history through
discussion of the Cold War and the implications of modernity and contem-
poraneity in shaping the region, which in itself is a modernist contempla-
tion. The approach is partly comparative based on specific forms or events,
but it endeavors as well to suggest ways to move beyond the binarism of
the Philippines and Taiwan to foresee other relations elsewhere through
the three bodies of water surrounding these geographies and natural
histories: the Indian Ocean, the Pacific, and the South China Sea.

Austronesia is a geographical, biological, and a cultural sensorium.
Language is a prominent cipher that encompasses a sphere to include
Indonesia, Malaysia, the Philippines, Madagascar, Taiwan, South Vietnam,
Cambodia, the Mergui Archipelago off the coast of Myanmar, the Hainan
Islands in Southern China, Papua New Guinea, Melanesia, Polynesia, and
Micronesia. It is conceived of within a “phylogenetic” context that presup-
poses common sources in the lifeworld and the gene pool.? Of interest to
this research is the point of contact between an Austronesian context and
colonialism, such as Christianity in the Philippines, and the elaboration
of a folk or popular sensibility that has inventively struggled to co-locate
the, by turns, civilizing and generative “foreign” within the homegrown
and extensive “local.” More specifically, the concept of the mystical in
this production of the foreign and the local is intriguing in the history of
miracles in Philippine towns in which the image of a Catholic religion leads
to conversion both of the person and of the place: “Once these ‘miracles’
occurred in the locality of the previous rebellion, one seldom or never
finds another uprising occurring in that specific locality. By invoking the
mystical, the creation of these ‘miracles’ denoted that the specific vicinity
had become sacred due to divine intervention and that future political
action in that area might bring forth irreparable harm or even death.”

The other rubric in this research revolves around the concerns of
the assemblage of image, art, and exhibition within the broader discourses
of modernity and its exchanges between nation-states and across the
globe in the international and the global era. Image here does not only
pertain to “art,” but to the representation “before the era of art,” as Hans
Belting would put it, which is arrayed alongside the ascendancy of art as a
privileged object of contemplation.

The third node in this network of entry points into the matrix of
the Philippines and Taiwan focuses on the living tradition, which loops the
research back to Austronesia but this time bringing together the ethnic
and the contemporary as a conjuncture, and not as isolated formations
that become prone to the instrumentalization of either identity or global-
ization. The interface of the ethnic and the contemporary begins to picture
a theoretical framework that is more attentive to the animated affinities
between creative productions across the expanse of sensible forms and
agencies within an inter-species universe.
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To crystallize the propositions of this research, it constellates
instances of relations, some direct, others tangential, within the following
sets of ideas and practices:

Artists and the Work of Culture
Collections/Institutions as Material Laboratories
Exhibitions as Rites of Assembly and Accumulation
Phases of the Avant-Garde

The materials of the research include images, pages from books,
documents, memorabilia, diagrams, interviews, journalistic accounts, and
related ephemera that may lead to sources not conventionally regarded
as official references for art, culture, and history. It must be noted that
while this project acknowledges scholarship as an essential part of sifting
knowledge and staging its insight, it does not privilege it. It is rather made
to circulate within an ambit that is intuited curatorially, that is, envisioned
as a more nimble and agile, and most importantly, mutating matrix of
materials. A curatorial direction is interested in tangential proximities
rather than in direct associations or self-fulfilling causalities. It is alert to
the imbrication of the problematic of the material and the phenomenology
of its experience. It values a more performative disposition that is sensi-
tive to pressure points, to currents and lines of transmission, and is wary
of too much engineering in amassing and consolidating knowledge and
know-how. The skill or intelligence to be sharpened lies in sympathy and
curiosity, which may move towards solidarity and inter-subjectivity.

Artist

Ang Kiukok and Roberto Feleo are Philippine artists who incline
towards something that cannot be confined to the nation-state or national
identity. Kiukok’s Chinese heritage is always foregrounded in popular and
academic accounts of his art; and it is instructive how this Chinese-ness is
juxtaposed with the Catholic imagery that is very much part of his reper-
toire. For his part, Feleo, while working within the modernist art system,
looks to a pre-conquest archive of mythology to sustain his investiga-
tion into his cultural subjectivity as a Filipino. This archive is significantly
Austronesian and has informed the artist’s foray into various media and
techniques in his meticulous and wondrous attempt to build up a different
vocabulary of facture and image. The Philippines-Taiwan crossroad
emerging from Ang Kiukok and Roberto Feleo is enhanced by the various
ways by which their subjectivities are registered in exhibitions to represent
Asia and to make a mark in the art market. Feleo, for instance, was included
in a project on Asian modernism and Kiukok had exhibitions in Taipei. An
artist from Taiwan, Lee Shi-Chi who was in the circle of Kiukok, also exhib-
ited in Manila.
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Image

With the translation of mythology into visual form in the work of
Feleo, it is important to stress that creative form cannot be reduced to or
explained away by “art.” There must be adequate attention to the image
and its circulation in folk and popular culture, and even in the modernist
construction of “religious art.” In this research, the interaction between the
images of Mazu from China and Our Lady of Caysasay from the Philippines
proves pivotal because it clarifies the traffic between two forms of image
construction and image dissemination. Scholarship posits resemblances
between them, and devotion has cut across both Chinese and Philippine
identifications as seen in the Mazu Temple in San Fernando, La Union in the
Philippines and the temples dedicated to Mazu in Taiwan.

Institution

The accretion of images in the course of time assumes institu-
tional form through collections and situations of gathering, like archives,
libraries, and residencies. This project speaks to this logic and tendency in
the formation of Museo de Oro and the Summer Institute of Linguistics.
The analysis of institutional life is germane to the design of this research,
but it only makes sense if the agencies at work within the institution are
part of the narrative. In this respect, folklore and the story of weavers
become indispensable.

Exhibition

The modernity of art in the Philippines was subjected to the anxi-
eties of locality. An exemplary gesture in this regard is how the critic and
collector Aurelio Alvero viewed the question of abstraction and identity
through a reconsideration of the term “non-objective” and the alternative
to the appellation of the country and nation-state, which is the Philippines,
in the form of Tagala. Such a maneuver by Alvero demonstrates the impor-
tance of overcoming the binary between the local and the international, or
abstraction and nativism. Both can be mutually transformed in response
to the desire for self-consciousness. Central in this case is how Alvero
invests in the term Tagala to replace the Philippines. Tagala becomes a
cultural discourse and a cultural politics that address the need for distinc-
tion. It must be stated that the exhibition as a space and a device played
a critical role in marking Tagala as an art world, which the monograph The
First Exhibition of Non-Objective Art in Tagala unravels. The First Southeast
Asia Art Conference and Competition in 1957 was also seminal as it gathered
artists from the region and the United States, including Chang Shang-tse
from China and Ran In-ting from Taiwan. Their works are described in the
catalogue as “contemporary Chinese paintings” and came from the private
collection of Ambassador Chen Chih-mai, loaned for the exhibition.
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Exchange

Finally, the movement of modernism within Asia can be articulated
through the exchange of exhibitions between the Philippines and Taiwan.
The presentation of the works of The Fifth Moon Group in two spaces in
Manila in 1967 testifies to the interaction between art worlds and their
articulations of modernism and the avant-garde. It also resonates with Ang
Kiukok's rumination on the “Oriental.” Yu Kwang-Chung, writing on the
Fifth Moon exhibition in 1964, stages the term “clairvoyanicism.” According
to him, “it tries to continue the Chinese tradition on its return to the
Orient...It is neither geometric abstractionism nor abstract expressionism...
Our ideal work is not a momentary outburst, but an eternal crystalliza-
tion...So long as we live here...here is the Orient, here is the whole world."

The 1960s in Taiwan was a climate of experimentation among artists
who turned against the grain of tradition and explored the language of
abstraction. Fifth Moon was one of these coteries, and it exhibited in Manila
in the spaces of influential taste-makers and cultural figures. Arturo Luz, the
visual artist of abstract persuasion, and F. Sionil Jose, the writer of sprawling
Philippine social sagas, set up galleries in Manila. Luz founded Luz Gallery
in 1960 and Jose opened Solidaridad Gallery in 1967. As Pai Chiu describes
the Chinese artists at the threshold of the contemporary in 1968: “They have
been pricked to the point of bleeding by the newness of foreign painters."®

This research seeks to pursue the condition of “pricking” and
being “pricked” as a condition of provocation and inspiration. It reveals
the vulnerability of the nerves, their exposure to the atmosphere and the
agencies of myriad forces. It is akin to tapping the vein of a well-spring of
liveliness. Located within an incipient collaboration between the Philip-
pines and Taiwan, the project modestly proposes a framework for future
inter-cultural and transdisciplinary efforts that confronts the swarm of
material and their attendant registers and appreciates the nature of their
materiality. It is this nature that excites thinking, feeling, and making. It
choreographs the movements of the academic and the curatorial so that
both attitudes gain from both intellectual intensity and imaginative alac-
rity, and inevitably, of creating a third moment in which a modality no
longer rests on the duality between critique and affirmation but rather on
the many reconstructions from within.
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A Preliminary Exploration of
Artistic Exchange Between
Taiwan and the Philippines:
The Taiwan Perspective

by Chiang Po-Shin

The focus of the current project begins with two maritime countries
that are closest to each other geographically, but which remain worlds
apart in mutual understanding. Taiwanese art has long been regarded as
a recent stage of Chinese art. With the lifting of political restrictions in the
1980s, a maritime historical view diverging from the continental historical
view came to the fore; and the art world gained a renewed understanding
of the developmental history of art through geographical relationships
and global perspectives. With the rise of the post-colonial discourse in the
1990s, a dialogue on Asian art history and contemporary art has gradually
emerged. However, whether in academia or in museums, Taiwan remains
unfamiliar with the contemporary art history of individual nations, which
limits the possibilities of collaborative dialogue with neighboring countries.

Based on this epistemological dilemma, and due to the long-term
absence of research on the regional history of Asian contemporary art,
we will attempt to explore the possible links between Taiwan and the
Philippines from several possible perspectives as points of entry, includ-
ing travel, education, religious beliefs, exhibitions, and so on. Speaking
broadly from the perspective of visual culture, photographic images left
by explorers from the West are the product of travels from Fujian and
Guangdong in China, from Taiwan to the Philippines, and further afield to
Southeast Asian regions. Photographs taken by them in the Jiasian dis-
trict and in Ta-kau (historical name for Kaohsiung), and various locations
around Southeast Asia are all part of that journey.
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I. The Southern Belt of Xiamen, Fujian

From the perspective of twentieth century artistic development, the
encounter between Taiwan and the Philippines may have been earlier than
imagined. Influenced by contemporary art under Japanese colonialism, it
was generally thought in Taiwan that Japan after the Meiji Restoration was
the first civilized country in Asia to absorb Western modernism and modern
art, and to have direct influence over Northeast Asia. However, little atten-
tion has been given to the Philippines which, under Spanish colonial rule,
was exposed to European art much earlier and was more advanced in its
history and achievements. In addition to studying abroad in Japan, the Phil-
ippines had been an option for studying modern art in Asia. As early as the
1920s, Filipino artists and sculptors were offered positions at the Xiamen
Academy of Fine Art, which was established in 1923.

As noted in the Commemorative Journal on the 10th Anniversary of
the Xiamen College of Art (1933), it was an alumnus of the University of the
Philippines College of Fine Arts, Huang Suibi, who first founded the Jenlu
Art Studio in Xiamen, with aims to teach Western painting. Due to the
rapid growth in the number of students, he saw a need for a specialized
school—a view shared by artist Yang Qingtang, who had recently returned
from his studies in the Philippines. Jenlu Art Studio served as their head-
quarters as they laid out plans for the Xiamen Art Academy, which was
officially established and opened in September 1923. Huang Suibi served
as the principal; Yang Qingtang served as the director; and Dutch sculptor
Hyrathia Carvalho (fig.1), who trained at the University of the Philippines
Sculpture Department, was hired as the dean of the academy’s Sculpture
Department. Renowned artist Lim Hak-Tai, who later founded the Nanyang
Academy of Fine Arts in Singapore, was recruited as director of the Art The-
ory Department, and Zhou Bichu who returned from studies in France was
appointed director of the Western Painting Department. Although this was
a small-scale private school, it was a remarkably unique context to have
brought together alumni from the University of the Philippines as the core
team in the system.’

In addition to the Philippines, the Xiamen Academy of Fine Arts
also has deep ties to Taiwan. One of the early directors included the
Taiwan-born physician Weng Chun-ming, who resided and practiced in
Xiamen. Weng was a major contributor and had donated funds to expand
the campus. In 1930, the school was renamed Xiamen College of Fine Arts,
and in 1934, the Taiwanese artist K.K. Lim, who grew up in Gulangyu, was
recruited upon his return from the Haute Ecole d'art et de design de Genéve
in Switzerland, and took over as the school’s principal in 1936. He in turn
recruited the Japan-trained Taiwanese artist Chang Wan-Chuan, whose
students included artist Hsieh Kuo-yung of Tainan, and Chuang Shu of
Kaohsiung. The academic circles of Xiamen College of Fine Arts connected
Taiwan and the Philippines, forming a uniquely Southern artistic context.
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I1. Folk Images

Prior to the Second World War, Taiwan and the Philippines shared
a common point of origin that subsequently diverged in development:
Mazu. With origins in Southern China, the female deity Mazu, known as
“the Madonna of the Seas,” was brought by migrants in that era to bless
them on dangerous migratory journeys, and gained devotees throughout
Taiwan and across Southeast Asia. A discussion on the spread and evo-
lution of Mazuism could begin by tracing the origins from folk activities
such as incense offerings and pilgrimages; however, although the migrant
experience is common to both Taiwan and the Philippines, the role of Mazu
produced contexts that diverged entirely from its origin due to the dispa-
rate perspectives of the colonists. In 1934, the author Mitsuru Nishikawa
(1908-1999) founded the Masoshobd Publishing House at his private resi-
dence and distributed limited editions of the periodical Mazu (Maso §518).
In the following year (1935), he published his first poetry anthology, Mazu
Festival (Masosai: shisha #51H%%:55 £, fig.2), the content of which was not
an exploration of religious beliefs, but embodied a point of view specific to
the colonists.

Mitsuru Nishikawa was a Taiwan-born Japanese. Growing up in the
atmosphere of the south, he often wandered around Tainan City and folk
temples in his youth. Upon returning to Tokyo, he entered the Department
of French at Waseda University where he was profoundly influenced by
modernist romantic literature. He returned to Taiwan after graduation and
began to develop poetry and novels that amalgamated romanticism with
folk interest. In 1935, Nishikawa joined artists Tateishi Tetsuomi and Yataro
Miyata in establishing the Creative Printmaking Association. Yataro Miyata
illustrated many of Nishikawa'’s literary works in the years that followed.
Their collaboration on the Mazu magazine continued until 1938, for a total
of 16 issues; with 300 copies printed for each issue. These were published
on rice paper, sometimes with ceremonial gold- and silver-foiled paper as
decorative inserts. Tateishi Tetsuomi's literary style was vibrant, and often
drew from Taiwanese folklore. Mazu was among his key creative motifs.
Under his pen, the ceremonial rituals at Mazu temples are imbued with

exotic local color, and he often referred to Mazu as the “Dazzling Matron"—

the colonist's sentimental point of view is impossible to ignore.?

The worship of Mazu's image was once forbidden under Spanish
colonial rule in the Philippines. Chinese migrants to the South substituted
images of the Catholic Madonna as their object of worship. In this act of
smuggling/replacement, a completely different context of worship was
produced. Meanwhile, folkloric imagery became mass publications that
captured the focus of Taiwanese artists during the war. During the Pacific
War of the 1940s when Taiwan was at the center of the Greater East Asia
Co-Prosperity Sphere as the base for Southern Expansion, artists found
abstract elements from folkloric images from which artistic viewpoints
unique to the prevailing times emerged. Examples of these were publi-
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cations such as Yen Shui-long and Mitsuru Nishikawa with Taiwanese Folk
Customs (Minzoku Taiwan RR{&Z7) magazine; as well as Chuang Shih-ho
and the Taiwan Art (Taiwan Geijutsu Z7&Z£4i7) magazine. The most influen-
tial among these artists was Chuang Shih-ho, who hailed from Pingtung

(the county in Southern Taiwan closest to the Philippines.)
II1. Southern Abstraction

While furthering his studies at Japan’s Tokyo University of the
Arts (Tokyo Geijutsu Daigaku) in 1939, Chuang Shih-ho encountered the
Bauhaus movement, the avant-garde surrealist Ichiro Fukuzawa, and the
abstract art of Saburo Hasegawa. During the Second World War, Japan
rapidly absorbed American modern art, and concepts on abstractism
were catalyzed by exchanges between Saburo Hasegawa and the Japa-
nese-American artist Isamu Noguchi, contributing to Japan’s fusion of its
own traditions with American constructs of abstract art perspectives. After
the war, as heir to this modernist genealogy, Chuang Shih-ho also devel-
oped abstract works around the theme of temples, and participated in the
new art movement of the early 1950s by teaching and through exhibition
practice. By organizing one of the most important official exhibitions of this
period, the Free China Arts Exhibition, Chuang and exhibition founder Hou
Tieh-Hua constructed Taiwan's abstract art in the early post-war period.

After the Free China Art Exhibition, Chuang Shih-ho continued to
influence young artists in southern Taiwan through his critical writings
and organization of painting associations. For instance, he joined Tseng
Pei-yao and others to found the Free Art Association, which brought
together artists with common interests. Among them, Tseng Pei-yao’s
work began from fauvism as a point of departure to develop into abstract
paintings combined with folk art. Recently uncovered historical records
suggest that his stylistic shifts exploring states of life were likely related to
his response to cohorts being victimized during the White Terror period, as
lament for the displacement and young lives lost under martial law, and in
search for spiritual sustenance by turning to folk beliefs. Differences could
also be discerned between artists born in mainland China who arrived
in Taiwan after the war, and the generation of artists who were born in
Taiwan and grew up after the war—many of whom tended towards inspi-
ration from folk temples.

Another key postwar current was the Ton-Fan Painting Association
established in 1956, along with the Fifth Moon Group founded in 1957 (the
same year the Ton-Fan Painting Association held its inaugural exhibition),
the Modern Printmaking Association established in 1958, and so on, that
propelled the postwar modern art movement. Young artists vied to partic-
ipate in the Sdo Paulo Art Biennial in a call for works held by the National
Museum of History, and many went on to receive recognition for interna-
tional selections and awards, gradually forming a “new painting” trend.3
The founders of these art societies were mainly young students, members
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of the military, and educators, with a noticeable generation gap from
educational bodies such as the National Normal University and Fu Hsing
Kang College with control over national resources, as well as exhibition
institutions and their principals including the Provincial Art Exhibition, the
United States Information Service, and the National History Museum. In
the early Cold War era prior to the mid-sixties, Taiwan government policies
managed artworks and artists separately in international art exchanges. As
there were few opportunities to travel abroad, senior domestic artists were
more often invited on tour, but works by younger artists were the focus for
exchange in order to vie for international prizes and to compete against
the People’s Republic of China for representation.

From this perspective, artist Ran In-Ting's participation as a repre-
sentative of Taiwan at an Asian arts conference held in the Philippines in
1957 was consistent with the same diplomatic strategy. The conference,
titled “The First Southeast Asia Art Conference and Competition,” was
organized by the Art Association of the Philippines (AAP). Among the first
generation of artists in Taiwan to receive training in New Art, Ran In-Ting's
work was admired by artist Kinichiro Ishikawa, the pioneer of modern
Western painting in Taiwan. Like Ishikawa, watercolor painting was Ran’s
chosen medium of expression which won him accolades at official exhibi-
tions. Despite his public school background, Ishikawa’'s recommendation
enabled Ran to hold and excel at teaching posts coveted by many of his
contemporary artists who had studied abroad. After the war, Ran served as
chief editor of The Harvest magazine. This periodical promoted agricultural
policies through artistic editorials, and was published by the US-funded
Joint Commission on Rural Reconstruction. In other words, Ran In-Ting was
able to fully realize his talents in a broad range of arenas beyond that of an
artist even under different regimes. He presented his own work, Ducks, as
a gift to the then-president of the Philippines (fig.3), which was a part of a
series of actions taken by the Taiwanese government to consolidate diplo-
matic relations in Southeast Asia. He also participated in the Thai National
Expo and the Saigon Art Exhibition in Vietnam in the same year that the
Fifth Moon Group was established and held its inaugural exhibition.

The Fifth Moon Group was originally formed in order to exhibit
works by graduates of the Department of Fine Arts at the National Normal
University. Its members initially advocated a complete Westernization
to overtake Western abstract art, as evidenced in the initial English
translation of the group as “The May Painting Society,” paying homage
to the Salon de Mai in France. However, as the group shifted towards a
fusion of the East and West, the group’s English moniker became “The
Fifth Moon Group.” Members were harshly critical of the conservatism of
earlier generations of artists, and actively sought opportunities to ‘inter-
nationalize.’ In addition to official exchange exhibitions, the society’s
first international forays began with their geographically closest neigh-
bor in Southeast Asia: at the Hong Kong International Salon of Paintings
(fig.4). Several artists were selected for exhibition and awards and had
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opportunities to network with important Hong Kong artists such as Lui
Shou-Kwan and Wucius Wong.

Subsequently, the most important overseas exhibitions, with the
exception of the United States, remained in Southeast Asia, including in
the Philippines. With the prewar overseas Chinese network as a connec-
tive channel, the Philippine Overseas Chinese Art Association organized
the Philippine Artists League exhibition in Taipei, Taiwan featuring over a
hundred works shown at Taipei’s Chungshan Hall, as well as in venues
in Taichung and Tainan. The exhibition was accompanied by ten visiting
overseas Chinese artists: Ding Pinglai, Wang Wenyen, Wang Lipu, Ju I-Hsi-
ung (1923-2012), Ang Kiukok, (1931-2005), Shi Qingquan, Zeng Jielai, Cai
Yaqing, Cai Huichao, and Tsai Yun-Cheng, who met with Taiwanese artists
Wang Lan, Max Liu, De-jinn Shiy, Wu Hao, Lee Shi-Chi, and others.*

IV. Abstract Art Exchanges between the Philippines and Taiwan

In March of 1962, an official exchange was organized with a visit
between the Philippines and Taiwan. The 11-member delegation, traveling
under the banner “Philippine Writers' and Artists’ Visit to China,” consisted
mainly of members of the Art Association of the Philippines (the aforemen-
tioned sponsor of the conference attended by Ran In-Ting in 1957), and the
Philippine Chinese Literary Arts Association.> They were officially received
by the Chinese Writers’ & Artists’ Association, including the overseas Chi-
nese artist I-Hsiung Ju, who had led several previous exchanges between
Taiwan and the Philippines.® Among the visiting delegates were founder
and chairperson Purita Kalaw Ledesma (1914-2005) of the Art Association
of the Philippines; novelist and professor of literature N.V.M. Gonzales
(1915-1999) from the University of the Philippines; the preeminent art-
ist and professor Vicente S. Manansala (1910-1981) of the University of
Santo Tomas; Philippines Free Press literary editor Nick Joaquin (1917-
2004); former chair of the Art Association of the Philippines and notable
gallery director Arturo Rogerio Luz (1926-2021); the preeminent sculptor
and University of the Philippines professor of sculpture, N. Veloso Abueva
(1930-2018); as well as Shi Yingzhou; I-Hsiung Ju; Cai Jingfu; Ang Kiukok;
and Chow-Soon Chuang. With the exception of I-Hsiung Ju, who is from
China’s Jiangsu Province, the remaining overseas Chinese in the group are
from Fujian province (mostly from Jinjiang County).

From March 28 to April 8, the visiting delegation of Philippine writ-
ers and artists exhibited ten carvings and 40 Western paintings. Sculptor
N. Veloso Abueva also ceremoniously presented one of his works to the
museum. The list of works was recorded as follows:

Name Title of Work Media

N. Veloso Abueva Carabao Bronze

N. Veloso Abueva Code of Kalantiaw Aluminum
N. Veloso Abueva Buoyant Sculpture Brass

INTRODUCTIONS

z
(o)
Y
w
x
w
(o)
n
z
<
a]
x
w
2



g2k (N. Veloso Abueva, 1930-2018) %1% iizEM R — B =15 1K N. Veloso Abueva Turtle Coral Stone
Bl HERBIEHIIASZ -EEF/H MR- EATEIIHA  HERIAEE (25 Besana Corazon Abstraction Wood
BIIREAN) ° Jose Flores Composition Adobe
Froilan T. Madrifian Composition Wood
=ZRZ+N\BEmNANR EREEXZEFERTLEERDMZ T Ildefonso Marcelo Fish Wood
B AEA0MHER DMKEERE — B ERGER B ERERETM Vicente Manansala Figure Wood
BWTF: Renato Rocha Friends Wood & Concrete
Guillermo Tolentino  Pinaglabanan Plaster
ERTER 1EmBis WA Ting Ping Lay Woman Plaster
Stk JEREKSF =R Lee Aguinaldo Interior on Flat oil
CE k4 REEREH itz Ang Kiukok Still life in Blue Enamel
EEfA{k IR =i Ang Kiukok Crucifixion Enamel
Rk £ ] HREAA Rodriguez-Chabet Table with Red Form  Gouache
BRIRR EHE AZl Rodriguez-Chabet Still Life Gouache
R E -4 TIF Florencio Concepcion Bell Tower in Blue oil ‘g
EERE 595 ARZ| I Hsiung Ju Woman with Papaya  Woodcut 0
EEE ==\ AZ| I Hsiung Ju Bathers Woodcut 5
SR i ARZ I Hsiung Ju Sun-Moon Lake oil 2
BT EA AMEGRE L Jose T. JoyaJr Dance of Youth oil 0
p Ean ok AL a5 Cesar Legaspi Musicians oil =
o TEHx ZA o= Arturo R. Luz Sun-Motion Enamel z
B AEFE TH¥ Arturo R. Luz Pisan Scene Enamel
AR E R = Vicente Manansala Bottle Gatherers Enamel
H R = RE J. Elizalde Navarro Cold Harvest oil
EEHE STFRAEERR B¥ Hernando Ocampo Yoga oil
EEE Y B¥ Cenon Rivera City oil
& BEEME EGiEE THE Manuel Rodriguez Circus Riders Serigraph g
+ h—1f HARERA P Fernando Zobel Saeta XVI oil 5
M Sk—1f AAE AR Fernando Zobel Cavite oil .
- K1 HRE pib .
e Tt BEZE HE In addition to the artists in the visiting delegation, the works of :
; ZEhNAFLEE S S a number of important abstract artists of that era, such as Jose T. Joya Jr z
- =823 HE rE (1931-1995) and Fernando Zobel (1924-1984) were also included in the <
Bk EbRER = RE exhibition. Members of the delegation visited various institutions over the 2
SHIVRL BiRE = two-week period, where they gave speeches on important topics that could w
40 FLZR EISHFE SHF serve as positive examples for modern art in Taiwan; for instance, Ledesma 2
HEREE HHiIm SR spoke on “Art in the Philippines”; Manansala spoke on “Concepts of Modern
BN W ¥ Art” and “Modern Art in the Philippines”; Abueva spoke on “Contemporary
R EEEEF 45HR Sculptural Concepts” and “Modern Sculpture in the Philippines.” Of these,
EE® Al XVI HF an introduction on Ang Kiukok revealed a hint of nationalism: “Combining
KEE®W FROK i H¥ Eastern mystique with Western technique, there is a modern flavor to his

PREAEEEMRZIH PR ZFFEEEREEMRERNAEH
(José T. Joya Jr, 1931-1995) B (Fernando Zdbel, 1924-1984) &

implicit style, a strength within the tranquility. The emphasis is on compo-
sition and completeness of technique, while color plays a secondary role.”
Fifth Moon Group member Yang Yuyu, who accompanied the

MR —RZE-pRHEEENMBNRE ZUNEEERESHHBERE
o BIEN : RIBHT R RGBT IFRE XM SV EIRSB I IRAEM 81 [5E=2

Philippine art and literary delegation on their tour of Taiwan, was invited
by the Manila overseas Chinese leader Yang Yizhu to travel to the Philip-
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EMIRAE) D oRR RAREMR  TERENRAREI SEERE
EHEERAZEAERBRENER -EP SHRENNER TR ZR
WRADZKRITN—E HARSEZTERARK Lz hRNE - EEE
BRTBE I MBEREREZ ML AT RIS REEENNNE-

ERESEERFFEEXEFEE2FN LA EEREHER IR
F(1963) BT BRNEFEMBRIZE AIAEFEEAHBEG AR HE
WEGHMAERME AT - HRESENEELNER BREFT IR 7B
EEERE SR EERNRMETRR R M 1964F  RAHPUTER E XK
(Clairvoyancism) Wil tE A LB EEHEXSHKREETRHERNE
IR E— IR AR (RAFHRZEZZ AR BARAEMNNERESR
i & Zef ) (negative space) B &M E®EME (monochromatic) ¥
TN AR ERE AR ESENERNE LB MR EEER—TIRENT
B ERFAEPABNIEE BRAFER ERIRNHERAAREEERH
PR Y I R E M o SR S EEM R EtE ELHBREMNASR
(reality) RYzmtio

GRAPHIC ART BY THE CONTEM PORARY CHINESE ARTIST

\\m;'*-m —‘;*:bf‘af'#
b 4 :
1, K'::I i

&5
Fig. 5

FA—HE1962FFHENFEEERREMAEEAE L FIERHE
LB (Luz Gallery) thpi #1967 F A A G R B EHEMEEERLIFRE
NWEERRERC16TFE—ENLAZER WEETXRNEEZE MM -AI—F
(1966) AR EEMEEM BB HI HEHEESER B EHRBETHEW

pines the following year (1963) to complete a commissioned sculpture.
During her visit, Yang Yuyu presented a slideshow of works by other Fifth
Moon members including Han Hsiang-Ning, Hu Chi-Chung, and Chuang
Che to positive acclaim.” At the time, the Fifth Moon Group was in need of
an academically-based discourse for international exchange. In 1964, the
poet and critic Yu Kwang-Chung attempted to seek out a spiritual basis for
abstract art in the Eastern tradition through the concept of Clairvoyancism.
Differentiated from (or in Yu's words, “dissatisfied with") the formalism in
Western modernist art, he begins from perspectives of dichotomies such
as negative spaces and monochromatic tendencies to describe the stylistic
characteristics of the Fifth Moon Group. This type of “abstractism” attempts
to circumvent disruptions of all content in pursuit of what Yu described as
“classical” and of an Eastern spirit. Clairvoyancism thus became a theoret-
ical foundation for the Fifth Moon Group in international exchanges. From
this, Taiwan’'s postwar art world began to produce discourses on abstract
art and reality.

Meanwhile, Luz Gallery, managed by artist and gallery director
Arturo Rogerio Luz who was in the 1962 Filipino delegation to Taiwan,
subsequently became an important point of convergence for the 1967 Fifth
Moon Group, as well as for visits Taiwanese artists who exhibited in the
Philippines in the years to come.® The Fifth Moon Art Exhibition in 1967 was
also an important turning point for the development of the organization.
The year before, principal Fifth Moon members Liu Kuo-sung and Chuang
Che received the John D. Rockefeller III Foundation grant to visit the United
States for two years. That same year, Professor Chu-Tsing Li at the Univer-
sity of Kansas curated the exhibition, New Traditions in Chinese Shanshui
Landscapes, inviting Fifth Moon members including Liu Kuo-Sung and Fong
Chung-Ray to tour with the exhibition in the US; as such, the Fifth Moon
Group pivoted its development goals towards the US. As a result, the 11th
Fifth Moon Art Exhibition in 1967 was held at the English Language Press
Gallery in Taipei with only seven members participating: Liu Kuo-Sung,
Guo Yulun, Chen Ting-Shih (figs. 5 and 6), Fong Chung-Ray, Yang Yuyu,

Hu Chi-Chung, and Han Hsiang-Ning.® Among them, Chen Ting-Shi, Fong
Chung-Ray, Hu Chi-Chung, and Han Hsiang-Ning each published an English
catalogue of their paintings (as did Lee Shi-Chi of the Ton-Fan Painting
Association). All of the members sought to develop overseas, and as a
result, the exhibition in Manila seemed especially important.

The exchange of abstract art between the Philippines and Taiwan
continued through 1971, when an exchange exhibition was held between
Yang Shounan, Dai Qinghan, and Cai Huichao from the Filipino Chinese
Arts Association and the Chinese Painting Institute of Taiwan. Chinese
works were the main focus of exchanges during this period. When Taiwan
and the Philippines broke off diplomatic relations in 1975, the previous
method of exchanges through overseas Chinese and government links
was discontinued, and private efforts through the Printmakers Art Gallery
and the Asiaworld Art Center, both under Lee Shi-Chi's direction, became
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£ Rk ERRERTASNEMERBEFTESE LI T THELIKEHE
fI—R BFEEREIEMNVEEFSIARZKERY - EI AAEEER
BEEAREAZEHSHMNER - FIL 196TENFILERAES BANMES
BRI Fr R E R ET BEA BN BB MR BRE B EE HEEPE
P BHAESEAZSRCHP LASEHNRES(B5 6] EEE TP 8
HEZBHRT —FEXEAEMH (MARSEGHZFHETIRE) - REELIA
HENEEAER AMERANRERSHEER

HT19715 FEEEESE MR BRI MAJEEEMHS
ENGSE - BER - REBZENESENTHRZESG IR REL ) IR
MEUEAAFTERR1ITSFEEIFER B RSN EFBERBEHFERNIIMIE
RHPED AU REEH T T ENRERSEF REEMPOAE 19784 1ih
SRR ER TR e At BEfiThe Gallery Hyatt RegencyZ## 131
REIREMNA R BEREEBELBEBCRI MBI HEE KA 1980 F K E3E
EMR ARG IR RE S EREEEE R ERE G EREREHE
HHERAEREIE 1981 1985F AV FE~ 1980F A F’ (Mauro Malang
Santos, 1928-2017) ~19814F BRI & (Romulo Olazo, 1934-) ~19834HY
Z2nHrtE (Cesar Legaspi, 1917-1994) 019854 » IRz 4.0 THRFEIR
RERIBRAMS BE 7 RMHTLE - F# - REMS (Manuel Baldemor, 1947-)
“BIL BRI R JEE (Pacita Abad, 1946-2004) £ (I EMK > TR ELEE
MREBEHNIBOERNEBERE EEEE—THRH

centers for exchange. In 1978, Lee traveled to Manila with Chen Ting-Shih,
Li Chaozong, and Yang Chihung for the Joint Exhibition of Modern Printmak-
ing at The Gallery Hyatt Regency. Later, with their shared experiences of
diaspora, he and Ang Kiukok became pivotal figures for artistic exchanges
between Taiwan and the Philippines in the 1980s. They invited a number of
important artists from the Philippines to visit and exhibit in Taiwan. Those
who held solo exhibitions at Printmakers Art Gallery include Ang Kiukok in
1981 and 1985; Mauro Malang Santos (1928-2017) in 1980; Romulo Olazo
(1934-) in 1981; Cesar Legaspi (1917-1994) in 1983, and so on. In 1985, the
Asiaworld Art Center launched with the Sino-Philippine Modern Art Exhibi-
tion at its grand opening, featuring seven artists including Cesar Legaspi,
Manuel Baldemor (1947-), Arturo R. Luz, Romulo Olazo, and Pacita Abad
(1946-2004). The reverberating influence of these artists and exhibitions
since the 1980s deserves further exposition.

Conclusion

To sum up, the artistic exchange between Taiwan and the Philip-
pines perhaps began as early as World War II. Opportunities for exchange
were perhaps more likely through a third location such as Xiamen and
other treaty ports, or border zones such as the Shanghai concession, rather
than on the colony of Taiwan with an absence of museums and art schools.
Artists who traveled to and from countries in the East Asian Pacific Rim
region might have interacted during their brief stays. Of course, these
interactions were intermittent and scattered, making long-term impact
difficult. As a base for Southern Expansion during the Pacific War, Tai-
wan's perspective as colonized produced imaginations on Mazu and other
folkloric themes of Southern exoticism from the viewpoint of an ‘intimate
stranger’ drawing from the enormous archive of folk culture. The life
archives from folk culture also became a source of nourishment for local
artists after the war.

The major devastation caused by the Second World War in both
Taiwan and the Philippines, and the experience of postwar trauma cata-
lyzed an internal connection in the abstract art in both countries. The sight
of cities turned into rubble, and of fields of corpses seen during the war
also provided artists with non-figurative stylistic developments in their
reevaluation of the connotations of modern art and cubism. Compared
to mainland Chinese artists at the beginning of the Cold War, artists born
in Taiwan were more able to utilize themes from folk culture or temples
and religious beliefs. They sought a sense of belonging in both form and
spirit from local deities and religious ceremonies. In contrast, artists from
mainland China relied on combining Chinese ideological traditions with
Western modernist theories. Similar to Eastern discourses such as Zen,
Tao, the philosophies of Laozi and Zhuangzi, and calligraphy, Yu Kwang-
Chung’s discourse on Clairvoyancism provided artists with a timely avenue
to explore internal realities, as well as provided a discursive basis of entry
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A Lt S BASERE 2 MREM M IS E—RABRIEEA
B SR T MNERMFES O R HEN LEHERMERME AIEEL
ARZEZMELERMERNVERMZEERZEXRIK S TRIEMNIRK
FEFMHIRIT HARSEZBENEME h A E T FERREE 224
BEEE NATTERDHE HURRRENF E-B T KT FHFH
B ERRmEEMNEE BRHENERMAVERER G WURERBREN
FEEE IR RETRE —IE—SNERNEREZzR EEHBESERAEE
MBS M8 G B LERE REANEMIER W AR A M BMREE]
BES

“RABHEIEMMEEREANG T LUBBREISER (RE T
Wit MR ) 2RI TE A B B AT R BB R E MERIR T thiRft T2
MREGEE LHMIFARNE R EMBEARMRALRRIRBI AR B L
EREFEAEMENES BATHER TR EXEEEARBIBFRH
B e At RS R S RIER B O EERE MR8 PR AREMER
2 AEEFRERREREALSRAERNEG S RS B - EHBR X
FRGmd RAFNBERE R R BFFHEHENR —IFRRAETEENE
B MIEREATFFRERENHEER - MILMNE S E1980F RN EIE
BARENEREXRNEZRER-

FEWRABEME R REE G FAERIES By SE i HR 3T LAk
BEVER SEEHEFRENXCRRREH—IT E BEN Mt ESLE 5C
FHEGZERNETES BEAFEE-—THMR

1

1  ENENERBESRER (EFIEMRRAFT Erith  EPIEME2
REBEGUHIRAR 1931F MU BEMEERLEGHREEGHRE (B
EMEMBRTAFEST) EMmH EMEESEEHREEE 19330
REZREEE TR BRI EMiLEREER-

2 AR BRREER (5EE (FEEERM) 2™ R HAR
1119994 > B 78-79°

3 ItREMREEEEERARE BRI EEF RN T BRI HMIB

22 R IBAM (REENHE K8 SEEEREREEFEREN
2Bk (1957-1973) ) Brgmh | EEEMTHEF TFih> 20205

4 ETHEFERE FORRIEEGCERBRLRE) (AR 2HR (19594
5H6H) ofalft b» GISEREEFEMIB T RIEREREH L E)  (E=M1)3
#38A (195944H8208) * H15-16°5 A GERKED » CEREEMY) =
M ARERER 19814 H130

5 ERESBAUAGE RXEEECEFEEEEANRER (Filipino
National Artist) 898 &8 (Hernando Ruiz Ocampo, 1911-1978) ©

6 SRR (EMRNE) FEERBENHLRAT 19595 thE R =1L
BRENRIRRAED AEHEENIERERAEMBIRNE

7T B (BEREIFFRE) (BEH)F TR 1963F11824H0

8 SHEREHIIEAEER (Solidaridad Gallery) Biio

9 IARB(GRASE AAESE-+HIBEKRE) (Tong Fan, Fifth
Moon, 25th Anniversary Joint Exhibition, 1981) »{B3R4R 8L MEH3E
NXHPRI AR B RC(EEHER) (1967F118278) -RKEHFHER
BIRR Mt — R

into exhibiting in the Philippines. This particular combination formed a
main framework for unofficial exchanges in modern art between Taiwan
and the Philippines in the 1980s.

By collecting relevant archives in art history, folk culture, and reli-
gious imagery, this book hopes to provide a foundation for exploring the
contexts described above as the first steps in the attempts towards cultural
exchange between Taiwan and the Philippines, with anticipation for further
research to follow.

1 Edited by the Xiamen Academy of Fine Arts Student Union. 1931.
Xiamen Academy of Fine Arts Bulletin. Xiamen: Xiamen Academy of Fine
Arts Student Union Publishing; Edited by the Xiamen Private Academy
of Art Student Publishing Committee. 1933. Commemorative Journal
on the 10th Anniversary of the Xiamen College of Art. Xiamen: Xiamen
Academy of Fine Arts Student Union Publishing. Special thanks to Mr.
Chuang Bo-he, son of academy alumni Chuang Suo.

2 Mitsuru Nishikawa, edited by Chen Zao-xiang. 1999. “Mazu Temple
(4538 ER),” from ERE BRBE$%. Taipei: JL Books, 78-79.

3 This exhibition was adjudicated domestically by the National History
Museum, the honors were not main accolades awarded by the
Biennial. For details on the process, see Chiang Po-Shin, Combine
and Install the “New Painting”: Taiwan art in participation in Sdo Paulo
Biennial (1957-1973) ¥KEBHIH G HE SEETCARRELER
K2 RBAR4E (1957-1973). Tainan: Taiwan Visual Art Archive, 2020.

4 “Art Association Tea Welcomes Delegation of Returning Overseas
Chinese from the Philippines,” Kong Lun Pao ‘Az##R, Section 2.

May 6, 1959; He Gong-shang, "Welcoming the Philippine Overseas
Chinese Art Association Delegation”, Art i, No. 3, Vol. 3. April
20, 1959, 15-16; Gu Yue. 1981. “Ang Kiukok,” Ang Kiukok Catalog of
Paintings. Taipei: Printmakers Gallery, 13.

5 The delegation originally included 14 visitors. The notable Filipino
National Artist Hernando Ruiz Ocampo (1911-1978) was among those
who sent their regrets.

6  SeeI-HsiungJu. 1959. Collected Essays on Art iR £, Philippine
Cultural Publishing Company. This book was printed with permission
by Haitien Printing Company in Taipei and contains several short
essays on the state of modern art in the Philippines.

7 Zhou Tong. “Yang Yuyu in the Philippines,” United Daily News Bt & 4R,
Section 7. November 24, 1963.

8 Also exhibited at the Solidaridad Gallery in Manila.

9 This was according to the Tong Fan, Fifth Moon, 25th Anniversary
Joint Exhibition, 1981 RAEEE HAE® —+ A BFIE, however,
newspaper reports list Cardinal Tien Cultural Center as the exhibition
venue. See Taiwan Shin Sheng Daily News = &# 4 %%, November 27,
1967. A note of thanks to Professor Hsiao Chong-Ray for providing
the newspaper clipping.
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(REE -FH T BT ENEHARKRIE) (Missionary Ethnologue
for Intercessors, Missionaries, and Mission Councils) > i3 425t +ER5H
ENZTE 1951 FHARED AR T /RYIER LAAEOREEN—EER %
HIRmRVEERES RERABRIN2EER - XHHNARAETERITFHN
HEEAIRFE - F—EEE—BREZENS | SMRASBREN M EN R T Est
E-SERAFEMEN/N\EER MaEEZEERBETHE SiEEZMR
Hi~ HARENRI BV E B ELATE . B T iE e I A EEREEIEME) maTiE
— PRz A HEBEE S — B -RRNEMEEER L BRI I
ETEW ST RRThR A

B hRAAS S LM INBYEE R — R I T 7 HRE (R EEEFH
BT ENEZERRIE) (Translator’ s Ethnologue for Intercessors,
Missionaries, and Mission Councils) - 128 R EH EER T IEE&E &
Bt HItEEREER N —REERE-HESH ZHRENE
BRI EBEE(R&E) (Ethnologue) o & BB MBI B AT R FE BT B FTIE R
MR 2 Bt R IR FHENR - L5 2 & (Word of God) #R1EM 55
EMBEENSEATER Rk AP B350 EETH R AR IUFFIX
THOREBSERSGRIEY B AN 9882 T

(RIEE)REEHIFEFAM2HIEE S 20 (Summer Institute
of Linguistics’ f§#ESIL) R BI5E MM ERR—ZAREFERBEN S
2 Tt R DB REREBXAZERE » XA SIL Internationale sz H ik &4
NEERES REEMEZEABTURECHNEIAEZETEMERTF-BHM

Centers of the World

by Renan Laru-an

The first center of the world is a list.

In 1951, the ten-page mimeographed volume of Missionary Ethno-
logue for Intercessors, Missionaries, and Mission Councils issued a set of tasks
that describe an attempt to list all the languages spoken in the world. The
document was registered in the archives initially for missionaries. Content
typewritten with a hand-drawn masthead, the first page contained a terse
introduction and a seven-point working plan that explains the nature of
the data. The eight items, added in long hand that barely fit the margin of
the page, noted the ongoing migration of listing, publishing, and printing
of the material when the annotator revealed to the reader that the first
edition in front of her had an earlier version. What every future reader was
effectively reading is the new edition ‘being done.’

The second edition published this addendum together with a new
heading, Translator’s Ethnologue for Intercessors, Missionaries, and Mission
Councils. The alteration in the title that transformed ‘missionary’ to ‘trans-
lator’ created a significant history in the understanding of the publication
that is now only referred to as the Ethnologue. The impact of this seemingly
innocent rewording has launched the printing of new words for the world.
This world is “every ‘nation and kindred and people and tongue™ where
the Word of God is recomposed in the vernacular tongue.' The languages
spoken in the world have finally appeared, like flora and fauna, in the
immediate vicinity of “elaborate descriptions and classifications."?
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HES EHERAGHERRBACRHERESNZERE RRYIHET
HEE S  ERARABALREE =+ AR B 1THRER 2B I U F BRI E R
RE (ISO) B B EMHRERAENRN (RIEE)VEERNET L2
SIL IERZEATEI R ME TR B EEFNE—IBL1E A EFELMRIGR T
— R RMERMBAENETEIR BRI R EZEBEZRMNFT A
R AENEE-

RIEE - %EE (Richard Pittman) ME X - EAREET (Wilf
Douglas) —#ET FER I HFEREHN(RIEE) VIR BERS HRARAIH
HES TAENMUEERE - ARNEAFBEENENETERIAZRE,
FEREERMPIERM LR IBIR 34 T B A MmN R IRZ  ERI A MR
IR EBRREHIRED R B IRR T B EEFAEME N ERNIRRIEES
520 TN R A GRIE SR IR EE N4 8812 FP ] SETFTE 85 5% o BUAR BV AR AN K EE & el
B ARUBRAE 1 BRAERHN EERIERE2EERNATIER/UE
PR EEHEF —ENETIRP ZERIRIMNMETHRIETENM S  MEFER
BLEFERESNHENRER FFEE NN E/EMENMINENEERA
THEME ERHEFERESNEEAXFT REENRESER A (RikE)iE
TREGERE—IFHEBUEHINRS | MARERIAERSENM 3 OHME
Bt aFBHAERMHREN B MtELNAERZ T JIRKMERE
PIRETS ; T RG SE T R B EPREsR o

FIRMTEZREERENEM ES BERMESE SIL MIbERMh
ABESELHRNTEEREFPHN—EKRE R REIEBE L ERFEEIRER
I HEERNEES RN SEE BN e Ml A ER M IEE R
HAREHAENRAEENSESEE EERRNERARIUEFES 2E
MR E B o 208 ATER S Tetelcinco $EMPTZLIE T A (Aztecs) &
EHRES WRMZER EMEEERE REBREUR MELEE
HiEMERIENXEO MR A BELEBE S ENELREBR TR BEE SIL
Bi#E EMFE AR T EMREEENEHR T E MR E S NMIERAR
(amphibious itinerary) ks8> @ — (BB BEEEZAVNEL 1 E 1 EY/ )\ EBREE
AtBAEIFEERMBARENEINESLER B TRENEMIX
FOERBEHMRRES THLREBREMN RERLFLHMEBESRIEA—
R EEsN RS EEEE S URREES BB ER 1N —EstE 58
REBRZMAERELUEBLE (migrating resemblance) ' IR B S B &R
MPFEERNRED ABRBELEIREBNNF] -

BAIFEENEHhEASRNEAFIEESESNAREFR HESHM
BNL B I MELEBHNREE BRI NE—PHNAES T EEFE
HYHZEMINAE Z SN TS ; S R AR RE IR R Mt N5 RIS R 8B BBl
FREERZE R B B E EIERE @A — LB AR i — R ET
EREFHA-FERBRA BERENT BT FANSEERNEIHME]
BorARIBEREZEES PN BIEIMEmRES £ P K EREFHN
BER MR ERENREEEE LAN—EARHNRKRE BNAKEIFE:
M. FE%1 kBT FE 11228 (Alexandre de Rhodes) B9:7 8242 50 82 A0 oy
HEERblang IBAMEERRtrang REBEEMMNERRENEHIFFNE
Z AATCHNRBER - FFEAEENE SbulanB B EHELIE 1T

The Ethnologue is the flagship publication of the Christian non-
profit organization Summer Institute of Linguistics (SIL), sleekly branded
in a corporate name SIL International. Since its conception as a list to be
duplicated for translator’s fieldwork, the humble printed matter is now
the standard reference for the languages of the world that holds more
than 7,000 languages, circulated in 24 editions worldwide and dissemi-
nated with a designated ISO.3 Language identification being primordial
to the mission’s enterprise, the Ethnologue practically served SIL's smooth
research operation, in which every work must be able to condense and
replenish data with brevity and accuracy like a compass. The list was in
concreto the institution’s cartographic sketch in discovering new words
and worlds.

Founded and edited by Richard Pittman together with Wilf Doug-
las, the early Ethnologue was already indistinguishable from its status as
today’s most indispensable linguistic tool. One could not easily recognize
this prospective attitude in their technical insecurity or intellectual mod-
esty that seeks acceptance to their methodology, i.e. a non-alphabetical
organization of materials, or leniency in the output they published, i.e.
admission to possible error in data gathering and recording. Adaptation
remained nebulous to be the official mandate, but it was clear that it was
the motivation for an endeavor to institute the encyclopaedic. Across the
revised versions of the first volume, Pittman reassured the reading public
and his colleagues about the distance of their writing to the voice where
these rare languages are spoken. They are writing nearby. As they take
residence in the origins of the spoken, unprinted word, Pittman described
the future of the Ethnologue to be an index open to additions, while he, the
envoy speaking closely with the Indigenous, dates the information where
it all began. Instead of mapping, listing is the most urgent task; listing
centralizes the availability of worlds.

The making of a list takes place at a certain elevation. In an entry
to the collaborative Working Papers by SIL and the University of North
Dakota Work Papers, the linguist Pittman considered the possibility
of uniting the “unusual linguistic diversity” of Southeast Asia through
“mountain partners."* He proposed within the sense of unrecognized
homogeneity surpassing geographic borders that a comparative study of
linguistic phenomena could illustrate a case for the regional description of
linguistics. Pittman, who was uprooted from his immersion with the Aztecs
in Tetelcinco, Mexico then transplanted in the Philippines, expanded his
faith in living documents—Iliving descendants who carry ancient language
history—when he moved to Vietnam. A strategic location for his amphib-
ious itinerary as SIL became serious in their mission in the Pacific and in
Southeast Asia, the minority languages of Vietnam added necessary mate-
rials and contexts in Pittman’s theory of a regional linguistic history that
was earlier cultivated in the Philippines. This regionality was conceived in
a composite of witnessing, the project of identifying many other languages
as witnesses of one language for it to reveal “the history of many of its
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R IR AR ME—ERE - C AR TRE BT —BHHE
it RIBITNSE 2R -IBELEHEREE—EENZOAYREE (shaman)

1B (3FF :shamanism> IR A IR & TiEmIS (1) B A MRS 14
R IBRE TR BB RE TR BB T H I REs. ... REAIAT
BRI A NERBENIRRBM M EXR2EE RERENBERMEEE
EWNIMAZRAIEBAER BESETXEMEE...... 8925 A BB EFE R 14
ERBE L AHBEE It RENIREME T L FE ecstasy th ] IR
2 ER BR AR BEER A8 BRI IS VAR R) BB FE M REMERE
HEa U BNt FEREAMNAETA A EH R RERAECLKBRE SR
BEEAESRZMPOAN ERESEEENER thth REAEHNEPA—FE
EMENED  NERB ER WS ENERR L EEREETHER (world-
making) BY{Fiko

FERPRETE} - EM45 B B (Francisco Demetrio) £ E BN AR
F @ R ARt IR B — R EE L E R ER ST R Z BB
(initiation) AUERY B ELE Mt AR FI RN ER — M ERMBARRBAB
ENRRNTA  —FRENERNEREREES T E M S ER—
FEFEREMERRITEERNMUE —HEt A E AR ARE—%
BEiiFM SERENERE BIMESERTRANFH UREERESE
T M FER, EE 2 BRI UEFHEEZIEE EREEUMENRER
SRR 1R EE—EEREMEMNER HRER IR 2 RE ENREZER
B DRI R &

B—TBRUE N R B R EIEL - BN RBENF 2 AKR B
EEAIERNREBNER AFEEEXBEEREHENIER—MEIFEREN
T E&E (Isnegs) MBI B3E (Tinguians) RIERAR BN B B MR IEE
B tHEEENRFEREENED — RARMEREHBERRRELY
WA RREN HAELERERERBENFH T @R ER TSI AR
BBl L MERRERERENREREFESR ELEERE—BHH
B HRAREER FEE LEMENIET TRAE R K- EEB R
EETERENSE - HAR2EATRNEHASTEAILEIET A (northern
Batak) FIKEEMRA (Minangkabau) Bi&EE RIS RE MBS S fE VIR R > LLAT
EHZEBIZRER > sibasu (B ARETRY 2 78) FEEEMERF U BRI E » W E M
Y EIETES B ERBAdukun GEE PR S Z 24 TS - I TE 2
FREGF BRI TH L FRERFEEERME OMITANHRMAE &
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BREREBITRENRL CIEASRER IR EETRER

FEEX (illumination) @ XREEEVEE A R BE (prosthesis) B LA
EEMBEWTR (Dyak) BZEFI2REE M EE—FEUM besudi (TERKE 1T
Mg WER) WIBER EINAREMMEER AR @A TR RAZ
BE-REHESEENRHENEERY KB XAMNGEY EMFANEMmH <
RIFETEREBEN® NI -EEAFIUMBINIRE ] AR ERER E

features.” The migrating resemblance that can nurture heterogeneous
relationships lies in finding these ‘witness words' in the midst of shifts and
presentation of orthographic differences.

On his way to discovering more languages in Indonesia and Papua
New Guinea, Pittman learned from his “mountain partners” and the wit-
nesses of his mountain partners that “a further subdivision” could give rise
to translation beyond the content and functions of words;® recalling his
studies of Tagalog, Ilocano, and Cebuano languages, he was electing more
gravitas to the idea of a third way—an appendix to the comparative—to
promote the science of lost vowels, shifting letters, and sound-shifts in
words as regional morphology of meaning-making. After looking into the
transformation of ‘roof’ in Philippine languages and ‘water’ in the history
of Vietnam language, Pittman wondered about the future of one moon
hanging above mainland and archipelagic Southeast Asias: “...'moon’ in
which Old Vietnamese bldng, as recorded by Alexandre de Rhodes in his
dictionary, has become modern Vietnamese trdang. This last word has a
special interest because of strong resemblance to Proto-Malayo-Polynesian
bulan ‘moon’."”

Every initiation is the center of a world.

Pig, the moon animal offered during a ritual of sacrifice, is the
most visual paroxysm of life and death. Flesh is tenderness in tenure with
ecstasy. It is both medium and scene for an opening to come. Alone and
around it, the schedule of sickness and recovery commences the indescrib-
able portals needing interpretation on a physical ground. The sacrificial pig
is neither a translational device nor a fundamental data for this action, but
an environment crystallizing exaltations that shape a complete submission
to the motions of other worlds. The center that pulls these forces together
is the figure of a shaman.

Shamanism is the ultimate melodrama of antiquity and universal-
ity. This most general characterization orients our “ecstatic experience...
the religious experience par excellence” to be the common phenomeno-
logical heritage of mankind.? In literature, the shaman is “a very special
person...who even while still living in the flesh has already stepped into
the spirit-world, himself having died and then come to life again.” That
sameness is even more pronounced in the history of religion, in which
shamanistic realities illustrate spheres of ecstasy where problems and
meanings of existence can be productively co-created with intercessions
applied retroactively. Not only the shaman has been designated the
master of ecstasy; while claiming religious functions, she is a custodian of
promises—promises that when elected in the offices of folklore, legend,
and myth initiates the transmission in world-making.

In his account of shamanism across Southeast Asia, Francisco
Demetrio suggested a typology in world-making initiation embedded in the
culture of shamanism in the region. These traditions that converge when
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o TR Bt A R B RV HUE N B TSt EZANRE % REFRERMIT
BTSN RERNES EMEIEF N EE AREANBREEEATZ
BEMNER  EXREEMEERERR SEEGMNEMADRHEENESE

the sacred touches the reality, which we articulate to be the experience
and performance of shamanistic procedure, still contain practices in mate-
riality. As Demetrio deepens the location of the shamanistic in the religious
functionary, he inevitably crafts for us a technical manual that assembles
the shaman's lexicons in proximity with disparate universes of things. The
conference of Southeast Asian shamans is yet to be organized; and at this
interval, we can redraft Demetrio’s overview of similarities and cognates as
an ad hoc task in analyzing the role of initiation in the schema of shaman-
ism being on the cusp of being in the world.

The first kind of initiation features a contact with the spirits or the
gods. For many who receive the invitation, it is a gift and obligation they
cannot refuse. Even if the vocation is socially appointed, as in the case
among the Isnegs and the Tinguians in the Philippines, where these com-
munities uphold the confirmation of an older shaman over the candidacy of
a new shaman, the induction to the community and craftsmanship of other
shamans must be fully accepted, for these shaman-candidates owe this
experience of initiation to some spirit or god. In instances when they are
summoned directly by the spirit who appears or speaks to them, the candi-
date, left with no recourse in abdication, immediately undergoes training in
the spirit’s instruction. This apprenticeship takes over the candidate’s body.
Scholars have reported this possession of corpus and presence among the
northern Batak and the Menangkabau in Sumatra in Indonesia, in which
for the former, the dancing sibasu can simultaneously see, prophesize, and
be the spirits, while the latter called dukun is invisible and can see spirits at
night after the contact.” Disappearance and assumption of new behavior
are necessary passages in the consecration among shamans. These are the
conditions of submission that honor the attention of extraordinary forces.
The fullness of reciprocity can lead to death or non-convalescence if the
chosen candidate fails to fulfil the promise of transformation.

Illumination is magical prosthesis or exhibitionary instrument
in the profession of shamans. For the Dyak of Borneo, invulnerability
is introduced in their limbs by inserting pebbles and other objects in a
process called besudi (“to feel” or “touch”). The foreign matter softening
the flesh through its solidity is a remnant of the skyworld that is believed
to represent the powers of gods against the attacks of the evil spirits.

This celestiality that can be grasped by the hand is a source of diagnosis.
Among the Semang, they believe that quartz crystals can reveal the symp-
toms of sickness. The shaman inspects the material and interprets what it
exposes in collaboration with the cenoi, the nephew of gods, who mediates
the cosmos of the living and the powerful. This sense of materiality among
shamans occurs in a scale of illustrious things. The Philippine phenomenon
classifies two types of diamond that orders the potency of crystals: the raw
form (diamante) is stronger than the refined form (brillante) in combating
evil magic. The elemental force of things develops parallel to the stages in
the candidate’s initiation in shamanism. While being a shaman is irrevo-
cable, her tools are ontologically tied to the natural ecology of power. In
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some cases, these things must be extracted from their natural habitats or
regular rhythms, say in special timing (Good Friday, when the moon rises)
or in the bodies of non-human living agents (banana tree, rats). The special
gem called mutya is one example of this conversion to artificiality. The cycle
of artifices aesthetically charges shamanistic goals of shedding light to the
unknown. This is an initiation that enhances the inherent limitations of the
shaman'’s brightness.

Cooling of the heart marks the transition of the shaman'’s identity
to “a superior manner of existing.”"" This is a public rehearsal that shows
how the shaman controls the journey of her body. In Demetrio’s examples,
the community witnesses the shaman climbing the highest part of the
Nonoc tree; disrobing herself; or applying cold water on her chest. The
uncontrollable inner heat brings her to a state of madness, so disruptive
that a community, in a desperate attempt to intervene, would tie her down
to a tree “to prevent the devil in his infernal fury from destroying [her].""?
These events externalize the individual experience of shamans coming
closer to the sun, so to speak. This publicness turns the magico-religious
dimension of shamanism to a social phenomenon where non-shaman
members of a community are eligible to participate in the pageantry of
fire. For some traditions where fire is biologically assigned, this ‘burning’
quality plays a utilitarian function. It arranges political power around the
one who possesses or steals the fire. In some groups, the threshold of heat
represents the relationship of the shaman with fire, whose inextinguish-
ability does not necessarily need to be dominated or overcome.

Abolishing the eternal death of fire is for the new shaman inaugu-
rating herself into a condition beyond the plain of human fear and emotions.
This is her death with fire. The shaman who “mounts up the sky by means
of a rainbow” initiates the transhuman existence in a life essentially violent;
this ascent is a mode of mastery over fire, ecstasy, and madness."

All the world’s centers are in midpoints.

Roberto Villanueva’'s painting Aqui descansa el rio defunto, Pasig: afio
1985 (Here Lies the Dead River, Pasig; Year 1985) (ca. 1975) depicts a famil-
iar anguish of anthropocentric origin.' Against his atlas of brushstrokes
layering cirrus clouds, Manila’s skyline intersects with a tributary from the
peri-urban and the rural: Pasig River is a solid impenetrable black line.
Opposing beaches of the grand canal see the migration of life out of the
river; closer to the horizon, the iron bridge interrupts the pictorial vista
only to frame the brief interaction of earth, water, and light with the con-
crete city, a new surface for conviviality and progress. These signs rasterize
a future. This is the artist’s 1985 and this could be any prospective point
accumulating slowly.

In 1982, together with three other art practitioners, Roberto
worked on a film project titled Bagong Sibol ang Gubat (The Forest Is
Newly Grown), “a film on the bureau’s social forestry program.”'* The
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crew traveled across the country to document the ongoing reforestation
programs of the state that incidentally archives all other various systems
of life flowing through the Philippine forest. The itinerant production of
visual materials captured the synchronicity of community practices and
institutional programs that streamlines a call for action in preserving and
protecting indigenous forest. The public information campaign entered
national consciousness: the film reached students in the provinces and
other demographics when it was aired on Channel Four. Bagong Sibol ang
Gubat's pedagogical attempt is less solitary than the self-reflective critical-
ity that Villanueva evoked in his prophetic painting of the Pasig River. The
film redistributed the emotional after the sensible pictures were collected
from the field. Post-documentary, the emotional is the affective network
that launches different modalities of 'I want to know more about this.'
After the completion of Bagong Sibol, Villanueva took a full-time job at a
government cultural magazine. This work funded his artistic patronage in
self-education that connected him to more tribes in the Philippines.

The emotional diversity of Villanueva's interests to be acquainted
with other ways of living often surrenders artistic subjectivity in spectral
politicality. The artist is a roving medium of political indecisiveness whose
allegiance to ideology is as unpredictable as the weather. It is difficult to
convert the desires of artists like Villanueva because, if they can be deter-
mined at all, they exist inside, outside, or along the circle of politics, set
by a fixed center that only predicts the sequences of political initiation
and participation within decisive parameters, usually social contracts and
constructs. Artists are predisposed to rub any given sociality as they shape
their relationships within it. For their inauguration of worlds, coordinates,
replenishment, and deconstruction; the artist’s circle is a sphere of con-
stant additions and decrements. The political is therefore pixelated.

Recalling the translation of concepts to perceptible objects, artist
Lesley-Anne Cao correlates the logistical embeddedness of artistic produc-
tion with the finding of midpoints.'® Every chance to create an artwork is
an opportunity to complete a concept, proposition, or theory previously
taken on in other public projections of the object. Midpoints are useful in
inaugurating artistic volition because they situate the artists around the
growing edges of prefabricated circles. The force to settle in any given
circumference is tangential, unobtrusive in entry and therefore operating
from an angle to an angle. Artists test their midpoints in the midst of nego-
tiation between their arbitrary positions and stable centers produced in
historical time and space. The tussle of precision and implementation is at
the core of identifying a midpoint. A task that, for artists like Cao, confirms
that they have not really located and seen the midpoint of art. Conversely,
this confession signals that fundamentally there is no such thing as artistic
position. The work of a midpoint is to approximate artistic curves using the
political pixels of their time. This movement of course either extends far-
ther out or closer to the center; in the same hemisphere of subjectivities,
the artist creates midpoints to rasterize a speculative circle of production
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Demetrio, “Philippine Shamanism,” 154.

Midori Yamamura's scholarship on Roberto Villanueva is the

most comprehensive available material right now that organizes
Villanueva’s practices. See more: Yamamura, Midori. 2019. “Making
the Art Object Disappear: Roberto Villanueva's Response to the
Anthropocene.” In Eco-Art History in East and Southeast Asia, edited by
De-nin D. Lee, 87-136. Newcastle upon Tyne, UK: Cambridge Scholars
Publishing.

Yamamura. “Making the Art Object Disappear,” 99-103.

The artist describes it as, “Lagi akong may hinahabol na midpoint.”
(I always have to ‘chase’ a midpoint./I always have a midpoint to
chase.) Cao to the author, zoom conversation, March 9, 2021.
Bascon, Artist Statement, unpublished files shared to the author.

adjacent to other concentric formations. These midpoints have no obli-
gation to complete a circle; artistic midpoints can produce, once during
initialization, a parabola, an ellipsis, and a curve that are rich of vector
points where the world can be described in full.

The distance of midpoints from the center is the weight of our
knowing. The last clause republishes the title of Zeus Bascon's work The
Weight of Knowing (2019). The piece is made of found objects: a book and
some stones. The book written and assembled in the western coast of
Taiwan by another artist; Bascon collected stones on the beach in Taitung,
east of the island, to install the reopening in new art: Shit of Akin (1999-
2002) is spread on a table with its spine disclosing the front and back
covers of the book. Readers view the whole appearance of the material
in one plane with the curvatures of stones pressing hard on the surface.
In a conversation with Bascon, he shared that the artist’s book is the first
book he encountered while in residency in Taiwan, where he excised Akin’s
words to be his,

WALK ON CLEAR LIFE

WITHIN THE FLOATING ATMOSPHERE OF THE UNIVERSE
SENTINENT SPIRITS WITHER AWAY NATURALLY___A TRUE LIFE IS A/
NATURAL ONE___IT IS PLAIN AND ENRICHED...

Owning what attracted him the most, Bascon commented on
Akin’s words in an annotation that unites departure with arrival. First,
he appended Akin's statement with “...so is history.”"” Second, he drew a
portal on a breakwater structure using one of the stones he installed on
the book’s page. These active appropriations abstract Bascon’s devotion
to the (un)making of the natural and artistic world. The Weight of Knowing
is @ new unit that requires technical sustenance. For Bascon, while Akin's
book is untranslatable and unreadable, he likes the fact that inside the
library-cum-exhibition space, it is the first and last book on the table every
time the world of reading opens and closes.
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THEZIBBNEFEANRT EEKBEFTREREE BHRIR
KL ERIBERRENICER ZEHET - EZE (Roberto Feleo) A &
B RRB R G UK EIREM Rt RGN IR H B FHIER &
RN R B th AT RE R BEE ke

BREREME RIEFRBHRKEEREILER BBz 4 tau
tao TERBAESRKRBER CETHEALEE _HRHRS 12 NS TR
NRBENE B hIERFERE B EMEEENHIIC BRI EEF > th ¥ 5L kA8 0 6p
ZHREERR %A Mau taol RIEN T ERER AEARB  WAEH B RIFRER
HEEARENERESMIERREE -

BRETHDP—HERE ERERENNEESTE SHEREGF
X A(Tau Tao) Bl TEHAHEYA/NMNMHGES B EE) UIIBRE
FREREEERERENSE MRAEEE S 6155 | EASIEHEN T EH
B Ho tPREL RS- EURRL  t EBYIEIR RAERZTAEE WM 2,
AYAR MR RE ) 3o EAR1E 4 RE AR SR ER ke (Ui B ATRE AR A -

BRMAESIEMER TE1991F HIRM(ER SN P IRER & GETR
(Tau Tao) it 1994 FE £ HIIE =R (Hiraya Gallery) BREH > A A #1995
FE196FMEMRKER ENE-FREE - ZRESTERIKERD B
2004 FE R ERE R 1BYEE (National Museum of the Philippines) BIE]
REBBREL - (RER - HEFH)

1 2ERER HEE (BREBEAINHRMENT) (KRR ES
BIEESIEHARN: B KR RIE) > ## : Sternberg Press» 20194
H334-366 (FE2E Mt RANELRBRIGHRR —FE R
#8190 FRPERREEMENEERR A e g s
fE>20184F) o

2 BIWEiRE (E=EEAERBH=FR) MR @ETtHEE Fine
Arts Press» 19994 s H124¢

3  EAl RE KHERFR FRAR.

1 See Flores, Patrick D. 2019. “The Exhibition Problematic and the Asian
Dislocal.” In From a History of Exhibitions towards a Future of Exhibition
Making: China and Southeast Asia, 334-366. Berlin: Sternberg Press.

2 Queensland Art Gallery. 1999. APT3: the third Asia-Pacific Triennial of
Contemporary Art. North Ryde, NSW: Fine Arts Press, 124.

3 Feleo, Roberto. Unpublished manuscript, n.d.

Roberto Feleo:
Bagobo Afterlife: A Close
Reading of an Installation

In the context of a religious culture shaped by more than four
centuries of colonization from the empires of Spain, the United States,
and Japan, the modernity of the image tends to be framed by colonial
visual culture. The work of Roberto Feleo seeks to propose a mythological
and cosmic schema that emerges from a different genealogy, a distinct
belief in origin and the afterlife. The roots of such a critical reflection on
ancestry may well be Austronesian.

Feleo evokes this schema in what may be considered by the art
world an installation.!" But he calls it tau tao, which according to him, is
the “secondary vessel the dead are believed to occupy to make themselves
available to their kin when they need to consult them for solutions to their
problems.”> He makes reference to this form in Indonesia, but mentions
examples from Palawan and the Northern Cordilleras in the Philippines.
Feleo insists on this context and this nomination. This specificity extends
to the main material of the tau tao that is sawdust, which to him
summons the practical intelligence of Filipino architects and carpenters
and “collective memory.”

In this regard, a specific work exemplifies Feleo's investment
in the project of reconstructing an imagination of a deep past through
a contemporary medium, which in turn is traced to customary form.

Feleo titles it Tau Tao. In his own words, it is a “visual retelling of the
Bagobo myth of the afterlife through a three-dimensional presentation
consisting of six life-size pieces and the landscape in which they interact.”
He characterizes it as an allegory that “serves as a map to the Bagobo
cosmology where light and darkness, order and chaos...all the cycles of
earthly life interplay—eventually answering the ultimate question: What
happens to us after we die?”* The Bagobo constitute an ethnolinguistic
community in Southern Mindanao and are known to be part of the
sprawling city of Davao.

Feleo has done research on this myth and in fact made drawings
of it in the publication The Soul Book in 1991. Tau Tao was first installed at
Hiraya Gallery in 1994 and was selected for the travelling exhibition Asian
Modernism: Diverse Developments in Indonesia, the Philippines, and Thailand
from 1995 to 1996 and was reinstalled at the National Gallery of Art of the
National Museum of the Philippines in 2004. (Patrick Flores)

ARTISTS AND THE WORK OF CULTURE
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MEBUYAN, MOTHER OF THE UNDERWORLD
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becauae Lemiabar had seid, Yoo shall po wath nie
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i wil be young.”
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BEY BR(ERSB)IMNEEO1991 EFA: GCF Bookse

Title page of Roberto B. Feleo’s The Soul Book

(Copyright © 1991 Quezon City: GCF Books).

Laura Watson Benedict’ (RZEZ i) tH B A4S - BERE(ERR
£)»H63 ©1991 Z#A: GCF Books®

Page 63 with the essay titled “A Trip to the Sky” written by
Laura Watson Benedict from Roberto B. Feleo’s The Soul Book
(Copyright © 1991 Quezon City: GCF Books).

###fLaura Watson Benedict’ (RZEZ IR > H BB A4S - BRE(E
BE) > H64 ©1991 EHA™: GCF Bookse

Continuation of the essay titled “A Trip to the Sky” written by
Laura Watson Benedict from page 64 of Roberto B. Feleo’s The
Soul Book (Copyright © 1991 Quezon City: GCF Books).

75 EAEA B A BR(ERE)O1991EMH:

GCF Bookse

An image of a local deity from a page in Roberto B. Feleo’s The
Soul Book (Copyright © 1991 Quezon City: GCF Books).

Laura Watson Benedict’{Meybuyan>ER 2 &) FI.V.
Mallari~Laurence L. Wilson’ (FFR) HEEAE BE(ER
£) H111 ©1991 ZH: GCF Bookse

Page 111 with the essays “Meybuyan, Mother of the
Underworld” by Laura Watson Benedict and “Limitting the
Lifespan” by L.V. Mallari and Laurence L. Wilson from Roberto B.

Feleo's The Soul Book (Copyright © 1991 Quezon City: GCF Books).

A -BREER(Tau Tao)’ 1994FENIFRERIEYE 22
#2-1%8 :Manuel Kristoffer Girone

Annotations of Roberto Feleo’s Tau Tao, 1994 at the National
Museum of the Philippines. Photography by Manuel
Kristoffer Giron.

w
x
=)
.
-
2
o
w
(]
X
14
o
3
w
I
-
[a]
z
<
[
.
(2]
=
14
<

MERIDIANS OF REGION



WxRHEXIEIHE

8

oM F TR

Tau Tao
—Ancestors—
Exhibition notes by Roberto B. Feleo

Ang tau tao ay pagsasalarawan ng
mitolohiyang Bagobo sa pamamagitan
ng tatlong-dimensyong presentasyon na
binubuo ng anim na bahaging singlaki ng tao
at ng kaligiran kung saan sila nag-uugnayan.

Ang mga pigura ay sila Lumabat,
Wari, Mebuyan, Tuglay, Tuglibong at isang
ispiritung walang ngalan. Ang lahat ay
nilikha mula sa pinalakpak o pinaghalong
kusot at pandikit.

Si Lumabat ay isa sa maraming
anak ng unang mga magulang. Siya ay
isang mandirigma at mangangaso. Ang
layuning kanyang itinakda sa sarili ay ang
makapaghanda ng kabilang-buhay sa
kalangitan para sa mga kapwa mandirigma.

Upang makapasok sa kalangitan,
kailangang tawirin ni Lumabat ang kalawakan
na siyang nagsisilbing pagitan ng langit
at lupa. Hindi ito madali dahil para sa mga
Bagobo, ang kalawakan, isang buhay na
entidad (sa iskultura ay inilalarawan bilang
ahas na kailangang gapiin ni Lumabat), ay
mapanganib: palagi itong nag-aakyat-baba,
bukas-sara kagaya ng bunganga ng isang
halimaw; ang kanyang tagiliran ay singtalas
ng mga kutsilyo at kayang tabasin ang
isang tao sa dalawa kapag sila'y nagsara.
Tanging ang matapang—at maparaan—ang
nakararaan.

Sinasabi ring bago matawid ni Lumabat
ang kalawakan, kinailangan niyang habulin
ang isang usa nang siyam na beses paikot
sa mundo.

Nang marating ni Lumabat ang
kalangitan, binuksan ng punong diwata ang
kanyang tiyan sa pamamagitan ng pagpahid
ng nganga. Matapos ito'y tinanggal ng diwata
ang kanyang bituka upang hindi na siya
maghanap ng pagkain. Nang matanggal ang
kanyang mga makalupang pangangailangan,
si Lumabat ay naging isang ganap na diyos.

Si Wari, isang magsasaka, ay kapatid
ni Lumabat. Bagama't magkaiba sila ng
pamumuhay ni Lumabat, nangulila siya para
sa kapatid. Napagpasyahan niyang sundan si
Lumabat sa kalangitan. Subalit nang hihiwain

Tau Tao
—Ancestors—
Exhibition notes by Roberto B. Feleo

Tau tao is a visual retelling of the
Bagobo myth of the afterlife through a three-
dimensional presentation consisting of six
life-size pieces and the landscape in which
they interact.

The figures are Lumabat, Wari, Mebuyan,
Tuglay, Tuglibong and an unnamed spirit.
All are made from pinalakpak, a mixture of
sawdust and glue.

Lumabat is among the first of many
children of the first parents. He is a hunter-
warrior. The task he set for himself is to
establish an afterlife for his fellow warriors in
the skyworld.

To enter the skyworld, Lumabat must
cross the horizon, which is the boundary
between the earth and the sky. This is not an
easy journey. For the Bagobo, the horizon, a
living entity (in this sculpture it is represented
as a snake which Lumabat must vanquish), is
treacherous: it keeps moving up and down,
parting and closing like the maws of a great
beast; its edges are as sharp as knives and
can cut a person in two pieces when they snap
shut. Only the brave—and dexterous—can
pass through.

It is also said that before Lumabat could
cross the horizon, he had to chase a deer
around the world nine times.

When Lumabat finally reaches the
skyworld, the chief diwata rubs Lumabat's
belly with a betelnut, opening it with one
downward stroke. The diwata then removes
Lumabat’s intestines so that he will no longer
crave for food. Freed of his earthly needs,
Lumabat himself becomes a god.

Wari, a farmer, is Lumabat’s brother.
Although he lives a life different from
Lumabat, he becomes lonely for him. He
decides to follow Lumabat to the skyworld.
But when the chief diwata tries to open his
belly, Wari protests. The diwata is displeased,
but allows him to stay anyway.

On his third day in the skyworld, Wari
looks down at the earth and sees his village,
his fields ripening with fruit and grain.
Overcome with homesickness, Wari asks the

F i il it
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na ng diwata ang kanyang tiyan, tumanggi
si Wari. Hindi ito ikinasiya ng diwata, subalit
pinayagan din nitong manatili sa kalangitan
si Wari.

Sa kanyang pangatlong araw sa
kalangitan, natanaw ni Wari ang kalupaan
at nakita ang nahihinog na bunga at
butil ng kanyang bayan. Sa pangungulila,
pinakiusapan niya ang diwata na ibalik siya
sa kalupaan. Dahil hindi niya pinatanggal ang
kanyang bituka, naisip ng diwata na hindi
para sa kalangitan si Wari. Inihanda niya
ang pagkain para sa paglalakbay ni Wari at
pagkatapos ay nangalap ng mga damo na
kanyang pinagbuhol-buhol upang makagawa
ng lubid na aabot sa kalupaan. Itinali niya si
Wari sa dulo nito, subalit bago niya ibinaba si
Wari ay nagbiling huwag kainin ni Wari ang
pagkain hangga't hindi siya nakakaapak sa
lupa, kung hindi'y bibitawan niya ang lubid.

Habang nasa langit, nagutom si Wari
at tumikim sa baong pagkain. Matapos
ito'y bumulusok siya (inilalarawan siyang
nahuhulog sa langit). Sa kabutihang-palad,
nasalo siya ng isang mataas na puno. Dahil
hindi makababa, napa-“Aruuuy” na lamang
si Wari buong gabi. Nang magising siya
kinabukasan, naging isa siyang ibon na ang
huni ay tila “Aruuuy”.

Si Mebuyan ay kapatid na babae ni
Lumabat. Nais ni Lumabat na sumama siya
sa kalangitan, subalit mas gusto niyang
manatili sa kailaliman. Isang araw, habang
nakikipagtalo kay Lumabat, sinabi niyang
“Ako ay pupunta sa kailaliman, sa may
Gimokudan”. Dumakot siya ng palay at
inihagis sa bayo. “Kung bibitawan ko ang mga
palay, may mga mamamatay. Mahuhulog
silang gaya nitong mga binhi; walang aakyat
sa langit.” Pagkasabi niyo’y umupo siya
sa bayo na biglang umikot nang mabilis
papalubog sa lupa hanggang tuluyan na
silang nilamon ng lupa.

Bago ang pangyayaring iyon, kilala
lamang siya bilang “kapatid na babae ni
Lumabat”. Ngayon, ang bansag na sa kanya
ay Mebuyan, pinuno ng bayan na kung
tawagin ay Banua.

Ang lahat ng kaluluwang papunta sa
Gimokudan ay tumitigil sa Banua upang
magpamalugu, ang ritwal ng paliligo sailog.

diwata to send him back. Since he didn't want
his intestines removed, the diwata thinks that
Wariisn't meant for the skyworld. He prepares
food for Wari's journey, then gathers meadow
grass and ties the blades together to make
a rope long enough to reach the ground. He
ties Wari to one end of the rope, but before
lowering him, he warns him not to eat the
food until he touches the ground or he will
release the rope.

While still up in the air, Wari gets very
hungry and takes a bite of the food. Down
he plummets (he is depicted as falling from
the sky). Fortunately, his fall is cushioned
by a tall tree. Because he can’t climb down,
Wari keeps crying “Aruuuy” all night. When
he wakes up the next morning, he has been
changed into a bird whose distinctive call
sounds like “Aruuuy”.

Mebuyan is Lumabat’s sister. Lumabat
wants her to join him in the skyworld, but
she prefers the underworld. One day, while
arguing with Lumabat, she says, “Now
I'm going down below the earth, down to
Gimokudan”. She takes a fistful of rice and
throws this into the mortar. “When I let the
grains fall, people will die. They will drop
down just like the grains; none will go to
heaven.” With those words, she sits herself
on the mortar which suddenly begins to spin
furiously, sinking into the ground until she
and the mortar disappear.

Before this incident, she was only known
as “sister of Lumabat”. Now she has a name—
Mebuyan, chief of a town called Banua.

All of the souls stop at Banua on their
way to Gimokudan to perform the pamalugu,
the bathing ritual in the river. There they
wash their joints (the points where the soul
is attached to the body) as well as the tops of
their heads so they will feel at home in this
new place and not run away and go back to
their bodies.

Gimokudan, the spirits’ final resting
place where they rejoin their ancestors, flows
with rice and water.

In Banua, Mebuyan also takes care of
the dead babies by suckling them until they
stop taking milk. Thus she is depicted in this
sculpture as having multiple breasts.

Tuglay is Lumabat's father. When he

Doon nila hinuhugasan ang kanilang mga
kasu-kasuan (ang mga bahagi kung saan
ang kaluluwa ay nakadugtong sa katawan)
at bumbunan upang hindi sila manibago
sa lugar na iyon at tumalilis pabalik sa
kanilang katawan.

Umaagos ang palay at tubig sa
Gimokudan, ang himlayan ng mga kaluluwa
kung saan nila muling nakakapiling ang
kanilang mga ninuno.

Inaaruga rin ni Mebuyan ang mga
namatay nasanggolsaBanuasapamamagitan
ng pagpapasuso sa kanila hangga't maawat
na sila. Ito ang dahilan kung bakit marami
siyang suso sa pagsasalarawan sa kanya.

Si Tuglay ang ama ni Lumabat. Nang
siya ay mamatay, pinutungan siya ng panyo
ni Lumabat. Pagkatapos na pagkatapos
niya iyong gawin, sinimulan siyang kayasin
ng mga di-nakikitang kutsilyo. Nagpatuloy
ito hanggang ang natitira na lamang ay
isang paslit.

Ang lahat ng mga pigura ay
konektado kay Tuglibong (sa pamamagitan
ng mga tansong tubo), dahil siya ang
mapagkalingang inang-lupa. Ang ispiritung
walang ngalan ay naglalarawan ng mga
kaluluwa sa bayan ni Mebuyan na nalinis na
sa pamamagitan ng pamalugo.

Kirtti Mukha, ang Leon ni Shiva, ang
Lumululon sa daigdig.

Siyam na siklo ng buhay at kamatayan
para sa ganap na paglilinis nina Lumabat
at Mebuyan.

Bilang isang alegorya, labis na
masalimuot ang Tau Tao. Nagsisilbi itong
mapa ng kosmolohiyang Bagobo kung saan
ang liwanag at dilim, kaayusan at kaguluhan,
sa madaling salita, ang lahat ng siklo ng
buhay sa lupa ay nagkakaroon ng ugnayan—
at sa huli'y nakasasagot sa tanong na: ano ang
mangyayari sa atin kapag tayo ay namatay?

Hindi na kakatuwa na ang tugon ng mga
Bagobo ay nakaugat sa sensibilidad ng mga
Asyano. Kabilang sa mga pananaw hinggil
sa kabilang buhay na nilalaman ng kanilang
mitolohiya ay ang mga sumusunod:

dies, Lumabat puts a kerchief over his body,
and as soon as he does, invisible knives began
to flay his skin. The knives continue carving
him up until he is reduced to a little boy.

All the figures in this tableau are
connected to Tuglibong (with copper tubes),
because she is the all nurturing earth-mother.
The unnamed spirit represents the spirits in
Mebuyan’s town who have been cleansed
through pamalugo.

Kirtti Mukha, Shiva's Lion, The
Earth swallower.

9 cycles of life and death for Lumabat's
and Mebuyan’s purification

As an allegory, Tau Tao is extremely
complex. It serves as a map to the Bagobo
cosmology where light and darkness, order
and chaos, in short, all the cycles of earthly
life interplay—eventually answering the
ultimate question: what happens to us after
we die?

The Bagobo's answer, not surprisingly, is
rooted in Asian sensibility. Among the ideas
about the afterlife contained within their
mythology are the following:

* A person is reincarnated as many
times as necessary until he sheds his desire
for material things. (Lumabat has to chase
a deer around the world nine times before
he is allowed to enter the skyworld. Tuglay
is whittled by knives until he emerges as a
young boy.)

* We have many layers of spirits which
at death detach themselves like the skin of an
onion. While the essential spirit goes to either
the skyworld or the underworld, other spirits
remain on earth as guardians of nature. (Wari
becomes a nature spirit in the form of a bird.)

* Life and death belong to the same
continuum. One gives rise to the other. (Again,
Tuglay’s old body gives rise to the body of a
young boy. And the presence of Tuglibong,
from whom everything begins and to whom
everything returns.)

* The skyworld and the underworld
are essentially the same; they just exist on
different planes. (Both the skyworld and
Gimokudan are represented as “land of
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* Ang isang tao ay nabubuhay na
paulit-ulit hangga't kinakailangan hanggang
maiwaksi niya ang paghahanap sa materyal
na mga bagay. (Kinakailangang habulin
ni Lumabat ang isang usa paikot nang
siyam na beses sa buong mundo bago siya
mapahintulutang pumasok sa kalangitan.
Tinatalupan si Tuglay hanggang siya ay
maging bata muli.)

* Marami tayong bahagdan ng mga
ispiritung humihiwalay sa ating katawan gaya
ng balat ng sibuyas sa oras ng kamatayan.
Ang mga esensyal na ispiritu ay umaakyat
sa langit o kaya'y pumapanaog sa kailaliman
habang ang ibang ispiritu ay nananatili sa
kalupaan bilang tagapangalaga ng kalikasan.
(Si Wari ay naging isang ispiritu ng kalikasan
sa katauhan ng isang ibon.)

* Ang buhay at kamatayan ay
magkaugnay. Ang isa ay nag-aanak sa isa pa.
(Gaya ng nabanggit, ang lumang katawan
ni Tuglay ay nag-aanak sa katawan ng isang
bata. Dagdag pa si Tuglibong, kung saan ang
lahat ay nagsisimula at nagwawakas.

* Ang kalangitan at kailaliman ay pareho
lamang; nasa magkaibang lunan lamang
sila. (Ang kalangitan at Gimokudan ay kapwa
inilalarawan bilang “lupain ng kasaganaan”
na hitik sa palay, mga bunga at tubig.)

Ang kosmolohiyang Bagobo ay katulad
ng paniniwala ng mga Pilipino bago ang
pagdating ng Kristiyanismo na ang kabilang-
buhay ay hindi nahahati ayon sa kung paano
ang ating ugali sa kalupaan. Binabanggit
ni Fr. Gabriel Casal ang mga Tboli bilang
halimbawa. Sa hanay ng tribung ito, hindi
ginagantimpalaan ng langit ang mga
mabubuti, subalit hindi rin naman nasusunog
sa impyerno ang mga masasama. Karamihan
sa mga mito ng mga Pilipino, ang lahat ng
tauhan, masama man o mabuti, ay muling
nabubuhay sa huli, dahil ang masama at
mabuti, gaya ngyin atyang, ay mahahalagang
bahagi ng paglikha.

Sa  katotohanan, hindi Pilipinong
konsepto ang impyerno. Wala tayong
katumbas na termino para sa lugar na ito.
Bagama'tilan sa ating mga kuwentong-bayan
ay naglalarawan sa kailaliman bilang lugar ng
kaparusahan, ayon kay Isabelo delos Reyes,
ito ay mga korupsyon nalamang ng ating mga

plenty” abundant in rice, fruits and water.)

The Bagobo cosmology echoes the pre-
Christian Filipino’s belief that the afterlife did
not divide the people according to their moral
conduct on earth. Fr. Gabriel Casal cites the
T'boli as an example. Among this mountain
tribe, the good are not rewarded with heaven,
but neither do the bad burn in hellfire. In most
Filipino myths, all the characters, good or evil,
are resurrected in the end, because good
and evil, like yin and yang, are fundamental
elements of creation.

In fact, hell is not a Filipino concept. We
have no word for this place. While in some
of our folktales the underworld is depicted
as a place of torment, according to Isabelo
de los Reyes, this are later corruptions of
our original myths brought on by Moslem or
Christian influences.

Neither is “sin”, the way it is understood
in the Judeo-Christian religion, a part of the
Filipino consciousness. “Sala”, the native word
for “offense”, is extremely broad in its range
of reference—from the grievous to the petty.
To kill a rival is a sala, so is passing a bamboo
grove believed to be sacred to the diwatas
without asking permission.

The ramifications of this “world-view”
are impossible to ignore even in the modern
Philippines. Innocent of “sin”, we are easy to
forgive—and forget, and in the process, as
many have observed, “never learn”. Thus the
Catholic concept of absolution found very
fertile ground in the Philippines where it was
already part of our folk culture. Therefore, the
penitent, who may be a hardened criminal,
fervently believes that if he walks unshod at
the Black Nazarene's procession, or better
yet, offers his shoulder to bear the statue’s
great weight, he would be forgiven of all his
heinous deeds.

So how do Filipinos establish a system
of moral behavior if it's all the same in the
end? But that is where the catch is. There
is no end. To the Westerner, “the wages of
sin is death”. To the Oriental, “the wages of
sin is life". For as long as a person does not
purify himself of all his earthly desires, he is
fated to be born again and again. In a similar
sense, a miserable life is considered enough
punishment for one’s shortcomings.
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orihinal na mito dala ng mga impluwensyang
Muslim o Kristyano.

Maging ang “kasalanan”, kung paano
itong nauunawaan sa Judeo-Kristyanong
relihiyon, ay hindi bahagi ng kamalayang
Filipino. Maging ang salitang “sala” ay
malawak ang pakahulugan—mula sa mabigat
hanggang sa magaan. Ang pagpaslang sa
kaaway ay sala, gayundin ang pagdaan
nang walang pahintulot sa kasukalang
pinaniniwalaang sagrado para sa mga diwata.

Ang halaga ng ganitong “pananaw
sa daigdig” ay hindi maiiwasang pansinin
maging sa kasalukuyang Pilipinas. Dabhil
walang konsepto ng kasalanan, madali
tayong magpatawad—at makalimot, at sa
proseso, gaya ng naoobserbahan ng marami,
ay “hindi natututo”. Dahil dito, nakahanap
ang Katolikong konsepto ng absolusyon ng
matabang lupa sa Pilipinas kung saan bahagi
na ito ng kulturang bayan. Alalaongbaga, ang
nagpepenitensya, kahit pa halang na kriminal,
ay naniniwalang mapapatawad ang lahat ng
kanyang kasalanan kung maglalakad siyang
nakapaa sa prusisyon ng Itim na Nazareno, o
mas mainam kung siya mismo ay isa sa mga
magbubuhat ng mabigat na rebulto.

Kung gayon, paano binubuo ng
mga Pilipino ang kanyang sistema ng
moralidad kung ang lahat naman pala ay
magkakatulad lang sa wakas? Subalit iyon
na nga iyon. Walang wakas. Sa mga taga-
Kanluran, “kamatayan ang kabayaran sa
kasalanan”. Sa mga taga-Silangan, “buhay
ang kabayaran sa kasalanan.” Dahil hangga't
hindi naiwawaksi ng isang tao ang lahat ng
kanyang makalupang pagnanasa, paulit-ulit
lamang siyang isisilang. Kagaya nito, ang
buhay na puno ng pagdurusa ay sapat nang
kaparusahan sa pagkukulang ng isang tao.

Sa isa pang antas, itinatanghal din ng
Tau Tao ang mga sinaunang ikonograpiya ng
mga Pilipino, ang ating pinakamatandang uri
ng etnograpikong sining.

Ang Tau Tao o0 mga istatwang
sumisimbulo sa mga namayapang mga
ninuno ay matatagpuan sa mga lupain ng
mga tribu sa buong Timog-Silangang Asya.
Ang tribung Torajang Indonesya ay patuloy
na gumagawa ng tau tao hanggang sa
kasalukuyan na labis na pinag-aagawan

On yet another level, Tau Tao pays
tribute to pre-Christian Philippine icons, one
of our oldest forms of ethnographic art.

Tou Tao, statues representing dead
ancestors, are found on tribal grounds all
over Southeast Asia. The Toraja tribesmen of
Indonesia to this day make tau taos, artifacts
prized by collectors of primitive art. At the
death of a noble, a tau tao is carved on his
likeness by a shaman, dressed in his clothes
and adorned with his personal treasures such
as a favorite knife. It is believed that the tau
tao would be the repository of his earthly
spirit. The tau tao is then placed alongside the
tau taos of his ancestors lining the balconies
of the death cliffs.

In the Philippines, our ancients also
honored their dead by creating statues of
wood, stone or clay which were variously
referred to as tau tao, likha, larauan and
calag-calag.

While the statues themselves are now
rare, the writings of 16th -century Spanish
chroniclers, among them Antonio Pigafetta
and Miguel de Loarca, offer proof of their
widespread use. They were found in wayside
or seaside shrines and in graveyards, as they
are sometimes interred with the dead who
had worshipped them in life.

But most were found within the home.
The good spirits were ensconced inside
the house, the bad outside. However, this
distinction did not in anyway affect their
importance, as good and evil spirits were
accorded profound awe and respect, a
practice which emphasized the Filipino belief
that good and evil reside in all.

Generally, the icons were crudely made,
with arms and legs wide open. Some were as
whimsical as toys. The most important tau
tao were covered with gold or beaten silver
and studded with precious stones. Plain or
embellished, they all had enlarged heads.
This manner of representation harks back
to an old Asian tradition, which is also the
hallmark of the Amerindian civilizations of
the Inca, Maya and Aztec. In the latter, the
deformation is vertical; among Philippine
icons, it is lateral, as exemplified in the bulol,
likha, and calag-calag.

ng mga kolektor ng primitibong sining.
Sa kamatayan ng isang mahalagang tao,
umuukit ang isang shaman ng tau tao na
kamukha sa namayapa, at binibihisan ng
kanyang kasuotan at pinapalamutian ng
kanyang mga personal na yaman kagaya ng
paborito niyang kutsilyo. Pinaniniwalaang
ang tau tao ang pamamahayan ng kanyang
ispiritu sa lupa. Pagkatapos ay ihinahanay
ang tau taong ito sa mga libingang bangin
kasama ang iba pang tau tao ng kanyang
mga ninuno.

Sa Pilipinas, dinadakila ng ating
mga ninuno ang kanilang mga yumao sa
pamamagitan ng paggawa ng mga istatwa
mula sa kahoy, bato, o putik na tinatawag
nilang tau tao, likha, laruan at calag-calag.

Bagama’t bibihira na lamang nakikita
ang mga istatwang ito, mapapatunayan ng
mga sulatin ng mga Kastilang mananalaysay,
kabilang na sina Antonio Pigafetta at Miguel
de Loarca, ang malawak na paggamit sa
mga ito. Matatagpuan sila sa gilid ng mga
kalsada o sa mga dambana sa tabing-
dagat at libingan, dahil minsan ay kasama
ang mga itong inililibing sa mga patay na
nang nabubuhay pa ay sumamba sa mga
istatwang ito.

Subalit karamihan ay matatagpuan sa
loob ng bahay. Ang mabubuting ispiritu ay
nasa loob ng bahay at ang mga masasama
ay nasa labas. Subalit hindi nakaapekto sa
kanilang kahalagahan ang ganitong pag-iiba
dahil kapwa ang mabubuti at masasamang
ispiritu ay binibigyan ng malalim na
paggalang at respeto, isang kaugaliang
nagpapatingkad nga paniniwalang Pilipino na
kapwa may mabuti at masama sa lahat.

Sa pangkalahatan, hindi pulido ang
pagkakagawa sa mga istatwang nakabikaka
ang mga braso at binti. Ang iba pa nga
ay nakakaaliw gaya ng mga laruan. Ang
pinakamahahalagang mga tau tao ay
binabalutan ng ginto o pilak at pinapalamutian
ng mga brilyante. Simple man o magarbo, lahat
sila ay may malalaking mga ulo. Ang ganitong
paraan ng paglalarawan ay maiuugnay sa
lumang Asyanong tradisyon, na siya ring
palatandaan ng mga Indo-Amerikanong
sibilisasyon gaya ng Inca, Maya, at Aztec. Sa
huli, palihis ang depormasyon, samantalang

The tau taos in the Philippines, like
the statues of Christian saints which later
replaced them, were regarded by the folk as
their messenger to the gods. To carry their
favor, they were piled with food and drink,
prayed and danced to, cajoled and indulged
in every way possible.

The importance of the tau taos goes
beyond their role as intercessors. In our pre-
colonial societies, the statues provided their
makers and worshippers with a sense of tribal
history, a link to the people and events that
came before them. Through the tau taos, the
early Filipinos knew who they were.

Long before I worked on The Soul Book
I had been fascinated with our pre-Christian
myths. My interest was further aroused
after reading Laura Watson Benedict's
and Fay Cooper Cole’s compilation of
Bagobo folktales.

Lumabat and his family, as well as the
many other early gods and folk heroes,
are the ancestors of our race. Their tau taos
belong to every Filipino.

My choice of pinalakpak as medium is a
compromise. Clay would have been the ideal
material since it is the primordial medium
of many tales of creation. But in association
with Tau Tao, pinalakpak connotes other
things. Although both clay and pinalakpak are
both organic and require the same handling
processwise, the latter is cheaper and more
available. More important, pinalakpak is water
soluble. The works are to be kept indoors
suggesting that they are good spirits.
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sa mga Pilipinong istatwa, ito ay pahalang,
kagaya ng sa bulol, likha, at calag-calag.

Ang mga tau tao sa Pilipinas, kagaya
ng mga rebulto ng mga santo na pumalit sa
mga ito, ay itinuturing ng mga taumbayan
bilang mensahero ng mga diyos. Upang
maiangat ang kanilang mga kahilingan,
inaalayan ang mga ito ng maraming pagkain
at inumin, dinadasalan at sinasayawan,
sinusuhulan at inaalo.

Ang kahalagahan ng tau tao ay labis
pa sa kanilang papel bilang tagapamagitan.
Sa ating mga pre-kolonyal na mga lipunan,
nagiging  tagapagpalala sa  kanyang
tagalikha at tagasamba ang mga tau tao
ng kasaysayang pangtribu—tagaugnay sa
mga tao at pangyayaring naganap bago pa
man sila isilang. Sa pamamagitan ng tau
tao, nakilala ng mga sinaunang Pilipino ang
kanilang sarili.

Bago ko pa man ginawa ang Soul
Book, nagkaroon na ako ng interes sa
ating pre-Kristiyanong mga mito. Lalo pang
napukaw ang interes ko nang mabasa ang
mga kuwentong-bayan ng mga Bagobo na
tinipon nila Laura Watson Benedict at Fay
Cooper Cole.

Si Lumabat at ang kanyang pamilya,
maging ang marami pang ibang mga diyos at
bayani, ay ang mga ninuno ng ating lahi. Ang
tau tao ay pagmamay-ari ng bawat Pilipino.

Ang paggamit ko ng pinalakpak bilang
midyum ay isang kompromiso. Makabubuti
sana kung putik ang magiging material
dahil ito ang sinaunang material sa marami
sa mga kuwento ng paglikha. Subalit kung
iuugnay sa Tau Tao, mangangahulugan
ng iba pang mga bagay ang pinalakpak.
Bagama't parehong organiko ang putik at
pinalakpak at nangangailangan ng parehong
pagpoproseso, ang huli ay mas matipid at
mas palasak. Dagdag pa, ang pinalakpak ay
natutunaw sa tubig. Ang mga likha ay ilalagay
sa looban na mangangahulugang mabubuti
silang mga ispiritu.
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Wari is sent back to the Earth after he refused to have his intestines taken out into the
skyworld, he is transformed into a bird on his return and Lumabat’s younger brother
becomes the guardian of the forests. 022
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Warif3 5 A% - BE1994F £ EFm(Tau Tao) 2 #B73°
Close-up view of Wari as part of Roberto Feleo’s 1994
installation Tau Tao.

Wari$ &> A4 - B 1994 F L B IER(Tau Tao) 2 & 53e
Installation view of Wari as part of Roberto Feleo’s 1994
installation Tau Tao.

WaridE 8> &A% - BE1994F £ EFm(Tau Tao) 2 #5730
Another installation view of Wari as part of Roberto Feleo’s
1994 installation Tau Tao.

Siyam na Siklo /Nine Cycles#& & » 1045 - BRE1994FEE M
(Tau Tao)Z Zp53o

Installation view of Siyam na Siklo / Nine Cycles as part of
Roberto Feleo’s 1994 installation Tau Tao.

BAE BE1IMFEEER(Tau Tao)MATRFHLumabate
Installation view of Roberto Feleo's 1994 installation Tau Tao
with Lumabat at the foreground.

BAR BE1994FEBEER(Tau Tao)MATRFHLumabate
Installation view of Roberto Feleo's 1994 installation Tau Tao
with Lumabat at the foreground.

Tuglay8E & > BAFF - BRE1994FE B ER(Tau Tao) Z 250
Installation view of Tuglay as part of Roberto Feleo’s 1994
installation Tau Tao.

Mebuyan#t 5 > B{H4F - BRE1994FH B FR(Tau Tao) 2530
Installation view of Mebuyan as part of Roberto Feleo’s 1994
installation Tau Tao.

Siyam na Siklo /Nine Cycles#& & > {045 - BB 1994FE B FM
(Tau Tao)Z Zp53o

Installation view of Siyam na Siklo / Nine Cycles as part of
Roberto Feleo’s 1994 installation Tau Tao.

Kirtii Mukhas: & > {945 - B 1994 F 8 B Fqm(Tau Tao) 2
o

Installation view of Kirtii Mukha as part of Roberto Feleo’s 1994
installation Tau Tao.

Tuglay#E &> A5 - BE1994FR B (ER(Tau Tao) 25
Installation view of Tuglay as part of Roberto Feleo’s 1994
installation Tau Tao.

BAE BE19M4FEEER(Tau Tao)MATRFHLumabate
Installation view of Roberto Feleo's 1994 installation Tau Tao
with Lumabat at the foreground.

BAR - BE1994FEBER(Tau Tao)e

Installation view of Roberto Feleo’s 1994 installation Tau Tao.

BAE BR1994FEEER(Tau Tao) REEF A
Schematic drawing and description of characters by Roberto
Feleo of the 1994 installation Tau Tao.

Mebuyan#fi&> 199455 B (E R (Tau Tao) Z 5o

Detail of Mebuyan as part of the 1994 installation Tau Tao.
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19619 16 HMICA /N AERER) > 3558 B35 - 10 (Florita Pinga)
B TFEREEA ST BEIERE tE1S31FHEREXRT EHEKEE
Pl X BB BRI AN FEAMMNIERENEAZRMNSK M Lt =1g=
FEELZEBREENEGR BREE [MFRBREAA RS mIERSA 1 mmIE
MNMTEAGIZEMER T RO ZXMIRE AHENEFRERRERFE
BTREERY M5 M—EXF I5RBMNERIGE MRS ARNERRK
Z 1208 F AFEE- FHRET (Cid Reyes) Bt @SB ECHEIEBRIE
BEES HHERT ERMBERAN BERHERERRARK I, ERFEERE
EZSMEREZR2MEE TRHE FRBHEEBE ?tMEEAZST BRE
REKEERTEZTRARIY EBRARIMTEREER SRR R

HAREEASOFERBIEL TETHIE RS sTm A E AL - B FEE (Alice
M. L. Coseteng) FEHIEHEBHMEAEZTNSE MEREFHRNE
BGRRFEE EF+FRLERUSERENZRL FEERZRH T 3
ERENRE FRERAXEREHRKEBRERARTHES  EABASERT
ER151964FH(HIRZ IV ERT AR TR BRI EEFIFF R
% B RS R R EEME 245 - ERiERL (Vicente Manansala) it B
BRI ARkt &R U R EELUE B (Georges Rouault) IR AEIRIBRIEY) 8
RHERF R

19594 M EIPESER E 3= A 17 Bt B8 (Philippine Chinese
Artists’ League)shfIZ/E YR HIRESICMEMBE 2 BN 197T9FEM 19814
MEEEIENREREZMEL  1985F FEIREEM PO B H 1ER—RHA ZF
BN 1981 FEEIFFREE SFEE KN LA ER (Galerie Dominique) B>
ERE AR - BIFEE (Nikki Coseteng) £ I IR A BT A S B4 -F
7a3E (Alice M. L. Coseteng) » BEFHHF MESILKEE R B AKEEER
BEMRMERe (RER -8 EH)

1 FBIEREIE-FiN (Pinga, Florita) » (—I{EFFERE IIE AZAMTR) » (B
5eEER) (1961598 16H) »EH18-19°

2 FATEE H190

3 7EfE-EHHRET (Reyes, Cid) > (RARSERE BMTAEEE) FEHL: Cultural
Center of the Philippines> 19894 » B94¢

4 [FlEE B

5  Coseteng, Alice M. L.> GBXRZ A) (FEREEMTZE60E) BE
fiI :Instructional Materials Corporation> 19864

1 Pinga, Florita. 1961. “A Chinese Painter in the Philippines.” Saturday
Herald, September 16: 18-19.

2 Pinga, 19.

3 Reyes, Cid. 1989. Conversations on Philippine art. Manila: Cultural
Center of the Philippines, 94.
Reyes, 94.
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Ang Kiukok

In an article dated 16 September 1961 for Saturday Herald, written
by Florita Pinga, Ang Kiukok is announced as a “A Chinese painter in the
Philippines.” He was born in 1931 in Davao City to Chinese parents of
Xiamen origins; Kiukok means “save the country.” Prominent in the said
article is the banner in which Ang is described as a Chinese artist who is
situated in the Philippines. There is a picture of Ang who poses beside his
three paintings exhibited at the Luz Gallery. Under the photograph is a
caption that reads: “His works express the occidental idiom rather than
the oriental.”" A tension arises between the reference to “Chinese,” on
the one hand, and to the “occidental,” on the other. The text would later
mention Ang’s exhibition of paintings in Formosa sponsored by the Taiwan
nationalist government and would quote a text saying his works reveal the
“unlimited sentiment of the mysterious Oriental people.”? When asked by
the art critic Cid Reyes if he is conscious of doing a Filipino painting, Ang
would assert: “We are all Orientals. What is more important is to show
Oriental feeling.” To the question of what a Filipino painting should look
like, he responds: “No. Do you know Zao-wou-ki? He's a Chinese painter
who belongs to the School of Paris, but his paintings all have an Oriental
feeling.”* This idea of “Oriental feeling” seems to be key to the articulation
of oriental identity.

The critic Alice M. L. Coseteng traces the convergence between the
Christian and the Chinese in Kiukok’s Crucifixion series in the 1960s: “In
these works, semi-abstract Christ figures are reduced to skeletal images,
and are shown in various postures of suffering and agony on the Cross. The
forms are contorted dramatically to arouse empathy from the viewer. The
medium, in Chinese brush and ink on ecru or off-white rice paper, and the
black-and-white color effect give the paintings their sensuous quality.”
The work Rosary Queen (1964) may embody this oriental sentiment even
as it delineates the Christian Marian image in the modernist language
of flatness and all-over ornament reminiscent of the style of his mentor
Vicente Manansala, the cubist exponent, as well as the stained glass-like
flourishes of Georges Rouault.

Ang was initiated into the Taipei art scene beginning in 1959 when
he visited Taiwan on a trip organized by the Philippine Chinese Artists’
League. This was followed by exhibitions of his paintings in Taipeiin 1979
and 1981 at the Printmakers Art Gallery; and in 1985 at the Asiaworld Art
Gallery. This relationship with Taipei paralleled Lee Shi-Chi’s exhibition
in Manila in 1981 at Galerie Dominique in Wack Wack, Mandaluyong. The
gallery was owned by Nikki Coseteng, the daughter of the art critic Alice
M. L. Coseteng. Lee maintained a gallery in Taipei that exhibited Philippine
artists like Ang Kiukok. (Patrick Flores)
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A Chinese Painter in the Phili

Sl Ws arier i one o the mosl premising of Tha vaurger

A Chinese Painter in the Philippines
Still-life artist is one of the most promising
of the younger crop

By Florita Pinga

Image caption: Ang Kiu Kok, A quiet, retiring
artist, and three of his works at the Luz Gallery.
His works express the Occidental idiom rather
than the Oriental.

According to those who profess to
know their artists in the Philippines, Ang
Kiukok is one of the most promising young
painters. And yet, had Ang Kiu Kok bowed to
the dictates of circumstances and paternal
wishes, he would have been a businessman
today, most probably managing the thriving
grocery store of his father in Davao City. But

Ang had the talent, the inclination and the
stubbornness of an artist and a painter he had
to be even if it meant disappointing his father
grievously. He is the only son in a family of five
other daughters and when, eight years ago,
he set out for Manila to pursue studies in the
serious art of painting, his father’s heart must
have been unforgiving.

Now that the name Ang Kiu Kok rings a
bell in Philipine art circles, has not his father
relented and given Ang his blessings? At this
speculation, Ang merely smiled shyly and
placed a tentative hand over his mouth, which,
in Ang’s language, meant—no comment. In
fact, this no comment bit crops up regularly
in any talk with Ang whose closest friends
admit they know little about the young artist's
family and past.
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Ang’'s performance in a typical
conversation consists of some half-smiles,
a sprinkling of careful words and silences in
between. He talks more and better about his
works but then, not nearly enough to satisfy
one’s curiosity. About his personal life, he is
much too close to being close-mouthed and
he is willing to part only with information one
usually puts down in residence tax or census
form. If you don’t mind, he would rather that
you believe his...is his life and you can go on
from there.

From the start, it is evident that this shy
and uncommunicative fellow, as far as the
public eye is concerned, would like to labor
in mysterious obscurity. His friends are few
and select, not because he is snobbish but
because he naturally cringes from too much

personal friction. He has that traditional
Chinese capacity for silence above the most
oppressing thoughts and beneath that
reticence is an extreme sensitiveness that
makes him too careful about what he says and
does outside of his work.

Thirty years old and still a bachelor, Ang
Kiu Kok is six feet tall, has a lanky build. Ang
would make an ideal basketball player, which
he was when he was in high school. His hands
have long, tapering fingers, perfectly shaped
and masculine, and he has the honest look
of a man perpetually in deep thought. When
he moves, he does so deliberately and only
when he has to. He wastes no motion, does
not fidget and gestures only to illustrate what
he cannot express in words.
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Ang also has that remarkable way of
looking straight into your eyes as he ponders
a thought silently. When you put a delicate
question to him, one that might catch him off
his guard, he would stare at you for a full thirty
seconds or so, in much the same way that he
might stare at a fish or bottle he was putting
in canvas - studiously and openly. After that,
he may reward you with a word or two. More
likely, he would break into a shy smile.

Ang was born in 1931 when China was
under siege by the Japanese. Patriotic feelings
were then prevalent among Chinese nationals
everywhere and this was why his father gave
him the name Kiu Kok, which means help the
nation.

As a boy in Davao City, Ang already
loved to draw and, through high school, was
constantly encouraged by his art teacher to
improve on his talent. When after graduating
from high school it became obvious that his
father would never be amenable to his choice
of a career, it was an understanding brother-
in-law who financed his trip to Manila and
supported him through his college years at
the U.ST. It was in U.S.T. that he came under
the tutelage of Manansala and this renowned
artist, from then on, was to lend a strong
influence on the artistic sensibilities of this
aspiring young man.

After three years of formal training at
the U.S.T., Ang held his first one-man show
of watercolors at the Contemporary Art
Gallery. Then he settled for Jolo to soak up
new atmosphere and to sketch and paint
the relatively unchanged and vivid life of the
Moros. He returned to Manila after a year to
work on the studies he brought back from
Jolo. Since then, life for Ang was punctuated
by a series of one-man and group show where
his works caught the attention of art critics
and connoisseurs.

Once, Ang and his paintings made a
trip to Formosa together with a few other
Chinese painters in the Philippines for a group
exhibit sponsored by the Chinese Nationalist
government. In the duration of this exhibit,
his works were singled out as reflecting “the...
mysterious sentiment of the Oriental people.”
Included among his paintings then was “The
Distressing Generation,” an oil of a mother

and her child in a starkly abject and destitute
setting. It was a painting of compassion
and anger, and outside of the simple and
bold execution, provides a rare insight into
the strong feelings that run beneath the
inscrutable exterior of Ang Kiu Kok.

Ang lives and paints in an apartment
which he shares with Chinese student friends.
Their living quarters reflect the seriousness
which Ang and his friends take to their
respective pursuits—although one is prone
to wonder how Ang manages to have enough
elbow room when working on his bigger
canvasses—but he does.

His easel stands in one corner of the
seldom-used kitchen. Beside it is a drawing
board which also serves as a catch-all for
his piles of sketches, his paint brushes and
some odds and ends. His paintings, finished
and unfinished, are stacked against the
wall beside the staircase. Underneath the
stairs is a makeshift shelf that holds some
of his watercolor studies and a number
of magazines and books on art. While his
roommates browse through their text on
medicine and engineering, Ang, in his corner
in the kitchen and with a fluorescent lamp
keeping bright vigil over his head, paints.

Ang s presently preoccupied with still life
painting. Privately, he is working on a series
of paintings on a single subject - wooden
crates. Why crates? “I often walk along the
streets of Divisoria and crates lying around
on the sidewalks are a common sight. I came
to think that they would make interesting
studies.” So far, Ang has done about five oils
of the subject, mostly in muted colors with
a lot of grays and magenta. Together with
future works, these will go into a future one-
man show Ang hopes to have by the end of
this year and early next year.

Since day-to-day existence demands
a more stable income than painting sees,
Ang has branched out to teaching art in a
Chinese school in Manila just off Azcarraga.
As a teacher, he has an amazing patience with
his pupils, mere elementary graders who also
find him conveniently accommodating. At one
time during recess, a little girl came up and
asked him to uncap a bottle of tea for her.
Ang complied without a word as if uncapping

bottles of tea for little girls were the most
natural thing for him to do.

In his classes, Ang gives the children
complete liberty to express their artistic
impulses. He does not dictate to them as to
what they should draw or paint for he thinks
that children are wonderful artists because
they are completely uninhibited. In this
fact, perhaps, he finds the greater reward of
teaching the art he loves to children.

Because he seldom strays from his
limited routine of activity, Ang's usual way
of keeping in touch with the broader...world
is to phone his best friend, Ong... who is also
a painter. Being more sociable and managing
a store besides, Ong is able to furnish much
of the news that may be of interest to his
recluse friend. Aside from a few Filipino
artist friends, Ang keeps in touch with fellow
Chinese artists with whom he has formed the
Society of Chinese Artists in the Philippines.
One member of this Society is Tiny Ping Lay, a
sculptor who has also made his debut into the
local art world.

Together with Ong, Ang goes on
occasional painting jaunts outside the city in
quest of fresh and different scenery. These
trips also provide him respite from the
hurried urban life and its congestion. Last
summer, he was able to get away with Ong
and a visiting Chinese novelist and painter on
a trip to Lucena and Bagio. He came back with
numerous watercolor studies of the Baguio
scenery and the Lucena countryside.

Ang is able to finish a regular-sized
painting in a day. The more exhausted may
take him one or two weeks or even a month.
Financially, a painting may bring him two
hundred and fifty pesos or more, but even
then, Ang claims that an artist here, even the
most successful, will not survive well on his
art alone. “To stay here and survive, I have to

become a businessman.” He did not elaborate
on what sort of businessman he had in mind,
but it was apparent that to be a businessman
as far as he was concerned, would be pretty
close to disaster, and now or ever, he cannot
be disposed to welcome such a disaster.

Young as he is and with the many years
still ahead of him, Ang feels that what he
has accomplished up to now composes only
the beginning, and that he has a far way to
go before he can do justice to his art. That is
why he harbors an almost aching desire to go
abroad and really labor within the periphery
of great artists, to imbibe, perhaps, some
shades of their greatness. If there is anything
at all that Ang would complain about, it is his
inability to apply for a scholarship here (he is
not a Filipino citizen); for to a man of modest
means and a world of aspirations like Ang, a
scholarship is heaven-sent manna.

To make wup for his temporary
confinement here, Ang religiously keeps
track of the international art goings-on. He is
a lover of art books and keeps a voluminous
collection of clippings on art. He knows his
contemporary painters by heart and he
speaks of the giants with some wistfulness.
Of the modern masters, he has the greatest
regard for Paul Klee. He also thinks a lot of
Picasso although, “I didn't like his cubism
period.”

Beyond a doubt, Ang has set his sights
on a more dynamic beyond as he did when
he was still a schoolboy in Davao. WIth his
kind of silent persistence, his future resists
measuring. But a lot of things can happen
between now and then. He may take a
wife, have children and settle down to the
comparative carefulness and reservations of a
family man. And yet, who knows what is in the
mind and soul of Ang Kiu Kok? No one, really
- except himself.

024 FRBE T (—(IESFRE NP EENR) > (B 5 ER)
(1961498 16H) ©1961 Saturday Heralde
Page with the article “A Chinese Painter in the Philippines”
by Florita Pinga from the Saturday Herald (Copyright © 1961
Saturday Herald).
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H#E(Rosary Queen) (1964) EfE %o H B Paulino and
Hetty QueEifEi Z Alfredo Roces: (B : ARALBE) D
Dick Baldovino$a##©2000 Alfredo Roces, Simeon Cheng,
Paulino Que, and Tiong Rosario, Mandaluyong City: Finale
Art Filee

An image of Ang Kiukok's Rosary Queen (1964), photographed
by Dick Baldovino, part of Paulino and Hetty Que's collection
from a page in Alfredo Roces's Kiukok: Deconstructing Despair
(Copyright © 2000 Alfredo Roces, Simeon Cheng, Paulino Que,
and Tiong Rosario, Mandaluyong City: Finale Art File).

hRE R B CHIE) 19814 H1701981 =36 AR B HKER-
Page 17 of the catalogue Ang Kiukok (Copyright © 1981 Taipei
City: the Printmakers Art Gallery).

HREE R EED CHIMED) > 19814 H2101981 25 HREREE-
Page 21 of the catalogue Ang Kiukok (Copyright © 1981 Taipei
City: the Printmakers Art Gallery).
FREREBR CHIE) 19814 H2701981 Z=ib: HREREBR-
Page 27 of the catalogue Ang Kiukok (Copyright © 1981 Taipei
City: the Printmakers Art Gallery).

hR B R EER CHFED) > 19814 H2901981 Z1b: AR ERE e
Page 29 of the catalogue Ang Kiukok (Copyright © 1981 Taipei
City: the Printmakers Art Gallery).

hRE X EER CHERRED) 19814 H3701981 2L fRERE R
Page 37 of the catalogue Ang Kiukok (Copyright © 1981 Taipei
City: the Printmakers Art Gallery).

HMEER(R)43.5x 92 A% B ES IEYIRERE R
©Andrew Ange

Image of work Houses by Ang Kiukok, 43.5 x 92 cm. NMH
collection (Copyright © Andrew Ang).
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Esperanza Buang Gatbonton> (GE¥E : B RFMMMAIERY &
7 Paulino Que» 19914 > H540©1991&#  Paulino Que’E R
Z3E :Mr. and Mrs. Manuel Zamorae

Page 54 of the catalogue Kiukok: The Artist and His Works written
by Esperanza Buang Gatbonton (Copyright © 1991 Hong Kong:
Paulino Que, image sources: Mr. and Mrs. Manuel Zamora).
Esperanza Buang Gatbonton» CHfE : BT R MAI () > &
#Paulino Que» 19914 >EH71©1991> &% Paulino Que: B R/
HEJR:Mr. and Mrs. Juan T. Gatbontone

Page 71 of the catalogue Kiukok: The Artist and His Works written
by Esperanza Buang Gatbonton (Copyright © 1991 Hong Kong:
Paulino Que, image sources: Mr. and Mrs. Juan T. Gatbonton).
Esperanza Buang Gatbonton> (GE¥E : BRI ERY &
7 Paulino Que» 19914 > EH19401991> &% Paulino Que’ &
A 3&3E: Mr. and Mrs. Paulino Quee

Page 194 of Catalogue Kiukok: The Artist and His Works written
by Esperanza Buang Gatbonton (Copyright © 1991 Hong Kong:
Paulino Que, image sources: Mr. and Mrs. Paulino Que).
Esperanza Buang Gatbonton> (GE$§E : i KM MAIIER) >
&7 Paulino Que» 19914 EH206©1991>F# : Paulino Que’
Bk #E: EEMr. and Mrs. Mauro Malang Santos® F[EThe
Philippine-American Life Insurance Companye

Page 206 of the catalogue Kiukok: The Artist and His Works
written by Esperanza Buang Gatbonton (Copyright © 1991
Hong Kong: Paulino Que, image sources: top image: Mr. and
Mrs. Mauro Malang Santos; bottom image: The Philippine-
American Life Insurance Company).

Esperanza Buang Gatbonton> (GEFKED : BT RAMAIER) &
#:Paulino Que»1991%>EB207©1991> &% Paulino Que’ &
F %8 : Congresswoman Nikki Cosetenge

Page 207 of the catalogue Kiukok: The Artist and His Works written
by Esperanza Buang Gatbonton (Copyright © 1991 Hong Kong:
Paulino Que, image source: Congresswoman Nikki Coseteng).
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LA E R AR ZEBEMER 1960F A HRAIEMM A E 1964F (%
EEIRT LUK 1966-196 TE(EAD R I ZH(EE) (M) F1Emo

19585 Fiar B A HHETRRIRE G IR tERHERNEERM
IR EENPRESRERNGECR AIFESNEENHMRRE19645F
FHEARER T AR SRR ERITR Eh BN EERAIE  E 552
TR AT  (BEEE)RIREF IR BIBRE P BIREETAEMN
FEERY R & 1960F AP HA BE B E (Pop Art) HENE 247 (Op Art) BAE
B ZRUBRMYAL R BEANSR BANRERER SBMRART EM#ME
B ACREE) (ALY R T (R BT HR > T LR L # 8 e %2 A BB > IE AR
DENHUNTG H EEH(EEMFRPRSHREEMNIENR ERZEN
Ry R

FL1950FENARELIGOF NP FiHAFHERINBENFERRE
(FFEEDRIIFRE—TUSBITHN A (HE) (B RTIERRMY
ZHERERBN(EEMER RERES SR - BEtPRIEEMNSGE
L RREENRNRERNAEER.

This document is a catalogue of paintings published by the National
Taiwan Museum of Art in the 1960s. It includes the 1964 Parachute series, the
1966-1967 Orientation series, Stop Gambling, and several Untitled works.

When Lee Shi-Chi formed the Modern Print Association with a
group of friends in 1958, he had an affinity for creating textured abstract
prints that combined repeated thick black lines with gradients of color,
reminiscent of flaking paint on worn Chinese murals. In 1964, Lee Shi-Chi
dipped parachute silk in pigment which he pounded and struck against
canvas to create impromptu textures. The intervention of the body
in these irreproducible unique prints comprising the Parachute series
showcased him as a significant pioneer in Taiwan's performance art. As
pop art and op art made their way to Taiwan in the mid-1960s, Lee utilized
ready-made objects in his methodology, enlarging and reassembling
playing cards and dominoes to create works in the Stop Gambling and
the Orientation series. During the same period, Lee also explored op art
by segmenting and dislocating geometric shapes and gradient colors to
create illusionary effects in a number of Untitled works that presented
multilayered temporal-spatial expressions.

From the late 1950s to the mid-1960s, Lee Shi-Chi pursued texturized
modern printmaking. Lee Shi-Chi revealed methods of reflecting on the
nature of painting through materiality, corporeality, and temporality
through his use of the body as performative intervention in the Parachute
series, his choice of ready-made objects in the Stop Gambling, and Orientation
series, and his many untitled works in the op art style, which were also in
line with the avant-garde anti-establishment practices of contemporary art.
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Cover page of catalogue The Contemporary Chinese Artist: Lee Shi Che’s Art, Taipei City: National
Taiwan Arts Center. Republic of China.
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W R R B I S BT BT 1960 F N AR EM(EH T EE
(Lee Shi Che's Art) )> BRIAB R X (ERBMEE) F#HE(FEE)-

B ARBREXPREBFHF1960FRPRERAIIMBRR B
BHEASEEM (Pop Art) EMBBVRIE (MN(AI) & 5 (HAED) - FRER M
BEAIFEEUEMED FRREREZAERMZINLHMTIBIRMY > AN
BRESRARFHEN EREMHREEL BT 2MEEE B2 FH
HEENER HREHAREE2MERN R BXiEH  UEA X RE
HYH EE Az R EI B 5 BYER, R A IR B 5% > 24T » B PG 75 BR & AR ¢
RAMEBERKAE FTREBBEINREL BE-—ERSENFTHER T8
—RREMERNESRRFR ENFHFTEI96TFEMERN(ERE) BN REK
EHEZI DB EHRCR ERAIENER-

BIBREXHVERRIRE T U EMEE ST HRERIE ILAIERA '
73 B SRTE 12 UL P 75 220 ~ L R B TE AR AR I AE R RV AEEN 1 > R » M5 tH 2= 8585
MRESHER RBREFEZEENEME L L1960 F PRI SIER
H2RE&E-

Two documents are collected in the catalogue of painting, Lee Shi
Che’s Art [sic], published by the National Taiwan Museum of Art in the 1960s.
These are Chu Ko's essay “Quality of Space”, and “Untitled” by Lee Shi-Chi.

In his essay, art critic Chu Ko proposed two observations on Lee
Shi-Chi's work of the mid-1960s. Firstly, on Lee’s pop art style works (such
as the Orientation series and Stop Gambling), gambling objects were used
as non-painting materials. Then, by ordering and arranging these ready-
made objects on the periphery of expansive blank spaces, or by recreating
enlarged versions of dice or dominoes out of wood, Lee defamiliarized
the quotidian objects and blurred the boundaries between art and
the everyday, between sculpture/relief and painting. Secondly, Chu Ko
pointed out that the circle typically served as the main subject in Lee's op
art style works, where regular contrasting colors and forms were used
to create circular and angular shapes that embody both rationality and
design. However, unlike in Western op art where light was regarded as a
physical phenomenon, Lee conveyed a unifying universal view through the
expression of the ‘circle’ to shape a recurring relationship of movement.
For instance, in his 1967 work, Untitled, bands of space within the circle
were sectioned using vibrant colors to create an illusion of looping.

Chu Ko's perspective proposed ‘interpretive space’ as a main axis
of an approach to viewing, of a dynamism that arose from a connection
with local contexts when a non-Western country encountered Western art.
At the same time, he pointed out that Lee Shi-Chi’s anti-painting practices
reflected the significance of Lee's work in Taiwan’s contemporary art
history in reference to the mid-1960s as a starting point.
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Work Untitled, mixed media, 91 x 91cm, 1967. From catalogue The Contemporary Chinese Artist:
Lee Shi Che’s Art, Taipei City: National Taiwan Arts Center, p.12.
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040 Chu Ko's essay titled “Quality of Space”, pages 1-2 in catalogue The Contemporary Chinese Artist:
Lee Shi Che’s Art, Taipei City: National Taiwan Arts Center. Republic of China.
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TERRERE R FEREBFHHIE (Ang Kiukok> BH1979%F) [
2 (Mauro Malang’ #14£19804F) ~BriiZ (Romulo Olazo’ #219814F) ~E
188 (B 1982%F) FFFFERA BN R R ERIHMER 19855 » SFEE EBH
B8 Z AR IR D&M PO FHHFEARBERN S TRAZFOER
AN HEEEEE —TPERAER I BAERNEBE B R LRI
Lt (Cesar Legaspi) ~FaE 28 - %X (Arturo Luz) %1248 (Manuel Baldemor)
HEEIE (Pacita Abad) LB E AT KESEHE 5INFREMRRERR
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In 1959, Ang Kiukok met Lee Shi-Chi on a visit to Taiwan as a
member of an overseas-Chinese delegation from the Philippines and the
two formed an enduring friendship. In their frequent travels between the
two countries, they precipitated bilateral exchanges between modern art
circles in Taiwan and the Philippines. In particular, during a prosperous
time for Taiwan's art market and gallery industry in the late 1970s
throughout the 1980s, Lee Shi-Chi successively opened four art galleries:
Printmakers Art Gallery (1978-1983), A Gallery (1983-1984), Asiaworld
Art Gallery (1985 -1987), and Gallery Triform (1987-1990), and brought
a number of contemporary Filipino artists to Taiwan, occupying a key
position as an intermediary in the history of cultural exchange between
Taiwan and Southeast Asia. At the same time, this represented a loosening
of the post-World War II binary Cold War oppositional structure that
revolved around the US and the Soviet Union.

During the Printmakers Art Gallery period, Lee invited Filipino
modernist artists Ang Kiukok (in 1979), Mauro Malang (in 1980), Romulo
Olazo (in 1981), and James Onglepho (in 1982) to hold solo exhibitions in
Taiwan. When Emilia Roxas, daughter of Chinese-Filipino philanthropist
Tan Yu, established Asiaworld Art Gallery in 1985, Lee Shi-Chi was
brought in as the director of the center. Works by artists Ang Kiukok,
Mauro Malang, and Romulo Olazo, as well as Cesar Legaspi, Arturo Luz,
Manuel Baldemor, and Pacita Abad were invited for the center’s inaugural
exhibition titled Sino-Filipino Modern Art Exhibition. This exhibition
represented the largest collective of Filipino artists that Lee brought
together during his gallery period.
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1979-1982F M FEAREMSIN T ETREREFRELZERE -
#785E (Nikki Coseteng) &&Z L FEHI 21 E K (Mandaluyong) Y% EH
[E5=E R (Galerie Dominique) B#HER  BH197T0FER(B ZEYRTILK
MUREPEE AT EHBEHEEEATHER E1980F VAR AT
ZYBRERaRE 2IRWMEF R E ZINTERIER L ESERE E HiERS
RE - HPhESETRBRNTH RAFZTRNEEZMRIERIIEEE T AR
BFfE (fourth dimension-time) BYATAE M o tE9h ) 1985 F F RAEE FHFIRI &
TP ORI TPIEIRAER D TR FEERERBR T FIb EEERTEZIRE
REERERMEMNEIEE EE SN ED L (Ferdinand Marcos) XK ATE%
R HEXEE2f MABMEFESERZERNEG - (FREE)

Ang Kiukok made introductions for Lee to hold a number of solo
exhibitions in the years between 1979 and 1982 at the Galerie Dominique
in the Mandaluyong District of Manila, managed by Philippine politician
Nikki Coseteng. His exhibited works ranged from his 1970s Moon’s
elegy series that focused on the deconstruction of Chinese calligraphic
characters and reassembling colors and lines, to his early 1980s Time
series of purified form in works that resembled ribbons of color that
flowed into spaces beyond the canvas. These received extensive coverage
in the Filipino media, including commentary from art critic Chu Ko which
described Lee's calligraphic creations as successfully evoking possibilities
of the fourth dimension of time. In addition, the Sino-Filipino Modern Art
Exhibition which Lee held at the Asiaworld Art Gallery in 1985 also received
attention from the Filipino press. These documents not only reveal Lee’s
dynamics in the artistic exchanges in the Philippines but also closely
correlate with First Lady Imelda Marcos's advocacy of culture and the arts
during the Cold War era, and the recognition given to modern art in the
Filipino art circles at the time. (Chen Yen-Ching)
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Lee Shi-Chi. “The Essence of Creation.” The Intellectual no.17 (May
1969): 44-45.

Lee Tsung-Jen, ed. Immersed in Art Lee Shi-Chi’s Creative Horizons. New
Taipei: National Taiwan University of Arts, 2013.

Lee Shi-Chi. “Talking about the Art of Printmaking.” Yishuzhoukan
no.12, 1965.

Printmakers Art Gallery. Ang Kiukok. Taipei: Printmakers Art Gallery,
1981.

Huang Yi-Hsiung. To Our Time and Friends, and Lee Shi-chi. Taipei:
Taipei Fine Arts Museum, 2018.

Liao Hsin-Tien, Linear, Orientation: Lee Shi-Chi, Taichung: National
Taiwan Museum of Fine Arts, 2017.

Editorial, “Re-interpretation in the Culture Context East Asia: Shi-chi
LEE's Groundbreaking Printmaker,” Art Critique of Taiwan, no. 60
(2014): 53-56.

Chiang Po-Shin, “Does Contemporary Art in Taiwan Have Its Own
History? Contemporary between Post-war Japan, Korea and Taiwan,”
Art Critique of Taiwan, no. 60 (2014): 6-13.

Chiang Po-Shin and Seng Yu-Jin, “Connection and Resonance: Toward
an Equal Perspective of World Art History,” Art Critique of Taiwan, no.
77 (2019): 2-5.

Lai Ying-Ying, Taiwanese Avant-Garde: Complex Art in the 1960s. Taipei:
Yuan-Liou Publishing Co., Ltd., 2003.

Lu Tien-Yen, Journey of Echoes-Collected Critical Articles on the work of Li
Shi-chi. Taipei: Xianzhi foundation, 1996.
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Photo taken during Romulo Olazo’s one-person exhibition at
the Printmakers Art Gallery, on view from 13 January to 30
February 1981. From left to right: Lo Tsen, Ang Kiukok, Lee
Shi-Chi, Mrs. Olazo, and Romulo Olazo (Copyright © 1981 Lee
Shi-Chi family).

TERAIRER - 1981F 1813 E2816H MR EBHBRE-EIE
RN R B B R 0FH I RBR

Photo taken during Romulo Olazo’s one-person exhibition at
the Printmakers Art Gallery, on view from 13 January to 30
February 1981. From left to right: Lo Tsen, Ang Kiukok, Lee
Shi-Chi, Mrs. Olazo, and Romulo Olazo (Copyright © 1981 Lee
Shi-Chi family).

FHET ARE HARTHHFEE oFHHTRERM-

Photo of Lee Shi-Chi, Ang Kiukok, and Gu Yue in Lee Shi-Chi's
studio (Copyright © Lee Shi-Chi family).

CHEMEHERI RSB A 1981498198 10828 RE1E
IREBRERE-A—RABE EZHREEA—FHT OFTHHER
BiRfito

Photo taken during Ang Kiukok'’s exhibition of oil painting at
the Printmakers Art Gallery, on view from 19 September to 02
October 1981. From left to right: Chiu Wei-Bor; Ang Kiukok,

unknown, and Lee Shi-Chi (Copyright © 1981 Lee Shi-Chi family).

MBI HER AR 1979F10817THE10H30H R =16k
BERER OFTHTRBIRM-

A copy of an invitation for Ang Kiukok’s exhibition of oil
painting at the Printmakers Art Gallery, on view from 17 to 30
October 1979 (Copyright © 1979 Lee Shi-Chi family).
TEEERIFR 1980F6814HE6829H NEIRERSE
B 0FHERBIRRM

A copy of an invitation for Mauro Malang Santos’s exhibition at
the Printmakers Art Gallery, on view from 14 to 29 June 1980
(Copyright © 1980 Lee Shi-Chi family).

CHMEHERI ISR A 1981498190 F1082H  RE1E
IR EBREBRE - A—MEZ A —HNE OFHHFRER M-

Photo taken during Ang Kiukok's exhibition of oil painting at
the Printmakers Art Gallery, 19 September to 02 October 1981.
Left: Lin Ching-Hsuan; Right: Ang Kiukok (Copyright © 1981 Lee
Shi-Chi family).
FHTNIFRESEE KT ZHEREBRERRR 1981F £
— M E - P53 B —Nikki Coseteng OFH T RBI
Photo taken during Lee Shi-Chi’s one-person exhibition in
Galerie Dominique, Wack-Wack, Mandaluyong City, Philippines.
From left to right: Ang Kiukok, unknown, Lee Shi-Chi, unknown
and Nikki Coseteng (Copyright © 1981 Lee Shi-Chi family).
FHTNIFRESEEXTZAEREBRERRR 1979-1980
F oFHHFRER M-

Photo taken during Lee Shi-Chi’s one-person exhibition in
Galerie Dominique, Wack-Wack, Mandaluyong City, Philippines
(Copyright © 1979-1980 Lee Shi-Chi family).
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SHUMRN—ERERMA T RIEWE  EXRFHE 1R
5ok FEFEETH Bt RER LR KA ELEREEIBYER - FBMIE
HEIERTIEYMESNERK RE T RRBEMEIHNEZIBEH TR MR 1E
YIEE 1t B 5k Ete

FIEREEEERENZE LR JETLAOENER FE218Y
BB TEMM T B EBARFS) (JAARS) ARMEALZ T REBNRIEF
BFE BB William Cameron Townsend 2t R/\VDEREE XS
B (SIL International) Bl A » th BB R IB R DL ENE G A 8 » thAB KRBV 1EY
EAERRAETELER REBNAERES IHEES2E2WA

B EMERSFERENEBREE LHERNAY I UBKERARFEE
B0 I8 - %1EL2 (Richard Pittman) B3 BiRE % > s S # SR 18E
+HE > 2 BEMRFE S BRI EM - X FRI5HE (Katherine Voigtlander)
A FRE T EYERRE E1990FEHINEK Hh g REISERE  BMEEE
EE FEFHIRKEAFRNEE SEIEERBEEMENTIEXXY 2
RHENEMN M X HIBES | HIARIRE 3

S—IEERHRIEMENRSE IRERBEENOP FAREMM
B EEBOR Y SMERT E(FMIRENIEEIRIG A e HERE
A AR RIAMBVE R FHRATEHIEL - EM8435 B B (Francisco Demetrio) & 7 i%
#iESE A (Bisayan) I RBE{IFIEE 7 FI5EE A4 &L - B TS5 AV ENEA
tuo (1815) izl 8 H RAEEEE ‘R—FRHE:EE (pagtuo; tinuho-
an) HEF (tuo-tuo) HE LS MNITANE R FIMNBENEIE (pagtio B

SRS EYNEEINER)  RBE M EERAFE (tud-tud EFe AR
&> magpatuo-tuo B HEREMA) o LbTEHIRERE RBEME
A BEIMAE RIAEES TR REBEXAPIENIEE > MEAEEEHHRYE
P BREEFEE VB - REPZIERAIREE (tuo-tud M tinuho-an) B9
HEXR T ZAIME AR - ESS ERERSIBIHEICE R I EE
BREEEEYE-

FREYEI LI RAEEEMEILIEFR2ARNIRR mERE
EERMERtNEEEEER EERL TR BYE MV BRBEIEIR
(alter-) 1+T5T (meta-) 1~ TIE (non-) 1 BYEmEk > #E AIREF EE D BERIIRA
(B -HER)

The World Museum

One curatorial achievement that we can examine today is the fact
of The World Museum. It is never built. It was not completed. All ongoing
expositions of the world have not installed the Museum permanently in
globo. Two drafts, however, have convoked the futures of museology in
its original goal and penultimate task: to finish the social design of The
World Museum.

The first proposition peels the speculative off the layers of fantasy
in the curatorium of writing and written culture. The Museum of the
Alphabet under the wings of the Jungle Aviation and Radio Service (JAARS)
Waxhaw Center is a collecting institution dedicated to “alphabet makers."!
Envisioned by Summer Institute of Linguistics (SIL) International founder
and Wycliffe Bible Translators William Cameron Townsend, the museum
historicizes writing systems, advocates for the conversion to the written
language, and develops the vernacular for linguistic self-education.

Goals sharpened from their initial form to gather and exhibit “storied
persons first” in lieu of artifacts representing the history of alphabets.>
Richard Pittman upon his return from Sabah developed the museum for
ten years. Later on, the artist and fellow linguist Katherine Voigtlander
joined the project. She designed the display rooms of the museum. In
1990, it welcomed the public where they are treated to a choreography
of labyrinths, a disorienting experience of landing on new airstrips. This
symbol of arrival is the museum'’s primary artifact. It stages translations
and the original problem, the loss of a common language.?

The other inroad to a world museum is the immersion of
the architect’s mind in the mouth of everyday life. In this cavity, the
shifting tonalities prefer auditory skills, the intention to listen deeply,
in discriminating sudden shifts instead of content in storytelling. In his
attempt to classify Bisayan folk beliefs and customs, Francisco Demetrio
constellates the Cebuano-Bisayan verb tdo (to believe) to depict a
structure in folklife.* Tdo in its cognates (pagtuo; tinuho-an) and in the
reduplication of base (tué-tud) proffers scenes in the act of believing:
the motivation of belief as observed in pagtio (to accept the existence
or situation of a thing), or the nature or character of belief as shown in

119 COLLECTING INITIATIONS
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D& KEZ (Lynip, Arthur) (IBE - 152 SILEES 2 RET RN
1R BRI SIL Philippines»2013£E ~https://philippines.sil.org/
sites/phil/files/pittman-statesman-linguist.pdf

[RIATEE> H90°

FEBYEEREE BREENRREEES 2R 1@MEAIL T
ettt R/ DB R AREE I ZERR (SIL International) TEERY JAARS 24
BoJAARS TE{RiE i (& B 32 fuiE » b 2 8058 A\ B2 (R4 ° JAARS &l
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https://jaarsmuseumvirtualtour.oncell.com/en/index.htmle
FEEAFEENR] - =845 B B8 (Demetrio, Francisco) » (A #fElELa IR SN
MBBEDEE)  (GERERIT) 16H345% (19684F) » H663-689 http://
www.jstor.org/stable/42720523 (B5BI HHA: 202154H308) ©
ERiEE> E685¢°

Lynip, Arthur. 2013. Richard S. Pittman: SIL Statesman Linguist and the
Asia-Pacific Rim of Fire. Manila: SIL Philippines. https://philippines.sil.
org/sites/phil/files/pittman-statesman-linguist.pdf.

Lynip, 90.

The virtual tour of the Alphabet Museum features a replica of the
Tower of Babel that signals the loss of language. The museum'’s
website can be accessed in SIL International subsidiary JAARS

that has built airstrips in remote areas and provided airplanes for
translators. The founder of JAARS believes that “[a]irplanes and
radios don't just make translation easier; they make it possible.” See
https://jaarsmuseumvirtualtour.oncell.com/en/index.html.
Demetrio, Francisco. “Toward a Classification of Bisayan Folk Beliefs
and Customs.” Philippine Studies 16, no. 4 (1968): 663-89. Accessed
April 30, 2021. http://www.jstor.org/stable/42720523.

Demetrio, 685.

tuo-tud (to spread superstition) or in magpatud-tué (charlatan/pretender).
This overview extends to categorization of folk beliefs until Demetrio
interpreted the folk as someone “who has not yet passed the threshold

of what is known as civilization.”> Folklife in its sensitivity is realism in
the experience of tu6-tué and tinuho-an thrilled in the unreal, relevant,
and superstitious. Two years prior, Demetrio founded the Xavier Folklife
Museum in northern Mindanao.

The Museum of the Alphabet and the Folklife Museum are not
diametrically opposing proposals. Neither of them can be incorporated into
or excorporated from each other; for them to build The World Museum,
they must complete their secessions from the alter-, meta-, and non-,
prepositions to the modern cessating life with fiction. (Renan Laru-an)
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050 Nonoy Estarte B3z & {E(RItE ) Fm iR
©Xavier University: Museo de Oroe
An image of Nonoy Estarte’s acrylic painting Creation Myths
(Copyright © Xavier University: Museo de Oro).

MYTHS OF CREATION

MYTHS ARE NARRATIVE ACCOUNTS OF WHAT HAPPENED IN
THE REMOTE PAST OF A SOCIETY. MYTHS ARE THE EMBODIMENT OF
DOGMAS AND CONSIDERED SACRED ASSOCIATED WITH BELIEFS AND
RITUALS. MYTHS ARE ACCOUNT FOR THE ORIGIN OF THE WORLD, OF
MANKIND, OF DEATH, OR FOR THE CHARACTERISTICS OF ANIMALS, BIRDS,
GEOGRAPHICAL FEATURES AND OTHER PHENOMENA OF NATURE.

THE DIFFERENT LUMADS OF MINDANAO POSSESS THEIR OWN
MYTHS ABOUT THE GODS AND CREATION OF THE WORLD OR EARLY
CONCEPTION OF THE UNIVERSE AS MANY-LAYERED, ABOUT THE ORIGIN OF
THE SUN, THE MOON, AND THE STARS; AND THE CREATION OF THE FIRST
MAN AND WOMAN OR THE FIRST PEOPLE, AS WELL AS THE ORIGIN OF
ANIMALS AND PLANTS FOUND WITHIN THEIR ENVIRONMENT.

THE CREATION MYTHS AS DEPICTED IN THE PAINTING SHOWS THE
GENERAL CONCEPT COMMONLY FOUND AMONG THE LUMAD CULTURES
OF MINDANAO: THE “CREATOR” AS THE CENTRAL FIGURE BELIEVED TO
HAVE CREATED THE UNIVERSE INCLUDING ALL THE ELEMENTS. ON THE
TWO SIDES OF THE PAINTING ARE CREATION MYTHS OF SELECTED LUMAD
GROUPS: BAGOBO, MANDAYA, MANOBO, BUKIDNON, T'BOLI, TEDURAY,
SUBANEN, MERANAO, AND SAMA. THESE MYTHS ARE FUNDAMENTAL TO
OUR CULTURAL TRADITION FOR THEY CONSTITUTE PART OF OUR SOCIAL
AND CULTURAL HERITAGE.
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CREATION MYTHS OF DIFFERENT LUMAD COMMUNITIES
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T'BOLI 0

= IN THE BEGINNING, IT WAS BELIEVED THAT THE SKY HAS SEVEN LEVELS, -
H THE HIGH AND LAST LAYER IS DWELLING PLACE OF GOD THE ALMIGHTY. =
oy HE HAS A SON D’'WATA WHO HELPED GOD BUILD A HOUSE. THE SOILS THAT -
) HAD BEEN DUG UP, WAS MOULDED INTO THE FIGURE OF MAN AND WOMAN. z
.. o
4o TEDURAY z
R IN THE BEGINNING THERE WAS NO LAND THROUGHOUT THE WORLD, ONLY 5
o THE SKY AND SEA. IN HEAVEN LIVED A SUPERHUMAN BEING KNOWN AS w
4q SUALLA OR TULLUS (GOD). ONE DAY, SUALLA VISITED THE PALACE OF THE -
&5 RISING SUN WHERE THE EIGHT KHONENENTAO (STATUE) WERE FOUND. HE 8

TOUCHED ONE CENTRAL FIGURE AND WAS GIVEN LIFE AND BECAME THE
FIRST MAN CREATED.

SUBANEN

IN THE BEGINNING GOD CREATED SEVEN BROTHERS AND SEVEN SISTERS
WHO MARRIED EACH OTHER FROM WHOM SPRANG OUT THE PEOPLE
AND THE FIRST WOMAN CALLED BAILANDANG. SOME PEOPLE BECAME
INVISIBLE AND WENT TO LIVE IN THE BALITE TREE. BECAUSE THEY WERE
SENSITIVE ABOUT THEIR PRIVACY, ANYONE THAT TOUCHES THE TREE
THEIR DWELLING PLACE, BECOMES SICK.

SAMA

IN THE BEGINNING THERE WAS ONLY THE SEA WHERE A BALL-LIKE FIGURE
FLOATED. THIS WAS ABODE OF THE HIGH GOD. HE MADE CREATIONS BY
SPLITTING THE BALL INTO TWO WHERE ONE HALF ROSE AND BECAME
HEAVEN AND THE OTHER HALF, THE EARTH.
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BUKIDNON (TOP)

THE CREATOR MAGBABAYA WHO DWELLED IN THE 7TH HEAVEN CAME
DOWN TO EARTH AND MOULDED THE BODIES WITH THE FIRST PEOPLE
FROM CLAY AND BREATHES LIFE INTO THEM.

051 Nonoy Estarte E5e /& /E(RIE 5E) #AEBER ©Xavier University: Museo de Oroe
An image of a detail in Nonoy Estarte’s acrylic painting Creation Myths
(Copyright © Xavier University: Museo de Oro).
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Nonoy Estarte E25e JZEVE(RIE #zE)AEBER ©Xavier University: Museo de Oroe
An image of a detail in Nonoy Estarte’s acrylic painting Creation Myths
(Copyright © Xavier University: Museo de Oro).

MERANAO

THE CREATED BEING CREATED THE WORLD, WHICH HE DIVIDED INTO
SEVEN LAYERS. THE SKY ALSO HAD SEVEN LAYERS, THE 7TH LAYER IS THE
SEAT OF HEAVEN ALSO DIVIDED INTO 7 LAYERS; THE HIGHEST LAYER IS
THE DWELLING PLACE OF PEOPLES’ SPIRIT AND WHERE THE TREE OF LIFE
IS FOUND.

MANOBO

THE WORLD WAS CONTROLLED BY DAGAU, WHO LIVES AT THE FOUR
FUNDAMENTAL PILLARS IN THE COMPANY OF A PYTHON. BEING A FEMALE,
SHE DISLIKED THE SIGHT OF BLOOD. UPON SEEING BLOOD SPILLED, SHE
INCITES THE HUGE SERPENT TO WREATHE ITSELF AROUND THE PILLARS
AND SHAKE THE WORLD TO ITS FOUNDATION.

BAGOBO

IN THE BEGINNING, DIWATA MADE THE SEA AND PLANT, AND PLANTED
MANY KINDS OF TREES. TAKING TWO LUMPS OF EARTH, HE SHAPED THEM
LIKE HUMAN FORM AND SPIT INTO THEM AND THEY BECAME MAN AND
WOMAN. DIWATA ALSO CREATED THE SUN, MOON AND THE RIVERS.

MANDAYA

THE PEOPLE OF MAYO RELATES THAT THERE WAS A BIRD NAMED
LIMOKON (WILD DOVE) THAT COULD TALK. THIS LAID TWO EGGS, ONE AT
THE SOURCE OF THE MAYO RIVER, WHICH HATCHED AND CAME OUT A
WOMAN NAMED MAG, AND THE OTHER EGG AT THE MOUTH OF THE RIVER
ALSO HATCHED AND CAME OUT A MAN NAMED BEGENDAY. ALONE AND
LONELY, HE CROSSED THE RIVER AND SAW LONG HAIR FLOATING, WHICH
HE CAUGHT AND LOOKED FOR THE OWNER. HE FOUND THE WOMAN AND
BECAME HIS WIFE. FROM THIS UNION, THE MANDAYA PEOPLE WERE BORN.

PAINTED BY:
NONOY ESTARTE
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053 Bt &S EYREEER Fr. Francisco R. Demetrio SJ Gallery B9
AKZE:2E R ©Xavier University:Museo de Oro°
An image of one of the memorabilia exhibited at Fr. Francisco
R. Demetrio S) Gallery, one of the galleries at Museo de Oro
(Copyright © Xavier University: Museo de Oro).

054 BTRRESEYEEZNR Fr. Francisco R. Demetrio SJ Gallery Y
KZE:2E R ©Xavier University:Museo de Oro°
An image of one of the memorabilia exhibited at Fr. Francisco
R. Demetrio SJ Gallery, one of the galleries at Museo de Oro
(Copyright © Xavier University: Museo de Oro).

055 3 Paulynn Paredes-Sicam #5093 E (R 5 —R1E488) 513k
B R FIER197T1F48 148 (BRI ER) T MIRIERT
1 Fr. Francisco R. Demetrio SJ Gallery ©Xavier University:

Museo de Oroe

An image of the framed news clipping of “A Museum in the
South” by Paulynn Paredes-Sicam from The Manila Chronicle
dated 14 April 1971, exhibited at Fr. Francisco R. Demetrio S)
Gallery (Copyright © Xavier University: Museo de Oro).

056 F Paulynn Paredes-Sicam %% B9k & (R /5 — R 1E4Y)8E) BU %R
ARERER FIE R 1971E4 B 14 BB RNAC B IR) <X B IMFIER T
7 Fr. Francisco R. Demetrio SJ Gallery ©Xavier University:
Museo de Oroe
An image of a detail of the framed news clipping of “A Museum in
the South” by Paulynn Paredes-Sicam from The Manila Chronicle
dated 14 April 1971, exhibited at Fr. Francisco R. Demetrio S)
Gallery (Copyright © Xavier University: Museo de Oro).
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057 BTN ESIBYIREEN Fr. Francisco R. Demetrio SJ Gallery #9
AKZE:2[E R ©Xavier University:Museo de Oro°
An image of one of the memorabilia exhibited at Fr. Francisco
R. Demetrio S) Gallery, one of the galleries at Museo de Oro
(Copyright © Xavier University: Museo de Oro).

058 BTN ESIBYIREEN Fr. Francisco R. Demetrio SJ Gallery #9
AKZE:2E R ©Xavier University:Museo de Oro°
An image of one of the memorabilia exhibited at Fr. Francisco
R. Demetrio SJ Gallery, one of the galleries at Museo de Oro
(Copyright © Xavier University: Museo de Oro).

059- EFFRERANERAMBEEEAG ERRA HE:

063 %Eﬁﬁﬁﬂ—L EERERG (AR REHEE E—EFEERAY
EREMBESEAGHIENOL975 Cagayan de Oro: Xavier
Universitye
Photo documentations of the First National Congress of
Folklorists and Other Scholars from Dialogue for Development:
Papers from the First National Congress of Philippine Folklore and
Other Scholars, edited by Francisco R. Demetrio, S] (Copyright ©
1975 Cagayan de Oro: Xavier University)

064 BN ESTEYIEEEE Fr. Francisco R. Demetrio SJ Gallery 89
AZE:2E R ©Xavier University:Museo de Oroe
An image of one of the memorabilia exhibited at Fr. Francisco
R. Demetrio SJ Gallery, one of the galleries at Museo de Oro
(Copyright © Xavier University: Museo de Oro).
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FEEAFEETT - EiEE B B BIMarcelino C. Panis, Jr. & (BE
E—EEFM BAERE) 19865 HEKRFHEE ©1992 Xavier
University: Museo de Oro°
Cover and title page of Exhibit Room One Guidebook: The
Inaugural Exhibit (1986) by Frank R. Demetrio and Marcelino C.
Panis, Jr. (Copyright ©1992 Xavier University: Museo de Oro).
SRRATEETR} - EE4E B BLEA Marcelino C. Panis, Jr. &
BE—SBEFM: FAERE)ES 19865 H201992 Xavier
University: Museo de Oro°
Page 2 with the introduction of Exhibit Room One Guidebook: The
Inaugural Exhibit (1986) by Frank R. Demetrio and Marcelino C.
Panis, Jr. (Copyright ©1992 Xavier University: Museo de Oro).
FEEAFEETR - =S B B EIMarcelino C. Panis, Jr. & (BE
E—EEFM HERRE) 19865 H30-32-XFRABTAREIPZ
M RBHSKRERI BEX 4 ©1992 Xavier University: Museo
de Oroe
Pages 30-32 with texts on the exhibition didactics on sections
dedicated to folk concepts of diplomacy and the contribution
of Christianity in Exhibit Room One Guidebook: The Inaugural
Exhibit (1986) by Frank R. Demetrio and Marcelino C. Panis, Jr.
(Copyright ©1992 Xavier University: Museo de Oro).
FEAFR Rl - B BB EMarcelino C. Panis, Jr. & (BEZE
—SEFM ERRE) 19865 H38-39-XFABARE—ER
&IRRENRAMSIREINER T HESRER RE A
©1992 Xavier University: Museo de Oroe
Pages 38-39 with texts on the exhibition didactics on the final
section dedicated to folk concepts of futurity and an additional
section on “The Legend of the Birhen sa Kota” in Exhibit
Room One Guidebook: The Inaugural Exhibit (1986) by Frank R.
Demetrio and Marcelino C. Panis, Jr. (Copyright ©1992 Xavier
University: Museo de Oro).
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E—EFFEERBNERAMBELEAAG HERE L

B HBARETE SR EREE (BEREE B
JFFRERANERAMBEZEAEHRIE)O1975 Xavier
University:Museo de Oroe

Pages with list of participants of the First National Congress
of Folklorists and Other Scholars in Dialogue for Development:
Papers from the First National Congress of Philippine Folklore and
Other Scholars, edited by Francisco R. Demetrio (Copyright ©
1975 Xavier University: Museo de Oro).

BRI =B IEYEEZR Fr. Francisco R. Demetrio SJ Gallery £
AZE:EE R ©Xavier University:Museo de Oroe

An image of a piece in the memorabilia exhibited at Fr.
Francisco R. Demetrio SJ Gallery, one of the galleries at Museo
de Oro (Copyright © Xavier University: Museo de Oro).

HE MBS EREEIRIFE OXavier University:
Museo de Oroe

Installation view of Demetrio’s exhibitions at Museo De Oro
(Copyright © Xavier University: Museo de Oro).
HEBYEEERFERREERIZR OXavier University:
Museo de Oroe

Installation view of Demetrio’s exhibitions at Museo De Oro
(Copyright © Xavier University: Museo de Oro).

=B EYEEEE EREBIRISH OXavier University:
Museo de Oroe

Installation view of Demetrio’s exhibitions at Museo De Oro
(Copyright © Xavier University: Museo de Oro).
EEATRENRL - EiBtF BB B Marcelino C. Panis, Jr.&4% Bet
Vamenta/@[E (G E#tIKEEF M) HERFEE ©1990
Xavier University: Museo de Oroe

Cover and title page of Respect the Earth Guidebook, edited by
Frank R. Demetrio and Marcelino C. Panis, Jr., and illustrated by
Bet Vamenta (Copyright © 1990 Xavier University: Museo de Oro).
XE(Tahura ang Yuta) (;Z:k: TG EMIK) HTEFEE) » WERH
FEEAFE R - B BB BMarcelino C. Panis, Jr.&4% Bet
Vamenta#@[El> (& St 5k E 5 3 ) » H533-36 ©1990 Xavier
University: Museo de Oroe

Pages 33-36 with text “Tahura ang Yuta” in Respect the Earth
Guidebook, edited by Frank R. Demetrio and Marcelino C. Panis,
Jr. and illustrated by Bet Vamenta (Copyright © 1990 Xavier
University: Museo de Oro).
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Bet Vamenta @8RBI A LIFIEE > UiRi shRAFE HTAL - 24845
B EiiMarcelino C. Panis, Jr.&%% Bet Vamentafg[& (&&=
HEKEEF M) E17 ©1990 Xavier University: Museo de Oroe
Pages 17 with a Balite tree illustration by Bet Vamenta in
Respect the Earth Guidebook, edited by Frank R. Demetrio

and Marcelino C. Panis, Jr., and illustrated by Bet Vamenta
(Copyright © 1990 Xavier University: Museo de Oro).
XEGREMRERNEY) Z BB iR FHRAFE R - EiEF R R
EAMarcelino C. Panis, Jr.&4% Bet Vamentaf& B (S & ith k&
EFM)E21 ©1990 Xavier University: Museo de Oroe

Page 21 with illustration on “Beings Not Like Us" in Respect the
Earth Guidebook, edited by Frank R. Demetrio and Marcelino

C. Panis, Jr. and illustrated by Bet Vamenta (Copyright © 1990
Xavier University: Museo de Oro).

Pl £ & (Mansaka) B9t#{&Parangka > 2= & 1815E R ZHBIH
RiEZ2REMEXHE L MW—3I49 ©Xavier University: Museo
de Oroe

An image of a Parangka, Mansaka deity doll, as part of the
Ritual and Divination under the Ethnology of Mindanao section
in Museo de Oro (Copyright © Xavier University: Museo de Oro).
EEEE R RIEEEMEREARR HP— (IS EEMTRTE Fr.
Francisco R. Demetrio SJ Gallery BJ88 /i ©Xavier University:
Museo de Oroe

An image of one of the artists whom Demetrio curated and
collaborated with during his tenure as museum curator,
exhibited at Fr. Francisco R. Demetrio SJ Gallery (Copyright ©
Xavier University: Museo de Oro).

EEATEENEL - i85 B B4R Nonoy EstartefiAlbert
S.J.Vamenta B ({EE RERE ELM)E—EHE
©1979/1980 Xavier University: Museo de Oro°

Cover of the Illustrated Folktales: Historical Volume 1, edited by
Francisco R. Demetrio with illustrations by Nonoy Estarte and
Albert S.J. Vamenta (Copyright © 1979/1980 Xavier University:
Museo de Oro).

SREATEHTEL - 1845 B 54R ) Nonoy EstartefiAlbert

S.J. Vamentaf&[E> ({EE RN EEM) B _EHE
©1979/1980 Xavier University: Museo de Oro°

Cover of the Illustrated Folktales: Mythico-Legendary Volume 2,
edited by Francisco R. Demetrio with illustrations by Nonoy
Estarte and Albert S.J. Vamenta (Copyright © 1979/1980 Xavier
University: Museo de Oro).
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KiESHAMBIES2RMASERSBIHNER A BEITH

©2021 SIL Internationale

Image of Pittman with other SIL researchers in Mindanao,

undated (Copyright © 2021 SIL International).

HESERESBIENBHIES PIiRE5ER BEIR¥ ©2021 SIL

Internationale

Image of Pittman at SIL in Mindanao, undated (Copyright ©

2021 SIL International).

HEREPHH B EHNHERA  BEAREE ©2021SIL

Internationale

Image of Malaybalay workshop in Nasuli, Bukidnon, undated

(Copyright © 2021 SIL International).

B SHE S 2RUNTERE BHFBEE BHFF ©2021

SIL Internationale

Aerial view of SIL headquarters in Nasuli, Bukidnon, undated

(Copyright © 2021 SIL International).

URAERENSIES 2R RSBPIRMES2EE BT

5% ©221 SIL Internationale

Image of SIL publications department in Bukidnon with

new linguistics module, undated (Copyright © 2021 SIL

International).

URBREFNRIE S B RARRAMFAIEELL (Mt.Capistrano) »

B AR e o (TE R B R S ER IR B 48 - SRR B 2B ESE ) 200345

©2021 SIL Internationale

Image of early houses at Nasuli. Mt. Capistrano in the

background, undated. In God's time and ours: Philippine branch

history, 2003 (Copyright © 2021 SIL International).

EEZEMELLSERM Ben Hilda Needham KFIIA SIL JE
F491955 Fo(BE - BFE SILES2RETANIR) 2013

£F0 ©2021 SIL Internationale

Image of Ben and Hilda Needham with experience in

horticulture and agriculture join SIL Philippines, ca. 1955.

Richard S. Pittman: SIL Statesman Linguist and the Asia-Pacific

Ring of Fire, 2013 (Copyright © 2021 SIL International).

HZHE S ARARE BB S HME EETHERENR

F > BHEAAREE ©2021 SIL Internationale

Image of a translation exercise with SIL researchers and a local

language helper, undated (Copyright © 2021 SIL International).

Ben Needham EHBEF BRI F > BEARFH-(BE - 245

S SILESBRE T A NIR)©2021 SIL Internationale

Image of Ben Needham in Nasuli Spring, undated. Richard S.

Pittman: SIL Statesman Linguist and the Asia-Pacific Ring of Fire,

2013 (Copyright © 2021 SIL International).
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NEEBEIER T - B - 7TES (Ma. Delia Coronel) E2EB 2 H 7
IR EE AT E IR E ) BYERRIEER -E-£F# (EricE.
Casifio) FREZOEEMHERZENTER IRRAE M N TEHERE
¥ AL TIEY E MM SR A E R B YIRE 2 | o2

RAERDANWEZRIFFENONEE FREH X2 FRMEMK
E5S A RAEENEENERR EATFREFRNE S AEE it
REIEEHRERER BB R E Mt E AR AN O BARR S 4 3 a]
i HEE RN EANEPIER MR ARAOEEAT S TE A TSN
B —EHZENER MR RAEENREER HIHFEES (Ifugao)
MEBFEES (Magindanaw) RAATERIAA  AEE 2 BB S5
RMEEMEBMNIEFRRZ I MR

S—HE ARG EEREENEEHEBE FAZRIE
B EMEYEEL2HELLRFR  EME R A TRIE RETEHEIMISR EHIRE
2 EMRERBEOSXZ2RARZHEEMAY ERREIGAXNENAEZEH
o UEEREBR-EMARAHENERENES A EBREEN ANESR
B ARER -EEAAE T ERMASHNMES RABHERNKBEER
MEREEES2H BT EECHENE L2 MER £iEERAILL
BEPNRTER KRB E RN CEE ERMANENE—TBRES ]

EAHENTEEMAT TR OAMBEES AR EEM EHEMNES
SERENTH SIRXEBHE (liquidation) IRE TIEE ML BLEMRRA R
HE T EESUHRNmL A R BRI ERRXCRE EEN
R BB SRR EE AN R EEMAREENE L EER
EMBEATBRERAER WIEEEm S Pt S ERANEERAES
MEEN—BD ESEHRIEAEERBLKR - (FE-HER)

Modernisms in Linguistics

Literary scholar Ma. Delia Coronel evoked the quality of mythology in
its “miracle of content and form” when applied in writing." Complementing
verbal art’s influence in national development, museologist Eric S. Casifio
asked how visuality could proceed beyond semantic manipulation in relating
“the study of non-material myths with object-oriented museology."?

For Coronel, the store of spoken heritage in the Philippines must
be exploited in creating new fiction, poetry, and other narratives. Accessing
the locality and tonality of folklore can render authenticity in the voice of
Filipino writers. Coronel added that as these stories are circulated they
also participate in building a universality in interlinking themes and motifs
present in other geographic regions, which can then be understood among
great tales of classical origin. She spoke about the adoption of orality to
coincide with “now is the acceptable time,” a shared contemporaneity
that confirms folklife's futurism. Coronel elaborated this feasibility in her
scientific outline of Ifugao and Magindanaw folktales as examples of global
similarity and native distinction fusing in worlds “experienced by the power
of the atom."?

The effects of similarity and distinctness, on the other hand,
substantiate the self-esteem and self-confidence of a national life. Casifio
noted the analogous relationship of the folkloristics and museology in
their epistemological procedure only to diverge at their public appearance.
Artists who embody ideas and figures that abound in oral literature must
be enlisted in the alignment of exhibitionary techniques with written
descriptions to produce visual representations. The profitability of folklore
is a matter of integration that can be accomplished by a visual mediation
in duplication or transformation. The folkloristic in Casifio’s appreciation of
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IEFEE - BHI- 5TZZ (Coronel, Ma. Delia) » (RSB LRI EEMT) o (
AHBRBREE - EFEREROARNEREMBEZEAGHE) 7B
BAPRHRR] - {845 B B (Francisco Demetrio) 4R > R INIERELZE : Xavier
University» 19755 B581-596°

BB - K% ( Casifio, Eric) (RGBT EELHEMES) (A
BEE . FEFEEROBRSREAMBEREAGHXE) AT
R - BB R BRAR ) R INMEEERZE : Xavier University » 19755 B
T17-722°

RER (REWEHREEM)  FaisE B596°

KEH (RGBS RBEYRER)  FaisE 57220

BE - F45 2 (Richard Pittman) Bk A BEBINRGEHE &
EFMESRENRENENFM REEL B8 (BEKER K
RIS ER16IE408%) bR BN A FZHTEE : Summer Institute of
Linguistics> 19984 > EH1-460

Coronel, Ma. Delia. 1975. “Folklore and the Creative Arts.”

In Dialogue For Development: Papers From The First National Congress of
Philippine Folklore and Other Scholars, edited by Francisco Demetrio,
581-596. Cagayan de Oro: Xavier University.

Casifio, Eric. 1975. “Folklorists and Museology.” In Dialogue For
Development: Papers From The First National Congress of Philippine
Folklore and Other Scholars, edited by Francisco Demetrio, 717-722.
Cagayan de Oro: Xavier University.

Coronel, 596

Casifo, 722.

Richard Pittman edited a compendium of short writings on language
extinction and preservation based on the experiences of researchers
and translations from the field. See Richard Pittman, Back from the
Brink: Sixteen Accounts of Ethnic Renaissance, 1998, Waxhaw, NC:
Summer Institute of Linguistics, pp. 1-46.

its technological promise saw its antithetical application to archaeology in
imposing folklore's curatorial ontology in historical linguistics. According
to Casifio, this function can contribute to cultural revival on “a national and
regional level that paves the way for further integration of our region.”*

Both Casifio and Coronel believe in the conversion of oral
heritage to creative arts. Such a call is the shape of the curatorial that
complicates custodianship based on the liquidation of lack. These
solutions reform the dialectical input of rebirth and extinction, where
cultural identity is constantly evaluated to be a modern artifact. In
contrast to Pittman’s promotion of ethnic renaissance via linguistics,
Casifio and Coronel trafficked vernacular modernism in the timing of
childhood and legacy.® As a locus of continuity, they wonder about the
abundance of collective experience if folktales were part of our childhood
and inheritance. (Renan Laru-an)
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B E R F e
Helpers and Children

Haet RS

= PKMRMESR ESEE I NSSHERR BEERR
ETRASNEBENEMFEZS TR EASRBEEAEERA THER 1
WIEFEES R RRIIER B MFIRHRE BZE B B S ER RS
ENRMF EEAGHNERENEREMES  HUESNREETROE it
HNEBERRRPEETEE EREMRENHERNRE X FIOZ 1 AR
sEra AR RS R AR R BN ER ME MM IR EREENFRK R
BEBESAZE KREBENHRS RIRLRR HIHEATNER , MARKE
SRR R R AW E MRS & A S B E UG EOE  ZRE R HEE
o HEREIHERE ERPENETERELE T A MHE ER LHER
BENFF & R4S > AT SHETE A EIEE S iR BE 2 RN AE - BT AR BRI (F X T
REDERBIRIRA REHFAESIUSEBE-

e mE R REENXEXCRANAR® EMRNBETER
A EPEEUESD FHARIEES ERRATNGZ BILEXCBER
BREZR FEREEMKEH - BHIE (Zeus Bascon) TRl = REMR £
EEEBENARENGE thERFESHER MARARREEAR SR E
ETR BHEESNMRANEESERP KREREAEE - HNEBHEREEE
WMHMS> BE2019F FRERMEETRERLERR 5 RERXCHAZ
BEEMERBEEENR BHRETERRRREZENZE L ERFAFEIER.
FEFLARERIZ A SRR - 2 KA B AR EEBRENSE 55
S ERRUAS B RIGER EBEMEREMNE ERMHLENES
ERE -2 RME S HEE — 1% WRAREZES HENMEE 2 RN
A s B ERBIRLNES A RARMERE: 2N ERZNARAZESME
H o SREMTRER S EMBEERESNGE S E—E? (BR -ER)

Language Helpers

The concept of a language helper is vital among linguists studying
new languages. Unlike the local translator, the role of a native-speaking
language helper occurs in the midst of testing meaning-making across
translation. The helper, neither the source nor the recipient of new
linguistic form, is a companion of a researcher, translator, consultant, and
native informant. Her service emanates from her capacity to understand a
language. She has to respond to it in a speech that communicates with the
original meaning." Her voice is interruptive to the adequacy of translation:
When checking the translation of a researcher, this text is orally ‘translated’
to English for a consultant—perhaps an experienced specialist who has
mastered all the interruptions in forming/formed language—to verify
the accuracy of the spoken word'’s meaning. The specialist can present his
interruption to the knowledge relay by extracting a query that clarifies
the discourse that the translation carries. The researcher must then
translate the consultant’s question to the language of his helper. She
answers in her native tongue. Her response to be reported in English to
the consultant verifies the status of translation in the source community;
if the language helper’s answer properly interprets the test question, the
translation is theoretically contextual and therefore functional across
linguistic communities. This scientific task can confirm that no translation
principle is violated, especially when understanding achieves convergence
in English.
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BEHYEAGENEHES 20k (SIL) FRZPFIH g4 R
B - EEF (Felicia Brichoux) > (SILSERE205E%) - (FEEEE
= 2HATIN4&S5HA1&25 (1973 - 19744) » H85-119> https://www.sil.
org/resources/archives/25545 (25RS HE#A:202144H308) °

il B ER2019F 2 S RER T ER TS EERMNIBOF
sCEERA L - https://www.youtube.com/watch?v=br6bKrRIcDke

The role of a language helper is documented in different
departments of the Summer Institute of Linguistics. A cursory
account can be found in Felicia Brichoux, “SIL Philippines after
twenty years,” Philippine Journal of Linguistics 4 & 5, nos. 1 & 2 (1973-
1974): 85-119. Accessed on April 30, 2021, https://www.sil.org/
resources/archives/25545.

Bascon participated in the residency in 2019 as part of the Craft
Taitung Creator Exchange Program. A glimpse of his time in Taitung
is recorded here: https://www.youtube.com/watch?v=brébKrRIcDk.

The fundamental practice of language helpers can reinterpret the
role of artists in cultural exchange. Often coded in minority positions for
larger projects, the artist’s voice in cultural communication is overlooked
because of its affective technicality that assists the deployment of a more
familiar methodology. Reflecting on his residency in Taitung, ancestral
residence to the Puyuma and Amis tribes on the southeastern coast of
Taiwan, the Philippine artist Zeus Bascon names his relentless keenness to
observe as a primary tool that immerses him in a new cultural context he
has no previous knowledge about. Observation here empirically contrasts
the feeling of time in the lived experience of knowing and not-knowing.

A daunting task for every artist like Bascon who in 2019 had to execute

his observation in Indigenous territories at a time when the subject of
cultural appropriation becomes a political officer of artistic language.?
Bascon's observation solicits multiple translations while forming a sense
of giving that perpetually and simultaneously performs the task of
bearing questions with answers/answers with questions. This is attested
in situations, such as, for the artist, the responsibility towards cultural
sensitivity; for the language helper, the participation in ethnography. This
sociolinguistic contribution can be introduced in the literacy of artistic
language. The artist, like the receptive language helper, is always willing to
accept the problem in language. As a language helper, the artist continues
the questioning towards the direction of language being a new task:

How can artistic language be elicited into a linguistic problem that unites
artistic solutions and problems? (Renan Laru-an)
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Zeus Bascon
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BT BHTE CEMMEE) EIREE - 2019F R BRI R
Zeus Bascon. Ramblings, Stellar drawing, 2019. Glitter and glue
on black velvet.

BT BHTE C8XMEE) BIREE - 2019F R BRI R
Zeus Bascon. Ramblings, Stellar drawing, 2019. Glitter and glue
on black velvet.

KIEMRSEFLER ©2019 Van Zeus Allen Cantos Bascone

Image of drilled holes on the ceiling (Copyright © 2019 Van
Zeus Allen Cantos Bascon).

FELA ISR B4 TEEEBRE©2019 Van Zeus Allen Cantos
Bascone

I'lived with huge ants in Dulan (Copyright © 2019 Van Zeus
Allen Cantos Bascon).

— RN EPIRIIEHIE ©2019 Van Zeus Allen Cantos Bascone
Image of a line of hoops as portal (Copyright © 2019 Van Zeus
Allen Cantos Bascon).

HET BEER C8XMEE) EIKEE - 2019F 2R BRI R
Zeus Bascon. Ramblings, Stellar drawing, 2019. Glitter and glue
on black velvet.

BT BT CEKFEE) RIE(FHE 2019F R MBHIT Fo
Zeus Bascon. Ramblings, Ground preparation, 2019. Bamboos
tied together with cotton rope.

EREHNER ©2019 Van Zeus Allen Cantos Bascone
Image of Taitung Art and Culture Center (Copyright © 2019 Van
Zeus Allen Cantos Bascon).
NANMFBEEERREMBESHEA ©2019 Van Zeus Allen
Cantos Bascone

Image of Kazuhide Kawamura sleeping in the Taitung Art Museum
dormitory (Copyright © 2019 Van Zeus Allen Cantos Bascon).
#HE—R B 4B ERE LiEET ©2019 Van Zeus Allen

Cantos Bascone

Image of a wall decor in a Japanese restaurant in Dulan
(Copyright © 2019 Van Zeus Allen Cantos Bascon).

BT BT CERXEE) RER - 2019F -BR B2 ERE
HKEEBANERE S BRENRT L MUREEENS A
B ERS T RR R R A& - 2 RMEUN X CRE YRR
©Craft Taitung Creator Exchange Programe

Zeus Bascon. Ramblings, Installation view, 2019. Acrylic

paint, alcohol ink and calligraphy ink on plastic cover and
various fabrics, glitters on velvet, patterned ribbons and bark
textile woven into bamboos tied together with cotton rope.
Size variable. Collection of Taitung County Cultural Affairs
Department, Taiwan (Copyright © Craft Taitung Creator
Exchange Program).
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BT BT CERXMEE) RER-2019F -BRrHEE ERE
HOEFRBKNERE -SRI £ MIREEENS A
PRI RS T 18 B R » RN BT 42 o 52 SRR S A B BR LR
©Craft Taitung Creator Exchange Programe

Zeus Bascon. Ramblings, Installation view, 2019. Acrylic

paint, alcohol ink and calligraphy ink on plastic cover and
various fabrics, glitters on velvet, patterned ribbons and bark
textile woven into bamboos tied together with cotton rope.
Size variable. Collection of Taitung County Cultural Affairs
Department, Taiwan (Copyright © Craft Taitung Creator
Exchange Program).

BT BHETER CERFEE) MR 2019F B 8 E ERE
HKEEBKNERE SR BREIT £ LIREEENS A
B ERSF RER R A& - 2 RMEUN X CE YRR
©Craft Taitung Creator Exchange Programe

Zeus Bascon. Ramblings, Detail, 2019. Acrylic paint, alcohol

ink and calligraphy ink on plastic cover and various fabrics,
glitters on velvet, patterned ribbons and bark textile woven
into bamboos tied together with cotton rope. Size variable.
Collection of Taitung County Cultural Affairs Department,
Taiwan (Copyright © Craft Taitung Creator Exchange Program).
HET BT CEBXEE) RER - 2019F -BR HEE ERE
K BERBKREBE SR AREIT L DURBE Rz A
B ERSF RREm R A& - 2 RMEUN X CE IR
©Craft Taitung Creator Exchange Programe

Zeus Bascon. Ramblings, Installation view, 2019. Acrylic

paint, alcohol ink and calligraphy ink on plastic cover and
various fabrics, glitters on velvet, patterned ribbons and bark
textile woven into bamboos tied together with cotton rope.
Size variable. Collection of Taitung County Cultural Affairs
Department, Taiwan (Copyright © Craft Taitung Creator
Exchange Program).

BT BEHE (B3EE) EMESE - 2019F 2R \BKRER
Zeus Bascon. Ramblings, Stellar drawing, 2019. Glitter and glue
on black velvet.

BT BT CEMEE) TIEHAAIIRE 2019F Bt Lo
Zeus Bascon. Ramblings, Workshop outline proposal, 2019. Pen
on paper.

BT B CEKMEE) Bk HEH 2019F -FaHERER
E )Nl

Zeus Bascon. Ramblings, Notes and sketches, 2019. Coloured
pencils and markers on paper.

BT BT CEKFEE) - M FRVMEI R 2019F -F Gl
BRERETIE L

Zeus Bascon. Ramblings, Sketch of details seen in a shaman’s
hut, 2019. Coloured pencils and markers on paper.

T BHTR CEKPEE) TIFHIREEIT 2019F - FBHRIF
WA R

Zeus Bascon. Ramblings, Study for workshop proposal, 2019.
Strip of paper drawings woven into bamboo mat.
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129
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BT B CERBE) LER 2019F -BR HEE ERE
KEHRBKNERE S BREIT £ LIREBEENS A
R B TSR e R Al SR MBI SUERR IR
©Craft Taitung Creator Exchange Programe

Zeus Bascon. Ramblings, Installation view, 2019. Acrylic paint,
alcohol ink and calligraphy ink on plastic cover and various
fabrics, glitters on velvet, patterned ribbons and bark textile
woven into bamboos tied together with cotton rope. Size
variable. In the Collection of Taitung County Cultural Affair
Department, Taiwan (Copyright © Craft Taitung Creator
Exchange Program).

BT B CERBE) LER 2019F -BR HEE EFE
HEFRBKNERE -SRI £ LIREBEENS A
R B TSR e RN el SR MBI SUERR IR
©Craft Taitung Creator Exchange Programe

Zeus Bascon. Ramblings, Installation view, 2019. Acrylic paint,
alcohol ink, and calligraphy ink on plastic cover and various
fabrics, glitters on velvet, patterned ribbons and bark textile
woven into bamboos tied together with cotton rope. Size
variable. In the Collection of Taitung County Cultural Affairs
Department, Taiwan (Copyright © Craft Taitung Creator
Exchange Program).

BT BHTE (AR O 175 20 19F - IR TR AT B
Zeus Bascon. Pierce Directly To The Heart, Bamboo pole, 2019.
Cut-out bamboos and wood glue.

BT BERER (BRI O F BN EC A EE2019F-
FainE i Le

Zeus Bascon. Pierce Directly To The Heart, Notes and a detailed
sketch of the spear head, 2019. Coloured pencils and pen on
paper.

BT BE#R (EROHE) B EBE 2019F FL K Lo

Zeus Bascon. Pierce Directly To The Heart, Sketches for
installation, 2019. Pen on paper.

BT BHEER (BRI O F BRI MR 2019 F 1 R BFMALKIR
SisifEfife U B EER R B R K F o

Zeus Bascon. Pierce Directly To The Heart, Production of spear
head, 2019. Found shell filled with epoxy and resin, drawn with
acrylic paint and alcohol ink.

T BHEIER (RO > 48R 2019F AT+ AT —1@
B EH R RMAEBUN X 1CEE R ©Craft Taitung Creator
Exchange Programe

Zeus Bascon. Pierce Directly To The Heart, Detail, 2019. Bamboo,
wood glue, and a shell spear head. Collection of Taitung County
Cultural Affairs Department, Taiwan (Copyright © Craft Taitung
Creator Exchange Program).

BT BETER (ERIOED  #E6> 2019F T F R TR -—{E
B 5E - 2R MABUT XL EEWGE ©Craft Taitung Creator
Exchange Programe

Zeus Bascon. Pierce Directly To The Heart, Detail, 2019. Bamboo,
wood glue, and a shell spear head. Collection of Taitung County
Cultural Affairs Department, Taiwan (Copyright © Craft Taitung
Creator Exchange Program).
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136 BT B (ERIOHE) RER 2019F 1T F R IRB - ia
8288 R R B RE A A IR A IS R B AR R RARF BE B 52
NERR R BE RKF G- ERMBUT BRI ©Craft Taitung
Creator Exchange Programe
Zeus Bascon. Pierce Directly To The Heart, Installation view, 2019.
Bamboo, wood glue, found objects, bells, cotton and nylon
ropes, and a shell with epoxy and resin, drawn with acrylic
paint and alcohol ink. 482.6 cm. Collection of Taitung County
Cultural Affairs Department, Taiwan (Copyright © Craft Taitung
Creator Exchange Program).
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BT BHER (N EE) K EBR 20195 -F (FRELE
TR EIEYEEE 1 1999~2002) PRz E HAR) 242 R EE-OCraft
Taitung Creator Exchange Program

Zeus Bascon. The Weight of Knowing, Installation view, 2019.
Book (Shit of Akin, 1999-2002 Published by Chen Yi Chun, 2002),
green rocks (Copyright © Craft Taitung Creator Exchange
Program).

ERERS E EMEAEREE ©2019 Van Zeus Allen

Cantos Bascone

Image of the site of pilgrimage along Malaoulu Trail (Copyright
© 2019 Van Zeus Allen Cantos Bascon).

#R I 2;51RMATE ©2019 Van Zeus Allen Cantos Bascone
Image of rocks on the coast of Dulanbi (Copyright © 2019 Van
Zeus Allen Cantos Bascon).

1 28 1RM R TE ©2019 Van Zeus Allen Cantos Bascone
Image of rocks on the coast of Dulanbi (Copyright © 2019 Van
Zeus Allen Cantos Bascon).

#RE 2EIRMATE ©2019 Van Zeus Allen Cantos Bascone
Image of rocks on the coast of Dulanbi (Copyright © 2019 Van
Zeus Allen Cantos Bascon).
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#REE 2;51RM A TE ©2019 Van Zeus Allen Cantos Bascone
Image of rocks on the coast of Dulanbi (Copyright © 2019 Van
Zeus Allen Cantos Bascon).

#REESIRAYAEE ©2019 Van Zeus Allen Cantos Bascone
Image of rocks on the coast of Dulanbi (Copyright © 2019 Van
Zeus Allen Cantos Bascon).

#R I 2;5IRM A TE ©2019 Van Zeus Allen Cantos Bascone
Image of rocks on the coast of Dulanbi (Copyright © 2019 Van
Zeus Allen Cantos Bascon).

HET BHE (NESE ) 20195 L& B 2B IRk MER &
FaEEY

Zeus Bascon. The Weight of Knowing, 2019. Collected green rocks
from the coast of Dulanbi (Copyright © Craft Taitung Creator
Exchange Program).

REMITEEEMINFINERRTE ©2019 Van Zeus Allen
Cantos Bascone

Egg-shaped rock found on the lawn of the artist studio
(Copyright © 2019 Van Zeus Allen Cantos Bascon).
EMEIFERRNFERTER 02019 Van Zeus Allen
Cantos Bascone

Image of a painted rock found in Bamboo Curtain Studio
(Copyright © 2019 Van Zeus Allen Cantos Bascon).

HT BE R (BMES) &R 2019F - & (FRE LR
Y EREEEE 1 1999~2002) Bz A HAR) 24k A EH-OCraft
Taitung Creator Exchange Program

Zeus Bascon. The Weight of Knowing, Installation view, 2019.
Book (Shit of Akin, 1999-2002 Published by Chen Yi Chun,
2002), green rocks (Copyright © Craft Taitung Creator Exchange
Program).

HHT BETRR (FXFT) 2019 F M B 2B IR Lo
Zeus Bascon. Portal, 2019. Chalk on breakwater stone on the
coast of Dulanbi (Copyright © Craft Taitung Creator Exchange
Program).

#BEE—5 ©2019 Van Zeus Allen Cantos Bascone

View from the “Nose of Dulan” (Copyright © 2019 Van Zeus
Allen Cantos Bascon).

EBEE/)\_E2RER ©2019 Van Zeus Allen Cantos Bascone

Class photo with the students of Dulan Elementary School

(Copyright © 2019 Van Zeus Allen Cantos Bascon).

HiT B GEUEAE) TEZEEEFR 20195 -BRHEE
AR ARAR ETHC B AR L RO R i o

Zeus Bascon. Dead Mask, Studio installation, 2019 . Acrylic paint

on cardboard, cotton rope, bark textile pinned on curtain.

—E/NEEH FMAFETE A ©2019 Van Zeus Allen

Cantos Bascon

Image of a young student wearing his Dead Mask (Copyright ©

2019 Van Zeus Allen Cantos Bascon).

—HEER2EHBMFIMNIETEAR ©2019 Van Zeus Allen

Cantos Bascon

Image of older pair of students wearing their Dead Masks

(Copyright © 2019 Van Zeus Allen Cantos Bascon).

BT BHIER SECE A AR 2019 AR B A Re Al o

Zeus Bascon. Template for Dead Mask, 2019. Masking tape on

cardboard.
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Lesley-Anne Cao
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157
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TR -8 (BE (BEEFF...)) 20178 XFREM £
5.5x17.4 m;BAfE R 14.8 x 10.5 cmERAIRFFEE AR AlfE
MEPEEINEAR HEEH bR

Lesley-Anne Cao. Untitled (When the cup...), 2017. Text on grass,
5.5x 17.4 m. Postcards, 14.8 x 10.5 cm. Located at Heping
Island Park, created in residence in Keelung, Taiwan with
support from the Keelung City Cultural Affairs Bureau.
WHFWEEE (Ord Island) HHIRAYH RIS OLesley-Anne Caoe
Image of the Baltic Sea photographed at Oré Island, Finland
(Copyright © Lesley-Anne Cao).

RATE - % (R EEATZRIER) - Bk 2R 127 x
80 cm>2019F L ETTHH BREN S HRE BRERHHER
ZREEA(ZHE (Ed) ) —BRBREREEF URKIBEI B
R EEE S HHRAXCEES S SHEMBERPO BT
E£1HE (Konstsamfundet) sEBEARXEEME S E R #Fo
Lesley-Anne Cao. Flags that won't fly in the wind, Tarpaulin, metal
eyelets, 127 x 80 cm, 2019. Ongoing project presented as one
component of Arrangement (Golds) in group exhibition We Meet
at the Seaside, developed in residence between Oro Island and
Dalsbruk, Finland, with support from the Nordisk Kulturfond,
Svenska Kulturfonden, Arts Promotion Center Finland,
Konstsamfundet, and the National Culture and Arts Foundation
in Taiwan.

2017TFE R T ELAERERENME ILEREEREREMER
MF s —ERR) GEREX L) MIERZ— BRER
20184 ©Lesley-Anne Caoe

Image of the 2017 study for installation proposed for Heping
Island Park, which later led to one work in the solo exhibition
The hand, the secretary, a landscape at the Cultural Center of the
Philippines, 2018 (Copyright © Lesley-Anne Cao).

L E—SREENRER ITEAEZRFLELEFRIOELR
Z2 OLesley-Anne Caoe°

An image of an opening in the mountain, the proposed site for
a bell installation at Heping Island Park (Copyright © Lesley-
Anne Cao).

(FEFERZZRIFER) BFZ50E% OLesley-Anne Caoe
Documentation of Flags that won't fly in the wind in progress
(Copyright © Lesley-Anne Cao).

(FERERMIZHIERE) BIZECER OLesley-Anne Caoe
Documentation of Flags that won't fly in the wind in progress
(Copyright © Lesley-Anne Cao).
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HEE - %28 (EE (BEEFF..)) 20176 XFREM £5.5x 17.4 m;BAfE /7 14.8 x 10.5 cme
ERMURATESAE BIEREEEN IR AEEH X /X

Lesley-Anne Cao. Untitled (When the cup...), 2017. Text on grass, 5.5 x 17.4 m. Postcards, 14.8 x 10.5
cm. Located at Heping Island Park, created in residence in Keelung, Taiwan with support from the
Keelung City Cultural Affairs Bureau.
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(ki) (2016-2018) E[E» 201859 H (7K ith) (2016-2018) FE S
ENRIF 4K - A8E>27.9 x 21.6 x 10.8 cm» 20184 - A Bt R TSR
#:2 (Fieldnotes) | BH R BEEMEYE KRS HTEEHNomina
NudaZ=fé] ©2018 Lesley-Anne Caoe

Sketch for Pool (2016-2018), September 2018. Pool (2016-2018),
inkjet prints on paper, rocks, 27.9 x 21.6 x 10.8 cm, 2018.
Presented in the group exhibition Fieldnotes at the Makiling
Botanic Gardens and Nomina Nuda, Los Bafios (Copyright ©
2018 Lesley-Anne Cao).

(—EFE—EF)BEMRELD 2020F118(—EFE—&
F)> 8% 8.89 x 6.35 x 0.32 cm52HF KA F 7.3 x 11.5 X
16.9 cm> 20205 A Bt /R MR IE B IRC BB 51> ModekaZEfiy
Z=fE5 20208128 ©2020 Lesley-Anne Caoe

Notes around A hand draws a hand, November 2020. A hand
draws a hand, etched glass, 8.89 x 6.35 x 0.32 cm each, 52 pieces
with box, 7.3 x 11.5 x 16.9 cm, 2020. Presented in the group
exhibition I'm finding it hard to believe, Modeka Art, December
2020 (Copyright © 2020 Lesley-Anne Cao).
MEEAEERIERER> 201798 ©2017 Lesley-Anne Caoe
Sketch for grass work at Heping Island Park, September 2017
(Copyright ©2017 Lesley-Anne Cao).

BHTREED 2020558 ©2017 Lesley-Anne Caoe

Notes of the artist, May 2020 (Copyright ©2020 Lesley-Anne Cao).
BTHREAR (5 () YAEESE 2020 18 o(H 3 () ) &
B FATEAY AREE W 213.4 x 138.4 X 48.5 cm» 20205 R 5B =
ERKEH=FRREL 20205628 ©2020 Lesley-Anne Caoe
Notes of the artist around Recitation (Spirit), January 2020.
Recitation (Spirit), photo print on tulle, wood, tube lights, 213.4
x 138.4 x 48.5 cm, 2020. Presented at the 3rd Kamias Triennial,
February 2020 (Copyright ©2020 Lesley-Anne Cao).

PR ENER2017THIR A MRTE2018FHIFRENX
b g ER AR F I E - —ER R RH ©2017
Lesley-Anne Caoe

Sketch for bell installation, September 2017. Resulting work
presented at the solo exhibition The hand, the secretary, a
landscape at the Cultural Center of the Philippines, 4th floor
atrium in 2018 (Copyright ©2017 Lesley-Anne Cao).
(FEBERMAZRER) BT RET 20199488 (T 2R E
YRR > Bk e~ 2 AR 127 x 80 cm»20194F - EEHIMEBIHR
FREERESF URIKEEI B S HERNAE 5 20195
©2019 Lesley-Anne Cao°

Notes of the artist around Flags that won't fly in the wind, August
2019. Flags that won't fly in the wind, tarpaulin, metal eyelets,
127 x 80 cm, 2019. This iteration was presented in the group
exhibition We Meet at the Seaside, Dalsbruk, Finland, 2019
(Copyright ©2019 Lesley-Anne Cao).
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Arustic Kinship

SR IRR AR B IS R AET R EIE  E RN S E R B 2 > FTH IR
FIREREEM X CRIEE IR UERRS (etic dimension) M S > AI DT E&MTE
PNERRE UWEETEMRERPER DT -EMRBETBMRERFRZ
& Bl A EERRRVGRE h2E2M S ERKT A BEREE SR
B X EAFBHEMTREERRE-

FEAGHENEBPERNKED RESSEEMERZM SO HIRH
T A YRR EFR A 2T REASHGE T IR BHRR A 21
SKIBEENRK -KIKERAME DK T KRR BEN B FREES
BRGHREANRENER INREL A ARZERMTR E—HEDE
£ EEREE NHREREDARTIENTA 2 8 AR EE anpRd
iR 201TEERENFMBRUEFRET FFREEMRIKHE - L2 - # (Lesley-
Anne Cao) REIFBIZHEE TR BEX T RERRBEMMN—RNEERSETE
R AR L o

B X BRFENERNERES §EEERNEZR BEFAGNEMR
EAEEHS 2 EMERNT S RMESEIREME BEATERRIIRGE
T 2T REREA R A B ISR H A B B2 R e T E AR B S
FENHEE 2T LRI RSHMAGR - REMKEASELEUE SERAT
RE—FE BERE BRI R I MR I NEERRR FBDREREM
—REHRABRREZE MEMLEZEME W2 ERLEHERN—HD>
FILZ2MHERFRERIRREEZ-RFE - 2 HEREMIKERFTR it
E=FRNEREGXFEE G2 AT - B1E1 BMEENEEN
5% —MRAFRES MR Eman R AT FEF  MIEENENRTE
PERYAEER th 2 MR ERIHRR R (R - HEBR)

Artistic kinship is a matrix of skill and knowledge transmission.
The transformation in every artistic culture can be contrasted and
distributed among individuals in a kin. In their etic dimension, artistic
activities are analyzed for their unique attributes that segment a universe
assembling groups of artists. The artist who is configured in an artistic
kinship is the origin structure of value systems and kinship behavior in
arts. This paradigm informs us that the artist is responsible for the life of
her artistic kin.

In ethnography, redefining the artist in a family with shared and
distinct systems signals a new label: founding ancestor. The practicality
at hand in attaching ancestry in any profession of the artisticimmediately
secures lineage: all artists reproduce new families. The family is a theory
that assigns place of origin, territory, and names to members, which
regardless how close these features are to the speculative, problematic,
and fictive can still be used by outsiders to interpret artistic identities.
This is more valuable than ever in the history of categorization because
it appoints—although tentatively and unsustainably—that the artist is a
source of descriptions in life-making. Philippine artist Lesley-Anne Cao
while producing an art work for a 2017 site-specific exhibition in the port
city of Keelung in northeastern part of Taiwan alluded to: “words were
selected for their simultaneous relevance and detachment from common
ideas [of] magic.”

The artist is a readymade concept of source and origin. It produces
difference individually without constructing rank among other kins. The
nature of social relationships expresses complementarity in artistic features
and development that do not arrange origin structures asymmetrically.
The terminologies of art-making then have no established precedence
in technique and knowledge; they exist to be metaphors, equally used in
everyday life and socially maximized in making new relationships. Founding
the artist in this social position substitutes ‘proto-daughter’ hierarchy
within the conflated semantic boundaries of being ‘original children’
and ‘life children,’ the former is a child of one and the same origin and
source, and the latter is only conceived with source. Both perpetuate the
artistic in ways that are internal to the facts of contemporary traditions in
life. Kinship to art therefore can be practiced external to heritage. Three
years after Cao pulled grass and words from the landscape of Keelung,
she continues to “simplify, simplify, simplify”2 the syntax and iconology
of an artistic heritage in the “miscombinations of text and image” like the
coordination of a hand drawing itself.> A hand draws a hand, the title of
her recent work that still confers heritage to the experience in Keelung, is
kinship precipitating transmission. (Renan Laru-an)

FHE - %28 (Lesley-Anne Cao) » Bl R E5E 20204
EAR2020FRIEMERER - R E - 2 - BT R T BATIRIER
BRIEBMERP L EEH THRAAZE M /b bl

3 REE-R-# BMRERL

1 Artist notes, Lesley-Anne Cao, 2020.

2 In her notes on an artwork created in 2020, Cao almost writes the
illegibility of artistic kinship in the works of art expressed, “I want to
simplify, simplify, simplify.”

3 Artist notes, Cao.
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Creative Tribalism
and Endings

B e 1 e R B

EERBEHEIEER EMXNIRBER EREREIREE 21
RI—ABERBRK BIZESE 7 BN E BT FEHEERE —FE_ E1t
EBEEESABARMR HEEEERES T RABKBE R HEEZHKH
B SAREMRAERANTEIZ - ARANEMREIEH T2 HAEMKRY
(&% 15000 B Ef - B HTRE (Zeus Bascon) M{EMES | BB #IR = E &M R
B (Akin) FIBEMRE A SLTHA T EMNERE2MR BER LB &M
BtEnAt BRI

FEIRTEMRPANERF THAEMIEERRE K RERESZEMLAR
EHENHS EMREEERSIBAE BEFARNKIREY T BEHAEE
B EMKAENZE BRIt EREA RN TFEETEEOS - FEETHRRIE
Hh At sE2 EENEEIE BB R BRI 2 HAENFEID HHRET
EY IR Cim 2 b BNEBIEITIR T EMM R RER#MEE LBRER
TS HARTEHRER BE2MRERNZEE - RASENYI4 B
RIEEE A FEM L RIFRIE M A TRAR R FEE R o

Bt g R BENEMKIXBUSEN R A Z PR B Y
RN AFTtRINEEARREENERLENHERBUAFERR 0
ABREETRNEAE KREBBENAENAENEE B EENE A (ERIR
BB A SR EREEEEP AT ENFEE EARBAE S
MU B EFANGBEIRS 048 » B A EM R LR Mg EM ) TERA g B
EARFRA BERANEHNEMRAR SESE ) FUFBENEFIMS
BEENZEMNSESE At ENREE CNEE &9 EHMENER]
ERENTHRIERNEREN R B E A E T S BUAFEMRERE >
HEPEL (B - hiB %)

Improvising Collectivity

The artist ranks very high in any given social field of hierarchy
whose attributions come from values of creativity. Ordinarily the term
‘artist’ is never unexceptional. It directly assigns recognition to a talent
quite distinct, but not uniquely impossible to find again in the community.
When more members of a community are called artists, the group can
diversify its resources, increase self-sufficiency, and gain more time for
leisure with the new creative input from artist-members. The useful artist
is therefore the ‘ethnic’ identity of a socially-engaged artist. The late
Taiwanese artist Akin or Ageng is cited in Zeus Bascon's art work; Akin's
‘ethnicity’ inevitably appropriates the contemporary artist and virtually
turns artistic characterization into social improvisations.

Utility is too transparent in signaling the human capital of the
artist. It signifies competition inherent in skill-sharing. Such valuation is not
the rough order of this artist who carries herself with the same ethnonym
in other fields of exchange. The prestige of an artist’s rank originates in the
egalitarian accent of her improvisation. This egalitarianism assumes the
potential of other individuals to participate in the tasks of improvisation
and eventually by rote, they learn the art of improvisation—making things
better. Out of this simplification, improvisation undermines the ideological
premise of inequality in becoming artistic. It does not completely eliminate
disparities, but it underscores the fundamental condition of equality in
the social relationships that the artist exhibits in her tasks, objects she
enhances in quality, and rhythms she attunes for public awareness.

This new argument turns the collectivity, often read unencumbered
of class and privilege, to a form of egality shared in ideology and practice,
both internally and externally enabled, among socially sensitive artists.
That improvisation of any individual of ability is a potential emergence
of talent and creativity does not mask the presence of inequality in real
scenarios when improvisations violate or diminish the conviviality of a
group. The useful artist is in this sense ‘naturalized’ and ‘socialized’ in the
public reception of power and in the private perception of persuasion. One
can perversely comment that the true socially committed artist is therefore
‘tribal’ or in Akin's case, ‘floating tribal: one who diligently recalibrates her
‘ethnicity,’ the reciprocal maintenance of improvisation between ‘egality’
and ‘hierarchy’ in the indefinite ritualization of borders to be broken down
by other creative improvisations. (Renan Laru-an)
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BT BT (BN ES) 5T 2019F & (MBS LERY
EfEYEEE : 1999~2002) BR#EE HhR) ~ A TEC

Zeus Bascon. The Weight of Knowing, Study, 2019. Book (Shit of
Akin, published by Chen Yi Chun, 2002), rocks.

BT BHER (MANER) BB 20195F-
SR L

Zeus Bascon. The Weight of Knowing, Notes and installation
study, 2019. Pen on paper.

BT BHER (MENER) B kBN 20195F-

EERa i

Zeus Bascon. The Weight of Knowing, Notes and installation
study, 2019. Pen on paper.

EE2ER 80 8RB DR EREEE 1 1999~2002)
©2019 Van Zeus Allen Cantos Bascone

An image of a spread of a mural from 2002 book Shit of Akin
(Copyright © 2019 Van Zeus Allen Cantos Bascon).
EE2ER W a(MEE LR EREE : 1999~2002)
©2019 Van Zeus Allen Cantos Bascone

An image of a spread of a mural from 2002 book Shit of Akin
(Copyright © 2019 Van Zeus Allen Cantos Bascon).
FEiRiBEEEMessenger#FAMBERERER R ©2019 Van Zeus
Allen Cantos Bascone

A photograph for asking permission to Akin via Messenger app
(Copyright © 2019 Van Zeus Allen Cantos Bascon).
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Inside the realistic aura

After loneliness, lonesomeness
and fears being transformed

The primitive desire of living
creatures floats from heart

Cherish life
Be a real person

Walk in the transparent life

Inside the flowing aura, the living
creatures elapse naturally, the
real person cares only to live

a simple and colorful life, free

all the binds and walk on land,
it's like the sea floating then
encounters the green spirit,

the attachment and integration
towards emotions enriched the
reluctant life! Fall into the planet,
landscape shifts the mood, walk
into an ordinary, solid and wild
open world of living creatures!
The life after excretion along with
body, spirit and anima, is going to
be cheerful!

This works is created during my
long stay at west coast, as the shit

I pooped out!

Akin
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Roberto Villanueva

Cosmology in Art: An Experiential Process
By Roberto Villanueva

Throughout history artists have been
given many descriptions:  visionaries,
revolutionaries, historians, just to name a few.
What the definition, it is the unique position
of the artist as a go-between of the visual
and recognizable world and that of the world
that is beyond phenomena that strengthen
the artists’ role in the society. Thru sensitivity
and creativity, the artist can and does bring
unconscious feelings and thoughts of the
social environment to a form which can, for
example, be seen in paintings, heard in music,
touched in sculpture. In an installation, an
artist can use all of these means of expression
to serve as the bridge between dreams and
images and something tangible.

The idea of installation art is natural to
Filipino culture. In all parts of the Philippines,
one can observe “installations”. For example,
in the mountainous region of Northern Luzon,
where I live, there are the centuries-old rice
terraces that follow the mountain contours
providing food for the people, as well as,
creating an extraordinary visual design. The
central focus of the mountain village is the
dap-ay, a social and ritual gathering place.
Dap-ays usually guarded by a sacred tree,
are built carefully arranging river stones in a
circular formation providing stone seats and
adorned with “Padaos” or tokens symbolizing
rituals performed. In both of these examples,
there is a sensitivity to the choice of materials,
preferably organic, a sense of space and the
impact of the visual image. The materials are
only borrowed from their environment and
eventually returned to their natural source.
Thus, ephemeral. And in both examples, the
creation is not an isolated event. Itis a process
that is integral to the community involving
rituals to support the creative effort. In reality,
the entire process from conceptualization
of the dap-ay to the ongoing use of the

dap-ay is a ritual. Installations created in
a contemporary context are inspired by
this ancient tradition or process. And the
corresponding performance or theatrical
narrative can be seen as the ritual signifying
a spiritual transition.

At this point, I think it would be more
informative to view excerpts from a video
documentary of an installation entitled
“Panhumuko” which translates, “Surrender
to Nature”. As you all know, in 1991, Mt.
Pinatubo, located in Central Luzon, erupted
suddenly, displacing thousands of tribal
Aeta families to refugee camps. One camp,
housing over 20,000 families, was located in
Palauig, Zambales at the foot of Mt. Pinatubo.
The living conditions in this emergency camp
were unbearable with 5 to 10 children dying
each day from illness related to lack of potable
water and inadequate disposal of waste. I
heard of the conditions in this refugee center
and felt drawn to visit the place and people
living there. The magnitude and power of
volcanic eruption was surely beyond their
comprehension and it felt that rather than
resisting this force of nature, it would be
better to make an offering, to surrender in
an attempt to appease Apo Mallari, the Aeta
godess [sic] of Mt. Pinatubo.

(Video-documentary begins)

Since I was in Manila at the time I began
to gather materials there, I visited Quiapo
Church in downtown Manila. Outside the
church gates are vendors selling herbs,
flowers, candles and magic charms. These
candles made from red wax are molded into
a rough shape of the human form. They are
then burned outside the church, considered
offerings for illness and death. Though these
candles are used in Christian rituals, their
roots are in the animistic traditions of the
past. One of the richest points of Filipino
culture is the creative integration of animistic
traditions with Christianity.

I also began to gather sacks of camote
and other vegetables to use as an offering not
only in the installation for Apo Mallari, but for
the people, as I had heard they were living on
canned relief goods for almost a month which
their systems are not accustomed to.

As we travelled from Pampanga enroute
[sic] to Zambales we began to witness the
devastating effects of the eruption. The
landscape became increasingly dismal and
depressing. Everything washed out in gray.
Plants and trees drooping sadly rather than
reaching for the sky. I continued to gather
materials-pieces of charcoal and volcanic rock
amidst the lahar.

Upon reaching the refugee center, there
was, of course, a pervading heaviness or
sadness. These people had lost their source
of life.

We began to talk with some Aeta
gentlemen. Initially, communication was thru
a social worker as I do not speak Zambal and
the Aetas do not speak my dialect, Ilocano,
well. Coincidentally the elderly gentlemen
with whom we spoke proved to be shamans
of the community. I asked their permission
to make an offering in an attempt to appease
Apo Mallari. They were agreeable and within
five minutes word began to spread and
people spontaneously began to gather. They
carried with them bamboo sticks which they
began to make into musical instruments.

Earlier, I had observed an abandoned
deep well full of garbage; particularly plastics
and other non-biodegradable matter. I began
to feel the importance of including the four
elements of nature in my work: air, fire,
earth and water. And this well seemed an
appropriate place for the installation.

The people around began making music
by beating the bamboo sticks together. I
started to arrange the materials for the
installation: the candles, the food, the volcanic
rocks and charcoal. They also began to assist
in the construction of the installation. Verbal
communication was no longer necessary.
There was no preconceived design or plan. The
effort became a spontaneous collaboration.

All the while, the music continued,
increasing in intensity. One of the old
men began a monkey dance around the

installation. The powerful combination of
the music, the dance and the collaboration
in the installation began to have an effect.
There was a strong sensation to let go—to let
this combined energy take over. The urge to
join the dance was overwhelming; a need to
shake, to release the spirit. There seemed to
be a natural flow from the music to dance to
trance to surrender to communicate. There
were six shamans present; four of whom went
into trance; seeming to enter a realm beyond.

The day passed; as the sun set, the
energy began to simmer down. There was
a sense of peace among the people around.
Laughter emerged from the crown. A feast
was prepared of the food that had been
brought.

(Video-documentary ends)

I have used this work “Panhumuko”
in hope of showing what is quite difficult
to articulate because the work is truly
experiential. It is hard to find the words
to describe the feelings generated by this
interaction between the installation-offering
and the audience-participants, the Aetas. I
hope the footage shows some of the intensity
of this communication. Like the creation of
the dap-ay mentioned earlier, the making
of this installation, “Panhumuko” was not
a socially isolated event. Spontaneously it
became integrated with the Aeta community.
This type of work, interactive installation is
easily adapted by the Filipino society because
of traditions, but also because it seems easier
to quiet the rattles of intellect and allow
intuition to reign.

Thru this type of work, I have learned
that art is never separate. There is no
dichotomy such as a beginning or an end. It
is one whole continuous art making process—
gathering stones, pouring water, burning the
hay, digging the earth, chopping firewoods,
sweeping ashes...being the sculpture or
the art itself. *The whole creation as my art
medium—a kind of cosmological mixed media.

[Artist’s handwritten annotation]

*To illustrate sun and moon contained in a
piece of red clay or wind and rain presentin
a single strand of hay.
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[Artist's handwritten document attached
to the “Cosmology in Art: An Experiential
Process” document]

Statement:

The Ego’'s Grave, an installation
performance represents the pit of death and
the ritual of a Shamanic journey, a perilous
path towards the realm of the dead.

The androgynous Babaylans or
Psychopomps (Shamans) accompany the
soul of the being who has just died on its
way to the beyond. The source of spiritual
strength is believed to be derived from the
priestess. When men take the role, they
assume the image of the female persona.

Project proposal for:

1st Asia Pacific Triennale of Contemporary
Art Exhibition 1993, Queensland Art Gallery,
Brishane, Australia

By:

Roberto Villanueva, Baguio City, Philippines

Description: “Ego’s Grave”

This outdoor earth sculpture on terra
cota [sic] base will take approximately
16 days to complete. The entire process,
from the initial digging to the culminating
performance, comprises the ritual. A 20
x 10" x 5’ pit will be dug. The resulting
chamber and earth carving will then be at
this point, plastered with a thick surface
of red clay. On the 7th day, the artist will
perform a cleansing ritual. The sculpture
will be allowed to dry for 7 more days. Firing
will be done by the open pit method used in
Northern Philippines. On the 15th day, the
chamber will be filled with firewood, cow
dung and hay. Firing will take 24 hours. A
glaze of almaciga (a natural resin) will be
applied to the freshly fired piece for sealing
and to send aromatic smoke as an offering
during the final performance at the opening
of the exhibit.

180-
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A page with Villanueva's handwritings for Ego’s Grave from
“Cosmology in Art: An Experiential Process” written by Roberto
Villanueva from the QAGOMA archives Brisbane (Copyright
©Roberto Villanueva).

BT EREER FFRE A 194TEE199TEZ (BRZE)
KRERKE RENF—BEREREM=FR) ELWEM
8 1993F - JR R IMUTRB B YR + AT~ S HPE R~ AR o 37T
R~F:600x250x150cme B A : B T EAIR R EAiTEE OEstate of
Roberto Villanuevae

Roberto Villanueva. The Philippines 1947-97. Ego’s grave, 1993.
Installation and associated performance for ‘The First Asia
Pacific Triennial of Contemporary Art’ (APT1), Queensland

Art Gallery, 1993. Carved earth figure in outdoor pit, glazed
terracotta, wood. Pit: 600x250x150cm. Photographs: QAGOMA
(Copyright © Estate of Roberto Villanueva).

BEFE-MERE R (R (RithIkE ) ) BIiTREE 1994568
248 o Fh NI

Roberto Villanueva. Sacred Sanctuary (Acupuncture the Earth),
Artist’s sketch, 24 June 1994. Private collection.
BAT-ERAR (SHEHE—IRIE 10788 > 19855) 491975
Fr EmRAFFRE L F AL B R HLWLNMidori £ Agnes
Arellano #Zfite

Roberto Villanueva. Aqui descansa el rio defunto, Pasig: afio
1985 (Here Lies the Dead River, Pasig; Year 1985), ca. 1975,
whereabouts unknown. Philippine Women's University.

Image courtesy of Midori Yamamura and Agnes Arellano.
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HREREMRM= ' ACANEERME@RLR HEERMS ETH
BIRERIRHUZ MBBMRMS SENEI R R FEHR

EREESIIMEN ZEREESHBT HBEAESMAEEAL
NAZRERBYHE URMRINEFHERED SEEAEBUBZEAS
TR EZE BN FBHEE A (Bontoc) ZMIRTE EF¥ BB lammas FER R MY
matmatazg st SAUKRL B Rt @85 Z BB ; BN L XRFiAR tiktiko: BN
BRE MERTERRESH -ELEEKEMRNERE LEERBHE KREHT
BN RFEE -matmatatl FFHIREFE BERRIEZ BMIEF; BEIERE
B tEAEREGE R ELEHBERBE iIfE Kk &R (RE
MEZETRBNE o

EXBHNE LR KREBENEMKREMRIT #EBEMAER (Roberto
Villanueva) AST/31E (B ERI R 2BV ARES  SURIZHE E A1 1993F/
FREEAZFEREENGEFSHERRAA MERT ASERR thef
BEFERETRAETHE B2k H M S B MREE  ERMNER
ZH > WEBETCEMGE MEEREREEBEEMERE EMELAIEL
HERNERERAI FIURERFZEMEM - HEHEMBATFEHE
BEMIBERINETCHMA ARl RNEEZRATBRZE N UEMNAIR
RIRSECEmA LA BEAEMMNEMENT N  TEMEBRNE
o lEERS (BMIKE ) 12 AT ARNTTE EHERRMIERE AL
Midori FIEEHL - 1575 K% (Kidlat Tahimik) 235 EHEEMNIERR B2
SR Z AP BT T SECHFEARETE Ui X E AR ERAEE MR
ZER-HERMARE BRI 2P 1TEFEREELESTNEREB T H U
KZ PR ERNEBISE EAMESERENESZ (B -H8%)

Symmetries

Death is a symmetrical movement in the artistic indigenous. The
creative practice of death is mathematical among the indigenous, and
creative deaths for an artist are cosmological.

Across different ethnolinguistic groups in the Cordillera region,
symmetry can be anthropologically deduced in the mathematics of
funerary textiles." This geometric principle puts us inside the plane of
a fabric, where patterns move themselves and grouped together, in a
repeated pattern, to become a motif. One example is the matmata design
woven in a lamma, an upper garment donned among female bodies in
Bontoc. Matmata resembles a rice grain, and at times, it is the eye of the
ancestor. Together with tiktiko, which represents rice mortars, they confer
reverence to the garbed, the body of the wealthy and abundant. These
patterns render the corpse undead in their application of isometries that
essentially moves every point of the plane. The matmata can appear at
the center where the reflection axes meet and mirror images rotate from
it. When the body is interred for decomposition, it is wrapped with these
patterns. Their symmetries grow and glide in translation, rotation, or
reflection. Funeral designs protect and nourish life in death.

On the seventh day of a ritual firing, the Baguio artist Roberto
Villanueva entered the pit and cleansed. What had been purified, however,
was not specified whether it was his naked body or the excavated earth.
Shortly after the opening of the first Asia Pacific Triennial in Brisbane in
1993, Villanueva found himself in an uncanny situation: renegotiating
with his death, which he already proclaimed in prostrate during his
cleansing performance, for days at a hospital ward in Australia following
his diagnosis of acute myoblastic leukemia. Villanueva in this remission
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AZEBIFE RSB RMa. Louise Antonette N. De Las Pefias &
Analyn V. Salvador-Amores> (& RICERZE BB B2 B NERB 347 »
GERERZHTIN 14587158 (20164F) » H89-103¢

FEFIE - M R4E (Hammond, Philip) > CEMTEMEE) > (TBIRN » 5 B
#1993 1082280

HRARTA A M BEAEMERNEIME T MEFHANIEEEM
RZAL-#EAE (Villanueva, Roberto) (&M F ih - BERIEIBE)
1% Baguio Arts Guild» S 5Re¥ > H1-50

B (EMFER)

st LA Midori.» GEEMTfE K BAR - EHA RS AEHEME
&) » 2% (De-nin D. Lee) 47 (R EE AR B RIRIE BT S2) - SHE 4R
£ Hi# : Cambridge Scholars Publishing>20194 > E87-136°

An instructive reference to this case study can be perused in Ma.
Louise Antonette N. De Las Pefias & Analyn V. Salvador-Amores,
“Mathematical and Anthropological Analysis of Northern Luzon
Funeral Textile,” The Philippine Journal of Science 145, no. 1 (2016):
89-103.

Hammond, Philip. “Deathly Art Comes to Life."” The Courier-Mail,
Brisbane. October 22, 1993.

In his writing, Villanueva described it as “the whole creation as my
art medium - a kind of cosmological mixed media.” See Villanueva,
Roberto. undated. Cosmology in Art: An Experiential Process, 1-5.
Baguio: Baguio Arts Guild.

Villanueva, Cosmology in Art.

Documented by Yamamura in Yamamura, Midori. 2019. “Making
the Art Object Disappear: Roberto Villanueva's Response to the
Anthropocene.” In Eco-Art History in East and Southeast Asia, edited
by De-nin D. Lee, 87-136. Newcastle upon Tyne, UK: Cambridge
Scholars Publishing.

referred to his sculpture performance to have “made a creative ending
but my spirit said it was not enough, so I still have a lot of art to do.”? This
chronicity inaugurated as “cosmological mixed media” is a death chasm
of healing.? The 16-day installation titled Ego’s Grave demonstrated the
cycle of death in the creativity of art having no beginning and end.* This
wholeness of creation, which for Villanueva his art medium, receives some
rattling insertions later in his project Sacred Sanctuary (Acupuncture the
Earth), posthumously organized by Midori Yamamura and Kidlat Tahimik.>
He died before the ephemeral work was realized in Japan; the symmetry
of death with healing was profoundly illustrative in the joy and pain of
puncturing and listening for healing. For Sacred Sanctuary, Villanueva
planned to use oversized metal needles that could conduct sound. He
wanted to connect the people with the healing energies from inside the
earth, the uninterrupted flow of life and death. (Renan Laru-an)
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1954 F HIRMERE X 1R EITE1953F R lEZ B HIEREER
(Philippine Art Gallery: f§#8PAG) iR (FE R EFIEK - I E 48
7& (Aurelio Alvero) LUEIB X7 - FliiE (Magtanggul Asa) AE 2 1R Kk fk
B—4HS RERAFREGEAFFREFE—EEAREMR B4
AARBREE N NAMETETERNEXE RERESWBENGEERE)
(Philippines) » B{TE 1A Mithin#k) (Tagala) ' ESMAFMAD HFEES
IR ATFZ O REEITHRAERE XNREME LR ERED TRE

XERENXF 5| HEEMRKER - EXE (Hans Hofmann: [
R RBAHofman) EISHREE I —XME  NERBANENERREK
B —MMSEBRNEUSHEERRRI SEIXNBREIT2EEAHM
&l MRIEEAXERRRENERENMN 2 HES B EEIERMMX
B FRIEME R REEEZ R BAREUA BRI AN ER M
MR REEMNEATFHREA TR I NN MAmEFRESIEENER &
LAY R AT Mg TR T HEREHTERESHRERAE  FREIFEE
RIBES) AR - B (Juan Luna) ‘B R -SHEAES - FEB X (Felix
Resurreccion Hidalgo) ~# 5 % B 8 - 1RiZH7 (Victorio Edades) Ei# R HfiE
% -#fmik (Diosdado Lorenzo) ' 15341947 BIEAREMETIFRERE
BEAREFR X HLULER % - R- BKE (Hernando R. Ocampo ) fl4ER % -
BA2R7E (Victor Oteyza) K{ERA I » HEMERS  BIUKTE1949FMER(X
fE2m) (Angel’ s Kiss) AE 2 1F> B A HIFR S B I 18 eE 8

ZRBEHEEIMUEMRN28GE(E I -MEMTES (Lee
Aguinaldo) ~JE1=7 - = - K457 (Fidel de Castro) {4 (Jose Joya) +Z
ZE - &5 ¥ (Leandro Locsin) ~ BRI ~ R ER[E  BEHL % - {E% 1 (Conrado
V. Pedroche) i - i 57 (Nena Saguil) =7 - Bi %7 (Carl Steele) - £
ST - BIEEBENEET (Manuel Rodriguez) s B (Fernando Zobel)
(ke - HH /R T HT)

1 EZREFER-FEESEMEN ERIRER -8B (BE2ZM:
EFEEERBITRAREERITE S ) Daniel J. Rycroftigis  (tHE
AR RAES) % Routledges20134F-

2 FBIEXRE- M (Asa, Magtanggul) > (il E—EIERREME)
¥ :House of Asa,19544F > Bvie

The First Exhibition of
Non-Objective Artin Tagala

This monograph published in 1954 annotates an exhibition held
at and presumably organized by the Philippine Art Gallery (PAG) in 1953.
Authored by Magtanggul Asa, the pseudonym of Aurelio Alvero, it refers
to an exhibition that may have been titled First Non-Objective Art Exhibition
in the Philippines, based on an announcement. It remains a puzzle why
Alvero, first, devoted a monograph to the exhibition and, second, why he
retitled the exhibition, specifically replacing Philippines with Tagala, in the
monograph that he published himself. It may be claimed for good reason,
considering his intellectual investment in the project, that he curated the
exhibition himself; or he re-curated it in the publication.’

The text begins with an epigraph of the artist Hans Hofmann
(spelled by Alvero as Hofman), cited from the essay “Search for the Real.”
It reads: “A plastic idea must be expressed with plastic means just as a
musical idea is expressed with musical means. Neither music nor literature
are wholly translatable into other art forms, and so a plastic art cannot be
created through a superimposed literary meaning.”? The keen attention to
plasticity as opposed to literariness is marked. Alongside this is the notion
of the untranslatability of art forms, belying a singular grammar to govern
the language of art. Alvero foregrounds the struggle between “objectivity
and subjectivity” in the history of art as the basis of the argument for the
ascendancy of the “non-objective.” It is from this tension that he forays
into a survey of tendencies embodied in stylistic initiations from neo-
classicism to fauvism, as well as those movements in the Philippines, from
the time of Juan Luna and Felix Resurreccion Hidalgo to Victorio Edades
and Diosdado Lorenzo. He identifies 1947 as the year that non-objective
art manifested in the Philippines largely through the work of Hernando R.
Ocampo and Victor Oteyza. More specifically, he points to Ocampo’s Angel’s
Kiss as a seminal piece, dated 1949, collected by the National Museum of
the Philippines.

The exhibition comprised 28 paintings from 11 artists, who
included Lee Aguinaldo, Fidel de Castro, Jose Joya, Leandro Locsin,
Hernando R. Ocampo, Victor Oteyza, Conrado V. Pedroche, Nena Saguil,
Carl Steele, Manuel Rodriguez, and Fernando Zobel. (Patrick Flores)

1 For more on Aurelio Alvero, see Patrick D. Flores, “Between
Possessions: Collecting Art and Identity in a Time of Art in the
Philippines,” in World Art and the Legacies of Colonial Violence, ed.
Daniel J. Rycroft, 2013, London.

2 Asa, Magtanggul. 1954. The First Exhibition of Non-Objective Art in
Tagala. Pasay: House of Asa, vi.
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THE FIRST EXHIBITION
OF NON-OBJECTIVE ART
IN TAGALA

By MAGTANGGUL ASA

Hoime «f Ana
Pagmy
1044

(i E—EIEEREME)FREE©1954 Aurelio S. Alvero 1AE [ :House of Asac
Title page of The First Exhibition of Non-Objective Art in Tagala
(Copyright © 1954 Aurelio S. Alvero, Pasay: House of Asa).

FIRST EDITION
Cogos rlghvl, 1565

By Aurclis 5 Alvoro
#
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Artin Tagala

BEFIER - T 458 (Aurelio Alvero) 7£1944 4 BB E (fth IN4E 2417
o FREA T RAEREMEERER a4 E LB BEENESEBTER
BEAXAITTEHE URMHREMEBENEE -85 E2MEMUE L
HEMMWEMWE JERIFERERFEXRENFMAREZ — 52 HAts
A HPAERAES TREGE BB EMRET BIEIRES; 5=
HEERATFFEEERBEMMNIEE MR BRI NER KEMIEEES
BB M SR HEES I I B EREA R FRBERRAZAINIE
BELS

th7E ik s A BB R EIEIHHT A2 (University of Santo Tomas) &
firE QAL EMERRIEE R UABERMERAIR R ENEERRE4K
P FR AR & B AT — B M AR BAR L b B B A REERR W AR B 31T i (E
mEAETERE R H A REEAES @A - BEINET (Jorge B. Vargas)

BRENER- IR B IRER RS BB XHE - fiE (Magtanggul Asa>
BEARRERE) T EREMBEB R AT R W2 AMBERR TRE
ITXEEHEES BEANRA EHZMNERERBE R

RIBHEMD BRI XEREEL1942511 848 E8AMBEKM R
KIER > ik A R E TR R AR AE 305058 BH 24U ER L1104 ER LR
BEM R BEEFE - FHT (Marcelino Sanchez) B #e —ERIM A 19444
TEIR T RHE EMF R R KE (Heacock Building) — 18 KEH

th B9 78 S 2 P FE B8R (Asa Museum ) BAR 9 IR tHEH BANE
1 (P. Manahan) 11158 th 2 I8 X 7 - FIpE Km0V P I8R5 193048 > f
MEEEERAEALEHNRENEMEE REEESNEERMA 2 KIEM
BEANACE TE1942FHRFI0SHEEI - BRERXTFEFHRR 745014 R
FIT10014 > RHECOHEELTAEMN - ST, £1965FFF M mIZME350
HHESM5004 Bl MR AEIHE M B IE - ME BEERIKER %

AR EE A REMERE G LEMRET BIEEERR
B> 3 5 H (R 47 Z2 i ) T2 8 A MR AR A B 1 o > DA B 38 S RF SR B9t IN 4% 58
iEo (kER -8 EH)

The monograph Art in Tagala written by Aurelio Alvero in 1944 is
subtitled as A Guide to the Alvero Art Collection, and Incidentally a Guide to
Art as Cultivated in the Field of Painting in these Islands. This latter reveals
the scope of the text as well as the attitude of Alvero towards this scope of
material. First, it accounts for an art collection, specifically the Alvero Art
Collection, which may prove to be one of the earliest private collections in
the Philippines to be formalized and cast as such. Secondly, it proposes a
guide, which means it makes the effort to explain the pieces in the collection
and ultimately remark on matters around quality, significance, biography of
the artist, context of production, and so on. Third, it widens its domain by
offering a guide to art in general produced in the Philippines. It is interesting
how Alvero would qualify the insinuation of this guide, which was preceded

by an earlier text, as incidental to his annotation of his collection. The
ancient syllabary of pre-colonial Philippines surrounds the title.

Alvero introduces himself in the publication as the Former Acting
Director of the Museum of Art and Natural History of the University of
Santo Tomas, and former Director of the State Institute. The monograph
is said to have been “expressly for use in the second opening of the Alvero
Art Collection to the public.”" It was published by the Bureau of Printing
during the Japanese Period. Alvero dedicated the volume to Jorge B.
Vargas, Ambassador Extraordinary and Plenipotentiary of the Republic of
the Philippines to Japan.

Aurelio Alvero went by the pseudonym Magtanggul Asa, or roughly
“Defending Hope.” Alvero was a collector of and commentator on art. He
was also a poet and polemicist who advocated a nativist cultural ideology
that was aligned with Japanese orientalism and a militarist ethos.

The first opening, according to a passage in this monograph,
was held from 4 to 8 November 1942 at the State Institute building, 3050
Taft Avenue, Pasay. It included 24 painters and 110 paintings and was
dedicated to the artist Marcelino Sanchez. The second was in 1944 with a
grand exhibition on the first floor of the Heacock Building on Escolta.

Intertwined with the Alvero collection is the Asa Museum, located
at the residence of Mr. and Mrs. Magtanggul Asa on Pugad-Asa on 111 P.
Manahan, Pasay City. The collection in the museum began in 1930 when
Alvero collected “colored reproductions of paintings in his small room in
the family home on Tayuman street in Tundu, Maynila.”? In Alvero's own
chronicle, “by 1942, the collection had 105 paintings.” The Pacific War,
however, destroyed 450 pieces, with only 100 left behind and 60 sold
to Jorge B. Vargas. By 1965, the collection regenerated to 350 paintings
and 500 sketches, and moved into the fields of “sculpture, numismatics,
philately, ceramics, and ethnology."?

In Alvero’s assessment of the works in his collection and beyond,
he presents the biography of the artist; describes key pieces in the artist's
oeuvre; and lists down the works of the artist in his collection, translated to
Tagalog, complete with diacritical marks. (Patrick Flores)

1 BEFER - T4 (Alvero, Aurelio) » (N Z24HT) > Bl Bureau
of Printing»1942% > &H1o

2 RABEFER- MBS FIEISYE  RERFR KR

3 AR

1 Alvero, Aurelio. 1942. Art in Tagala. Manila: Bureau of Printing, 1.
2 Alvero, Aurelio. “The Asa Museum.” Unpublished manuscript.
3 Alvero, “The Asa Museum.”
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(N EAT) RE©1942 Aurelio Alvero, EEfEfi: Carmelo and Bauermann Inc.o

Title page of Art in Tagala (Copyright © 1942 Aurelio Alvero, Manila: Carmelo and Bauermann Inc.).
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3 © DEDICATION

History tells us that enrly missionaries and explorers were wont to plant
the c1oss as symbol and dedication of all their efforts upon landing on & new
lanl.  Whether this croes acltually embodied or not their individual ambitions
I8 beside the point. Suffice it to say that it served us & signpest of the
poth they ehose to pursoe,

In this first opening of my private art pnllery, | wish o express: my
purpose unsquivocably: this 1 do to present to that part of the world within
my reach the groatnees of the sonl of the Tagalogs us monifest in their
nrt, particolnely in paicting. :

“To the greater glory of my Country"—this, therefore, iz the crosa that
I am planting s a dedication of my humlde efforts. In yenrs to come, 1
hope to wropse my coanirymen te give me thelr assistance in order to sec
muoterialized the dréam of n Gallery of Togala worthy of the neme.

o far | have mel with encouragement: in the artisty who have given
thair friendship wed their bilp, In & fow art-collectors whoe bhowe made it
possible for me to sequire eome valusble pieces or art, in o few artlovera
who have given me assistance of o more positive matare,

to artists, particularly to young wnd if possible quite unkmown ones; in erder
to enconrage them to grenter offorts and to launch thim oa it were on their
artistie career, «

Boond and about s, there are many artisls, many geniases who for
want of apprecintion “waste their frogrunce on the desert air” Some die
young, and because nobody uncovered the lustrous gem in the rough stane,
the few pleces they left behind become forever lnet to Togoln art S:rng,m
the other hamd, nweet with s many disnppointmoents st the outsct of
enrosr that they invariably give up the art and dedients themsclves to the
more prosaie bul more munificent pursaits of life in the belief thet in Ta-
gala, there I na futare for ort,

L]

Thia aften happens because many of us are dazzled by a0 ealled great
contempornry ariiats to such an extont that wo hhﬂﬂmHh:I the morits
of leix publicized onez. This; of courss, to the detrimont of art in Togala,
for swch an attitvde develops imitationiem among the youmger artists wha
come to belleve that only by developing the eolours and the lines of the
wall reputod artists can they ever hope to risg oo the ladder of fame,

E

Aurelio Alverofd{fthinsxZ:4i) Z BAz7> B 1 ©1942 Aurelio Alvero, EfEi: Carmelo and
Bauermann Inc.e

Dedication in Aurelio Alvero, Art in Tagala (Copyright © 1942 Aurelio Alvero, Manila: Carmelo and
Bauermann Inc.), page 1.
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19455 Rifs > EFIBK - I FE4E7% (Aurelio Alvero) R BB X - f
& (Matanggol AsagtMagtanggul Asa) AE & ERFEXE e B HAHLE
FIEE#®E5 %K (New Bilibid Prison) k(@& 2 ) WIEM IR EE X6~ X
BNE = e fIREEE BESFEESHRI R TMEESE ) GiETFm T
CIEEMTEE I EE pENERAHE BEERG S L, RETEE 1A%
AlERFR I

LTS FERE I R AT ENME D RRERREFERNE
RES R EETHINEBE BB S EFENP AR F X HEXZ B
thE2 4 Mthinsg RENEE ML E =8 B ENE ] oI5 BXFHRERN
ltakarahune) (R EfN#EAIM) 3 Mtakara) (RBR HANER) & EZSN
MER kMM - EEEZE MR b  REMBEEREFER
BIEAR FM F R BRI AR E K BR B T R0 3 o

hERBRIAMMENE RBNE XS RRKIBEEEENGZED
@iE WHEERP LUK =ZRERZZHET HRBEERS EWMINREARET
AE=U—BHERTE SR A TERNEE TS
(keEse - BhR EH)

1 BIBXEH-FE (Magtanggol Asa) (@& ZE) XEAIER New
Bilibid Prison»>1945%F > H9°
2 [EAETEE E160

A Matter of Nomenclature

Written around 1945 by Matanggol (also Magtanggul) Asa, the
nom de plume of Aurelio Alvero, and published in Muntinglupa at the Rizal
New Bilibid Prison, A Matter of Nomenclature is almost like a manifesto
for Tagala, a capacious category of ethnicity, culture, and civilization. He
begins by alerting the reader to “two histories" governing the imagination
of the Philippine subject: the “Hispanized” and the “real” history. The
“Hispanized” narrative exceptionally occludes and rests on lies. It is the
“real” history that must be “studied.”

Alvero critiques the name of the country, which is Philippines.

He argues that it bears the trauma and stigma of Spanish colonization,
as Philippines means a “property of Philip.” He then goes through the
other names that foreign powers have assigned to the archipelago in
Chinese, Spanish, and English languages. For Alvero, Tagala is a domain
which “includes Taiwan in the north and as far as Java in the south.” The
Japanese dictionary, he adds, alludes to Tagala in the word takarahune,
or “boat from Tagala,” or directly refers to it in takara, which indicates
“treasures not belonging to Japan.”" From this geography emerges the
“culture” of the Tagala, which speaks of the entire mode of living and
habitat, encompassing the cave, the forest, the plains, and the river. It also
implicates the waterways and the knowledge of navigating them.

Alvero proceeds to finally sketch out the phonology and philology
of Tagala and proposes the reorganization of the regions according to
this desired nomenclature. He ends by referencing Sun Yat-Sen, whom he
extols for leaving three doctrines to his people: San Min Tsu. Through this
trajectory, he claims that the “triune ideology” inheres in Tagala, which
professes to “uprightness, action, and strength for the Country’s sake."?
(Patrick Flores)

1 Magtanggol Asa. 1945. A Matter of Nomenclature. Muntinglupa: New
Bilibid Prison, 9.
2 Magtanggol Asa, 16.

EXHIBITIONS AND RITES OF ASSEMBLY

z
(o)
Y
w
x
w
(o)
n
z
<
a]
x
w
b



REFAETHRARRNER

i M B F F AR

B e s

204

204

205

VARGAS COLLECTICH
FILIFINIARA

v
A MATTER OF NOMENCLATURE

hy

MAGTANGGOL ASA
(AURELIO 8. ALVERO)
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New Dilibid Prizon : T
Muntinglopa, Himl,

(@R ZE)EREO Aurelio Alvero, BHIE I m B

Title page of A Matter of Nomenclature (Copyright © Aurelio Alvero, Muntinglupa, Rizal).
(B ZEIBIS O Aurelio Alvero, B E XA B

Introduction of A Matter of Nomenclature (Copyright © Aurelio Alvero, Muntinglupa, Rizal).
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SERE 2 EEMHE (The Art Association of the Philippines, AAP)
BHmEEE BE B EMREEXER - IIHE - M (Gregorio Garza Lim)
EE HENESERISTESE BNEBENMNE BREMR195TF4827
HES5B12BEILAREREEE (Northern Motors Showroom) 817> izt &
R1957TF4H2THE4AR30BEFRER FASRIT TEA R 2178
S HERE BEILFER AAPRITE 1948 FEERMMNY TE+EFEER] -

FHMESERE RN KB - EFLE (Carlos P. Garcia) REFAFRRMR
EEREMMAAES 1EL$F?§EI5RE’J§51TI:%3¢}FLJ’jtrfﬁéﬂ,ﬁﬂ%f%@a%
HEgERIENER BB BN ML E/EENERR AR AR E S

SHENBEREIERMN ZE (UPEZR) ENEEIE~ %JKEE
(Malaya) =B @ JERE  EEtREB—RREL ERBIZKRBALIRKE
MEER BRI EEFE ERESNE] (Recent American Prints in Color) » 5
KBS - FEE (Walter Lieberman) Bk & EEEEIRE _LRIBIFR

RREKE OB RMNFEFI B - & (Elizabeth Warren) ~JMHE
ZERREEBNEZSR (Ran In-Ting) ~EREMEHE S (Tay Hooi Keat)
BRGEHREERE URBEYD - BEEMW (Syed Ahmad Jamal) ~#EmHIE

Ec& & (Le Thi Back Ngoc) ~ENERVER - B#6 (Ganga Dhar) ~ENE RV Hf -
I (Des Alwi) ~Z=EIBH Z - 12 43& (Kamchai Thinapong) \ENEMNEB RS
(Mukerjee) SERERVIREST (Victorio Edades) - ERBRERE TRl
BZE (William Macllwinen) o

FIELFET AT ERERDEENEMN (G SAEM E2) ~2N
SR EIBRE CUER M B E - BAT#Eh) » U KRR st @RI K &M o
(ke 5e - B8 B H)

1 & B (Carlos P. Garcia ) » (B8 IRASERBEMBE (5
—RRETEMEREEEY) EEH FEE2EEMnE 1957
FrRIFER.

2 Ditzig, Kathleen: (SRAIRHEMTEETE R RIS (1957-1983) (SRm =AY
BE) > (Afterall) > BN AR

First Southeast Asia Art
Conference and Competition

This project was organized by the Art Association of the Philippines
(AAP), in cooperation with the Asia Foundation, in 1957, led by its president
Gregorio Garza Lim, a medical doctor, art collector, and artist. It comprised
two events: an exhibition and a conference. The exhibition was held at
the Northern Motors Showroom from 27 April to 12 May 1957; and the
conference took place from 27 April to 30 April 1957 at the Philippine
Women'’s University with the theme “Art in the Southeast Asia and Today’s
Problems.” This auspicious program coincided with the Tenth Annual Art
Exhibition of the AAP, which was founded in 1948.

Then president of the Philippines Carlos P. Garcia in his message
for the occasion saw the exhibition and conference as a way to “promote
an exchange of different art works produced by our Southeast Asian
countries” and “further one of the aims expressed by these countries at
the recent Bandung Conference, and that is, to bring unity among our
Southeast Asian neighbors through a renaissance of their cultural, artistic,
and social activities.”

The participating countries included Australia, Taiwan [in the
name of China], India, Indonesia, Malaya, Thailand, Vietnam, and the
Philippines. The United States of America was a guest country, made to
appear integrated within the exhibition just like the others. In fact, the
works were culled from the travelling exhibition arranged by the Museum
of Modern Art in New York titled Recent American Prints in Color, selected by
Walter Lieberman and meant to promote innovation in printmaking in the
United States.2

The delegates were Elizabeth Warren (Australia), Ran In-Ting [in
the name of China], Tay Hooi Keat (Malaya), Syed Ahmad Jamal (observer
from Malaya), Le Thi Back Ngoc (Vietnam), Ganga Dhar (India), Des Alwi
(Indonesia), Kamchai Thinapong (Thailand), Mukerjee (India), Victorio Edades
(Philippines), and William Macllwinen (observer from the United States).

To flesh out the theme, the conference focused on the national
art of the participating countries (brief history, contemporary art, trends);
the mutual problems of the Asian artists (cultural exchange, education,
government subsidy); and the sustainability of the Southeast Asian
conference. (Patrick Flores)

1 Art Association of the Philippines. 1957. First Southeast Asia Art
Conference and Competition. Manila: Art Association of the Philippines,
n.p. (“Message” by Carlos P. Garcia).

2 Ditzig, Kathleen. n.d. “The MoMA in Southeast Asia (1957-1983): The
exhibitions Southeast Asians took.” Afterall, forthcoming.
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(B—EREREMEERRES)EMHEO 1947 Art
Association of the Philippinese

Cover page of the First Southeast Asia Art Conference and
Competition catalogue (Copyright © 1947 Art Association of the
Philippines).

(F—ERERE2METRRRET)EMERO 1947 Art
Association of the Philippinese

Title page of the First Southeast Asia Art Conference and
Competition catalogue (Copyright © 1947 Art Association of the
Philippines).

BREFXEAREZE (P EREEEMERERES)EM
FA—E© 1947 Art Association of the Philippinese

A page with the list of participating countries and delegates in
the First Southeast Asia Art Conference and Competition catalogue
(Copyright © 1947 Art Association of the Philippines).
EBRE(F-ERERENERRRET)EMP—HO 1947
Art Association of the Philippinese

Pages on the program of activities in the First Southeast Asia Art
Conference and Competition catalogue (Copyright © 1947 Art
Association of the Philippines).
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RALSTON CRAWFCRD

Thiead Avanipe Elavated

Celpr lithograph
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DORRE BOTHWELL
Memory bachine
Color serigraph

IRVING AMEN
[talian Landicape
Color woodeut
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F-EREDENEANRESHERA HELedesma
Guerrero’ {AIEREBEEMEF)E69 >Kalaw-Ledesma
Foundation, Inc. Z Wi © 1974 Purita Kalaw-Ledesmae
Image of the opening ceremonies of the First Southeast Asia

Art Exhibition from page 69 of The Struggle for Philippine Art by
Ledesma Guerrero, part of the Kalaw-Ledesma Foundation, Inc.
Collection (Copyright © 1974 Purita Kalaw-Ledesma).

ME—EREREMEERERER WIE’ (Free World)653

10hR (19574108) » E10-11© 1957 FBEHL: United States
Information Service, American Embassye

Coverage of Free World of the First Southeast Asia Conference
and Competition from pages 10-11 of the October 1957, Vol.

06 No. 10 edition (Copyright © 1957 Manila: United States
Information Service, American Embassy).
IE—ERmPE 2 REREE S IRE (Free World)6HA

10RR (19574 10A) » EH12-13© 1957 HfEiL: United States
Information Service, American Embassye

Coverage of Free World of the First Southeast Asia Conference
and Competition from pages 12-13 of the October 1957, Vol.

06 No. 10 edition (Copyright © 1957 Manila: United States
Information Service, American Embassy).

iR Cesar Legaspi, Vicente Manansala, Manuel Rodriguez
# Anita Magsaysay- Ho2 B E— B REE &M gEHES
G ¥R > Magsaysay-Ho Bl FRHMESERE 2B EMME EFEZDr.
Gregorio LIm&E’ i B (Free World)6H510Ak (19574108) »
H10-11© 1957 EfEfi: United States Information Service,
American Embassye

Coverage of Free World of Philippine artists participating in

the First Southeast Asia Conference and Competition. Cesar
Legaspi, Vicente Manansala, Manuel Rodriguez, and Anita
Magsaysay- Ho. Magsaysay-Ho is seen with then President

of the Art Association of the Philippines Dr. Gregorio Lim

from pages 10-11 of the October 1957, Vol. 06 No. 10 edition
(Copyright © 1957 Manila: United States Information Service,
American Embassy).

REFMERRZAEFR (F—ERBEEZNERERESR)
EMR—E© 1947 Art Association of the Philippinese

A page showing Chinese paintings by Chang Shang-tse and Ran
In-ting in the First Southeast Asia Art Conference and Competition
catalogue (Copyright © 1947 Art Association of the Philippines).
HEERF¥EZ R FENE—EREEENSREEEE)
E=1M© 1947 Art Association of the Philippinese

Pages featuring art works from Malaya in the First Southeast
Asia Art Conference and Competition catalogue (Copyright © 1947
Art Association of the Philippines).
HEZRBEEEZ fFm HS(E—EBEREEEMERERE
Z)EMO 1947 Art Association of the Philippinese

Pages featuring art works from the guest country the United
States in the First Southeast Asia Art Conference and Competition
catalogue (Copyright © 1947 Art Association of the Philippines).
HEZBEERZ fFa HISN(E—EREEEMERERE
E)EMO 1947 Art Association of the Philippinese

A page featuring art works from the guest country the United
States in the First Southeast Asia Art Conference and Competition
catalogue (Copyright © 1947 Art Association of the Philippines).
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BERZ5 (1903-1979)

ERR1903FERER 12REBEXENERAZR 18KHAREER
BREMBE BE1923 127TFHMREESE AR BZKkES LEERA/
R—BBl24F " ERER BT HIEE SAAESENEMWERE 194TFE,
AlgEEEERTR BEEYEBMBNSEXRMERAR BEE 19797
PEERATNESRERNEH

BB AMNEENEEE SR EMmAESZ
BRBTENTY EHEREMARI T ERBEENEREES g EREEX
EETHIEEH IR RIREBE MR 1954F EER RS AR 15
EZHTEMIE S ERE DSBS ENEEER 19575 - HE B
AR REARNEREZES R FHEN RS REETRERERENE
EARBIEEE BRIz BB (MM ERERBERERNIER
B4 = raan (Carlos Polistico Garcia) Z B t&-m—F BEER S A Z1EH
AR AR AR RIE RS R EIRIF Nt o (EREAW)

1 R (RERSEMER - BREE)  (HIEMT) 10857 (198042
B) &24-37°

2 MBI (EESEMNERE BN ERBEEN) Tk ERBEBUAT
X1E/E:2018 £Fo

Ran In-Ting in Manila

Ran In-Ting (1903-1979)

Born 1903 in Yilan, Ran In-Ting graduated from Ratd Public School
at the tender age of 12 and began teaching at the school at age 18. He
traveled to Japan briefly in 1923 and 1927 to study watercolor painting, and
studied under Kinichiro Ishikawa during Ishikawa's second tour in Taiwan
in 1924. Ran's work was frequently selected for official art exhibitions in
Taiwan, and he served as chief editor of Taiwan Painting News from 1947.
He held various public positions in the arts at the Ministry of Education,
and was the chairman of the China Television Corporation when he passed
away in 1979.

After World War II, Ran’s acquaintance with woodcarving
aficionado officer Robert B. Sheeks at the United States Information
Service (USIS), prompted him to propose the publication of an agricultural
magazine to the US authorities. Subsequently when the Joint Commission
on Rural Reconstruction (JCRR) was established with support from the US,
Ran was appointed chief editor of its publication, The Harvest magazine.
On invitation from the US State Department in 1954, Ran visited the
US and was among very few Taiwanese artists at the time who had the
opportunity to hold solo exhibitions in cities throughout the US. In 1957,
Ran was invited by the Ministry of Education to serve on the Academic
Review Committee, as well as to represent Taiwan at the Southeast Asian
International Art Conference in the Philippines, where he was invited
by the Philippine Department of Foreign Affairs to hold an exhibition.

Ran presented his work Ducks as a gift to then President Carlos Polistico
Garcia of the Philippines. That same year, Ran also gifted his paintings to
President Ng6 Dinh Diém of Vietnam and to His Royal Highness King Rama
IX of Thailand. (Cheng Wen-Hsien)

1 Shih Tsui-Feng. “A Painter Who Praises the Love, Beauty and Kind-
ness."” Hsiung Shih Art Monthly no.108 (February 1980): 24-37.

2 Hsiao Chong-Ray. Practitioner of the Love, Beauty and Kindness: the
Life and Art of Ran In-Ting. Yilan County: Yilan County Government
Cultural Bureau, 2018.
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Ran In-ting Skillfully Paints
the Beautiful and Distinctive
Countryside of His Home Land

e
-

As intereibed Filiping children walch each shillul sfroke of his #alonied brush, Ran In-ting complefos
kit watorcolar of the tuntet over Manila Enjr. a scepe which § famouwt the world over for i hEﬂFf'r-

227 ERBRERIIAEEEEZRE B B(Free World)6HA10kR (19574108) » H11 © 1957 BEHL:
United States Information Service, American Embassy°
Coverage of Free World of Ran In-ting painting the sunset in Manila Bay from page 11 of the
October 1957, Vol. 06 No. 10 edition (Copyright © 1957 Manila: United States Information Service,

American Embassy).
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Ran In-ting Wurld Renown
tor His Watejjors Portraying

Taiwan's Peoplignd Countryside

Hot Springs st ol Tae

Moongabs de Chissws Privete Garden

228 BRI E & th B (Free World)6#A10kR (19574 10R8) » H12-13 © 1957 HBEHL:
United States Information Service, American Embassy°
A sample of Ran In-ting’s works from pages 12-13 of the October 1957, Vol. 06 No. 10 edition of
Free World (Copyright © 1957 Manila: United States Information Service, American Embassy).
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HiEEENEGREE/\ITREERENTE RS SR
M B E e 5h~ i S St R ITHHE RIS AEIER kEEL
B BEDARTHERESRZIN THFRBNIRETLZES (Our
Lady of Peace and Good Voyage) f1E2 L RIEEFEEE & (Our Lady of the
Abandoned) B E B o5 = EEIRR BB HE A RN B G FRIEHE
Bk SIEEENRK - BEZMEIKH AR L& REH R

BELEMAHERIBHEZENRER SEAERSHNEK TMEREESE
MEFsRp, —E T —EBINR R EZEARFREENESR -HAERE
BRZETEZREGELNR ERERMEES B T4 S MRS
8o U EEEEGMmS B RESHEFRESE (Immaculate Conception) #l
1E1EEE S  BREF (Aristotle Dy) 1RE) MEME S EMAI L EHIE MiE
FREBMMAIRRIMNES 2-tiE—PIEH T BEHIRLIERELE7E
EREOBP mEMERL RREGAR LERICH TR IE 30

£247s R, £ B8 (Fernando Zobel) B JERE JE REF A AR
B RSP EN G tEGERERRER) - B ERES
MEBRRAG BELBEME 2 RMEE - NHE (Pedro Galende) 1E
L% - 3£ - A1 (Regalado Trota Jose) FiigE JEFHE B ERE HIRH
AW SF AL

BT URMEMARE JiEEESEREIBEHFFEMNFRAEAR
R HFRVEMENRR AR ERE ELMB ML &
ABRBEE Z 5 BATRBRTBHFW - = (Christina Lee) 334> Ti¢rh
XA FNEBEIRBRET RIEER AR S HFIEE R HIER T
ERETEAEMI -FRRKRIFFEEEA (FHBIEERAPZ -EE (Juan
Imbin) > thRA#WBABMEHMBERA—RFET - AANFEMEL L ERES
AR MHIREE LS5 Mt EIRIE LS ESFRENAITEE — M EARN
EEMRITER MERAEEBNFRERBEREGEM 1756 EN—HRAS
B TERERE S SR G A RG> RS EL1T59F ERE BIARRE
REARHEEESEEEBH - FREBESNHEERIHLRETEN
FlgningRDE - 5 - BB HET T (Gaspar de San Agustin) Ei2K REREIR
BRE ES5ME TR, FRIVAELGHREEEN TRK
SEMNBIEEEEN BREEIERAZTERANESRSREUS FELtE
EHE D RATZEEEERALRREIRAEENEER MthHEAR
MEERABIERNIEFIE % (RER - HEEH

Our Lady of Caysasay (Image)

The image of Our Lady of Caysasay, originally from a barrio in the
town of Taal in the province of Batangas, south of the capital of Manila, has
been linked to the Daoist and Buddhist goddess Mazu (Ma-Cho or Ma-Tzu)
who is popularly revered in South China, Vietnam, and Taiwan, among
other places, as the patroness of the sea and mariners. Scholars make
the claim that alongside the image of Caysasay, the images of Our Lady
of Peace and Good Voyage in Antipolo and Our Lady of the Abandoned in
Santa Ana likewise bear traces of the Mazu image. Water proves to be a
common element binding the three Philippine images believed to have
stemmed from Mazu: the spring in Taal; the well in Santa Ana; and the
waterfall in Antipolo.

The relationship between these local images and Mazu has been
framed within the notion of the “syncretic” in which two visual languages
or iconographies, one a local or regional trait and the other a perceived
foreign inspiration, form an amalgam that can no longer represent
the parts in their original states.! While the theory elides the tensions
attending the transfer and the translation, it points to the encounter
between semblances from distinct contexts. In the case of Caysasay, the
mingling is between the Immaculate Conception and Mazu. According to
Aristotle Dy, “what is fascinating is that local devotions have conflated
the two female deities, with devotees claiming that they are ‘emanations’
or ‘manifestations’ of each other.”? Dy further notes that it is possible to
contemplate that “the deities are not simply being placed side by side. In
the minds of the devotees, they are ‘the same,’ and yet the statues remain
distinct. There is no assimilation or symbolic encompassment.”?

In art history, the effort of Fernando Zobel to identify traces of the
Chinese and the Buddhist in Philippine colonial statuary is exemplary. In
his book Philippine Religious Imagery, he includes the images of Caysasay
and the Child Jesus or Santo Nifio to make the point. Art historians of
church structures Pedro Galende and Regalado Trota Jose point to the
Chinese lions in the shrine of Caysasay.*

Beyond syncretism, however, the Chinese citation within the
Catholic syntax of the Marian iconography in the case of Our Lady of
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Caysasay may offer not so much an instance of a syncretic achievement as
of a Chinese problem in the early modern project of proselytization in the
Philippines. The art historian Christina Lee explicates the uneasy process of
subjecting “the Chinese to Hispanic Christian practices and the strategies
utilized by the Chinese to passively resist them while, at the same time,
observing their own forms of belief.”> Lee foregrounds Juan Imbin, a
Chinese in the Philippines, or a Sangley, who supposedly rose from the
dead after he was thought to have died with fellow Sangleys. He claimed
that the Virgin “appeared at sea and guided him back into his town."”® That
the miracle happened to a Sangley complicated matters for the Spanish
officials in the Philippines who were suspicious of the Chinese and their
moral and ethical disposition. In fact, an edict of 1756, proscribed “lighting
candles before icons of the Chinese Goddess of Mercy Guanyin and Mazu."”
When it was reinforced in 1759, there was explicit reference to how Our
Lady of Caysasay was being tied by the Chinese to Mazu. Lee contends that
later, the credence of the Imbin narrative would be diminished, evidenced
in the words of Gaspar de San Agustin who would say that Imbin in the end
“stopped caring” for the Virgin and drifted away from the church. Lee is

led to say that such a turn in the annals was to undermine the complexity
of the conversion process, to “discursively construct” the Sangley as
“extraneous to the Christian body politic and essentially irredeemable” so
that Imbin’s death “proved that as the Sangley could not ultimately pass for
a true Christian, his Chinese goddess could not pass for a true Mary."®
(Patrick Flores)

1  Maligaya, Renato G.>{Ang Sinkretismo sa Paniniwala ng mga
Tsinoy sa Birhen ng Caysasay bilang si Ma-Cho)» R tHHRF58 &£
fikRefo

2 BR&#FI (Dy, Aristotle C.) » ({E#&IBHE IR SR BIFFIEE SEREE
ASREHB S  (FERET A RETm) 621 (20144F) - H41-63 5|
XHBHE44°

3 [FAlEE-H=58¢

4  Galende, Pedro G., fll Regalado Trota Jose’{San Agustin: Art &

5 History, 1571-2000)> FR/EHI : EEER T T {€4RE > 20004F ) §147-149°
Lee, Christina H.> (RiIRARSEFRBE A F X EH St EEN PXRE)
{Laberinto)#9-20164F > H5-32° 5| X B EH6°

6 AR E12

7 [FATEE-ELTe

8 [EriEE240

1 Maligaya, Renato G. n.d. Ang Sinkretismo sa Paniniwala ng mga Tsinoy
sa Birhen ng Caysasay bilang si Ma-Cho. Unpublished manuscript.

2 Dy, Aristotle C. 2014. “The Virgin Mary as Mazu or Guanyin: The
Syncretic Nature of Chinese Religion in the Philippines.” Philippine
Sociological Review 62: 41-63, p.44.

3 Dy, 58.

4 Galende, Pedro G., and Regalado Trota Jose. 2000. San Agustin: Art &
History, 1571-2000. Manila: San Agustin Museum, 147-149.

) Lee, Christina H. 2016. “The Chinese Problem in the Early Modern
Missionary Project of the Spanish Philippines.” Laberinto 9: 5-32, p.6.

6 Lee, 12.

Lee, 17.

8 Lee, 24.
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Nuestra Sefora de Caysayvsay stonding on her moon-
shaped boal, Notice the strong Chinese influence in
the design. (Betis, Guagun, Pompanga, Medium
Hard waood, whpainted, 32 oo fegh,  Lusr collection,)
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HEBEESERAFRFEERES HAR(REHAR)21H
(1880 1287H) #EhR © 1877 Madride

Image of the Retablo de Nuestra Sefiora de la Concepcion de
Caysasay from the front page of the La Ilustracién Catdlica dated
7 December 1880, number 21 (Copyright © 1877 Madrid).
FFREIERESELRFEZTEE HENREBREF)21
#A (1880 12H7H) »H164 © 1877 Madrid°

Image of the Fachada Exterior Del Santuario de Nuestra Sefiora
de la Concepcién de Caysasay en Filipinas from page 164 of
the La Ilustracién Catdlica dated 7 December 1880, number 21
(Copyright © 1877 Madrid).

FFEEIEREENS HER(REHAE)214 (1880412
ATH) &E165 © 1877 Madride

Image of the Interior del Santuario de Caysasay en Filipinas
from page 165 of the La Ilustracién Catdlica dated 7 December
1880, number 21 (Copyright © 1877 Madrid).
HEBHERHER R HBER(REHERE)22H7 (188012814
H)>E173 © 1877 Madrid°

Image of the Iglesia Parroquial de Caysasay from page 173 of
the La Ilustracién Catélica dated 14 December 1880, number 22
(Copyright © 1877 Madrid).

SEEFIE G mFEEhIEYER AT M B 1EO 1982 Filipinas
Heritage Librarye

An image of the Caysasay gate taken by Ayala Museum
Research Team (Copyright © 1982 Filipinas Heritage Library).
Sta. Lucia WellFr7E Z H1iEEEPIEl % (Axel Catapangifz’) o

An image of the Caysasay Gate where the Sta. Lucia Well is
located (Photography by Axel Catapang).
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236
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SESERENIERESWEEGRZRR B R REM:=HIE
YIREFRZEEPX© 1970 Filipinas Heritage Librarye

A close-up of the miraculous image of Our Lady of Caysasay

in gilded robes. Image by the Ayala Museum Research Team
(Copyright © 1970 Filipinas Heritage Library).

HEBESE G B SRR E R S HEA W
RIVERIS TR EEREE 123 8H AR R EETR & LUt B &
MERBIFHE RN -BIGRB ST R —AEPE/ M ERE
Lemery> AFIFEE A —1RM L SRS FIERERVHER
R BEBREEAHIETES DR SEU N 2B EH
SARREELUARER BB © 1970 Filipinas Heritage Librarye

An image of the Our Lady of Caysasay taken by the Ayala
Museum Research Team. The Taal town fiesta, dedicated to St.
Martin, is celebrated for two days, the eve of December 8 being
dedicated to Our Lady of Caysasay, enshrined in a church in the
barrio bearing this name. The image came from Mexico. The
story goes that a Chinese "sampan" was stranded on Lemery
and that the flood and waves carried the image to Caysasay
where it was found perched on one of the trees. The Chinese
became so attached to the Virgin of Caysasay that to this day,
they come once yearly from the neighboring towns to hold

a big celebration in her honor. (Copyright © 1970 Filipinas
Heritage Library).

YIERLERER H BFernando Zobel de Ayala: (FERE =
[Elf&)> E109 © 1963 Ateneo de Manila#%%: Nap Jamir:Nap
Jamir Archives/Pioneer Studiosi2ftte

Image of the Nuestra Sefiora de Caysasay taken from page

109 of Fernando Zobel de Ayala’s Philippine Religious Imagery
(Copyright © 1963 Ateneo de Manila), photography by Nap
Jamir; courtesy of the Nap Jamir Archives/Pioneer Studios.
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BRI 16035F  AXEAR - F F1E (Juan Maningcad) TEBHTLEAS
AR EARERG ERZBFENLIN HHIRSEHE IHRBE IR
BEEAHEBHEM WIRZSBAY fINEHE  Ra i T LH 1619F UK
EMEERREEERE RO TERENI20EZhHTHEGERE T2
R1639FEE T 1T54FERMBRR 16195 \ITELE R ENZHR- 185
(Juana Tangui) ZREE EREHEERSNRE TRET F8 E—
RS —IRAE R IR S o

HEENSERTESRE tEUSEFE FItEEF R EIRCER
EXHHINEG FRIBHEHBGEMNEBER RATEMNFEIN—3Bo -

By EEESRENEP—EBEEXEA 2HELH T LHEARA
HrRl - HfE% K (Francisco Buencuchillo) IEB M EE A ERLEH
RS EEEREE)  fR1834F 1T B E B ERE - Ehim B 4 (Deirdre de la
Cruz) BB EXMEESEETHENT SENTOBFE URBERRAKH
FEBHIE % (RER - HEEH

1 P - -FIE54E (Catapang, Axel) » {/\ITE A B BN ERLEZE
BAEEATEZHNERATREREETSE) ABRUEEMSE
BBz 3t

2 OTERE-EhISR &S (Cruz, Deirdre de la) » (B2 B IEFIEE )R BAE 2 E
LiEBAIRIERRY SIS S INSF A2 HRR L2 20155

Our Lady of Caysasay
(Miracle and Structure)

The image of the Immaculate Conception in 1603, as the tale
unravels, was found at the Pansipit River by the fisherman Juan Maningcad.
A devotion grew around it and elicited wonder because of the reportedly
frequent disappearances, as well as returns, of the image from and to the
altar, involving different people, including a widow and an Augustinian
friar. A religious structure of light materials was built in 1619; and in 1620,
the Augustinians issued an order to construct a stone church. In 1639,
construction began. In 1754, an earthquake destroyed it. In 1619, Juana
Tangui from Bauan, Batangas, suffering from an eye ailment, professed to
a miracle under the aegis of Our Lady of Caysasay, who appeared before
her at a tree and a rock."

The paintings in the church depict these apparitions of the Virgin,
which inevitably lead to the claims of a miracle. The paintings, therefore,
do not only inscribe events recorded in documents; they also testify to the
folklore around the images and necessarily become devotional or votive.

With regard to the notion of the devotional, a key text in the
narrative of Our Lady of Caysasay is the Agustinian Francisco Buencuchillo’s
devocionario titled Epitome de la historia de la aparicion de Nuestra Sefiora
de Caysasay, with an edition printed in 1834, among other iterations. The
scholar Deirdre de la Cruz regards the devocionario as a hybrid between
pre-conquest “oral versification” and colonial “Christian prayer."?

(Patrick Flores)

1 Catapang, Axel. Architectural and Conservation Management Plan
of Our Lady of Caysasay Shrine and Miraculous Well of Sta. Lucia in
Taal, Batangas. Research supported by a grant from the National
Commission for Culture and the Arts.

2 Cruz, Deirdre de la. 2015. Mother figured: Marian apparitions and the
making of a Filipino universal. Chicago: The University of Chicago Press.
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NT L EMEE R SHHRINE (%72  Axel Catapang)
Exterior of the Shrine of Our Lady of Caysasay in Taal, Batangas.
(Photography by Axel Catapang).

HEBEESRIENNTEEESHEER (R72: Axel Catapang) ©
Image of the miracle of Our Lady of Caysasay on the ceiling of the Caysasay Shrine.
(Photography by Axel Catapang).

TR L T
Vo T i = NN

240 HEFRESRIE LS EFRE S HEE G (R Axel Catapang) ©
Image of the miracle of Our Lady of Caysasay on the wall of Caysasay Shrine
(Photography by Axel Catapang).

i

24 IERESRPENERNINETEIHEE R (2 Axel Catapang)
Image of the miracle of Our Lady of Caysasay on canvas at the Caysasay Shrine.
(Photography by Axel Catapang).
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San Fernando, I.a Union
(Image and Architecture)

%%

BRRRXE R FREREEFGEE GNERTEZ — R1978F R
FRES > AR EEMShu Ing Tung:R s ETE 2B B EEARZIRH
EHHERESG SBEMNEEG PEEFNREERZM URSBHREERH
EE AV A M AM 5 RiFEBbuyongiViZ F EltHBE B IS H B0 FBAE
RE;SFRE/N\RER" uﬁ"h%h'é SEEERRESHNIEEERERIE/N\IT
ELNEE 2 Ay EEESERNSRRRCIEHEE RN ERANNEERS
[R#1968%F— &Z%ﬂ%ﬁ’af%ﬁﬂﬁbﬂ%&?fﬁﬁﬁﬂnﬁ’B’f AFEERES
BOEH ARHEMRBRRT REEFTH & OkER -HEFH

It is said to be one of the earliest, if not the first, Daoist temples in
the Philippines where the image of Ma-Cho is enshrined. It opened in 1978,
with the dome designed by the Taiwanese architect Shu Ing Tung. The said
dome is of spider-type ornamented with camphor wood carvings of Daoist
deities; sculptures of different disciples; various Chinese motif lions and
dragons; and other decorative materials made of stone or wood sourced
from Taiwan and China. The temple’s devotees try to “communicate” with
the gods through a session called buyong in which they ask the gods
to grant their wishes. During the fifth day of the eighth month of lunar
calendar, the image of Ma-Cho in San Fernando, La Union annually goes
to Taal, Batangas for a pilgrimage where a special mass is conducted at
the Shrine of Our Lady of Caysasay. The image of Ma-Cho, which can be
found at the middle of the main altar in the temple, is a gift from a group
of Taiwanese fisherfolk to the people of San Fernando back in 1968 in
appreciation of the hospitality they received when they took shelter at the
shores of the San Fernando Bay when their boat was driven off course by a
powerful typhoon.' (Patrick Flores)

1 EEEEXEhttps://machotemple.org/home/ (BRI R HEA: 20214
4815R)°

1 Ma-Cho Temple. n.d. The Ma-Cho Temple. Accessed April 2021, 15.
https://machotemple.org/home/.
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MR = H9HEFT 182  Amparo Argel © Ma-Cho Templee°
Image of the arches at the Ma-Cho Temple. Photograph by Amparo Argel
(Copyright © Ma-Cho Temple).

243

X E 1% © Ma-Cho Templee
Image of the drum tower of the temple (Copyright © Ma-Cho Temple).
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Image of Ma-Cho found at the main prayer hall of the temple (Copyright © Ma-Cho Temple).

244 fEX=AH © Ma-Cho Templee 246 EXEIERAZBO Ma-Cho Templeo
Image of the entrance to the temple (Copyright © Ma-Cho Temple). Image of the interior of the main prayer hall (Copyright © Ma-Cho Temple).
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248 X EELIBO Ma-Cho Templee
Image of the main altar of the temple (Copyright © Ma-Cho Temple).
247 BXENRORER: Amparo Argel) OMa-Cho Templer Wit B 2990 PR S 2 R L S RIS B 9 2 A TR - SR https://machotemple.org/o
Image of the temple’s facade. Photograph by Amparo Argel (Copyright © Ma-Cho Temple). Copyright disclaimer: images of the Ma-Cho Temple are taken from

https://machotemple.org/ under fair use for non-profit educational purposes.
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Mazu Temple in South Taiwan

EBPRENESL xR REBRRE=T=5F (AT1694%F) - hH
BRA % = TSR N H B R R 2 S EMRENAXEEFBEHRER
RE-ERB (SI08) B BVREERREZP +OBE BR=Z1TNF
(1700%) e RS HERME—/ A ZEE-

MEHBFA=+/\F (19055) MEHEAME PREARZIR WEFH
R 5 AL BEERER BEEE—EHNARERMBRENERRE 112
HEFAME+— (1908) B TiE K IETTE (19126) 2 T B A5 B A EE B

IERBAREREETNRENBEB L — PELISEMETIR M
HiR (FPEE L R)  HEZREN > SEAAERIE SRR B35 3R I
HEE RZEE-ARTEES I+ OREZId BAXYTIFESE 5B 4
B8 BIE U R B LR A TR AZ H S SRR =N EREE
HREE M hR—RERRER I ENFASEETANEMKRE-

The history of the Chao-Tian Temple in Beigang could be traced
back to the 33rd year of the Emperor Kangxi of the Qing Dynasty (AD
1694), when Zen Master Shubi of the Linju school of Buddhism invited the
holy statue of Mazu from the Meizhou Chao-Tian Temple in Putien County,
Fujian Province to Taiwan, and made landfall at Bengang Port (present day
Beigang). The holy statue was housed in a rustic private residence until the
39th year of Kangxi (AD 1700) when devotees donated a parcel of land for
the construction of a dedicated shrine.

During the 38th year of the Meiji era (AD 1905), the main chamber
of the Chao-Tian Temple was damaged and the pavilion destroyed in
the aftermath of the Great Chiayi Earthquake. Local residents rallied to
reconstruct the temple, commissioning a leading wood craftsman at the
time, Mr. Chen Ying-Bing, to oversee the project. Ground was broken in
Meiji 41 (AD 1908), and work was completed in the first year of the Taisho
era (AD 1912), which culminated in the magnificent, opulent appearance
of the temple as is seen today.

The Beigang Chao-Tian Temple is among the most well-attended
temples dedicated to Mazu in Taiwan. Designated as a Class 2 Historical
Monument in 1985 (now a National Monument), the temple possesses
exquisite architectural elements of artistry, such as the grand wooden
beams, the octagonal caisson ceiling, its trencadis work and cochin
ware, the paintings of the threshold guardians, its stone-carved dragon
pillars and wood-carved relief panels, as well as a wealth of cultural relics
including ancient plaques and steles, sanctified sedan chairs, censers, and
woodcut couplets composed by literati and scholars since the Qing dynasty.
Beyond a religious site, the temple is also a hallowed hall of art in Taiwan
that showcases traditional craft, calligraphy, poetry, and painting.

249

EERERSR OILEHRER M
Night view of the Beigang Chao-Tian Temple (Copyright © 2019 Beigang Chao-Tian Temple).

IEBBHXEER O ERRER Mo
Front view of the Beigang Chao-Tian Temple (Copyright © 2019 Beigang Chao-Tian Temple).
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Mazu is the patron saint of the seas, and many early settlers to
Taiwan brought along incense from the Mazu temples of their hometowns
to bless their journey. Mazuism thus arrived in Taiwan, where temples to
Mazu exist in many towns and villages. Celebratory rites are held at these
temples each year on Mazu's birthday, on March 23 of the lunar calendar;
and hence, the Taiwanese saying: “Mazu Madness in March.”

Designated as an important folk festival, the traditional rites of
incense offering during the Mazu Parade of Beigang Chao-Tian Temple
have been preserved to the present day. During these rites from the Spring
Festival through March each year, Mazu icons from each of the satellite
fenlin (53%8) temples and shrines make a pilgrimage to return to Chao-Tian
Temple to pay homage to the ancestral Mazu temple. Affiliated temples
also make offerings of incense to Mazu at this time. The festival culminates
with the Mazu Pilgrimage on March 19 and 20, when throngs of the faithful
accompany Mazu icons in a procession of sedans as they parade through
roads and laneways. Believers along the procession route set off firecrackers
in greeting along the way, “blasting the sedan” in spectacular pageantry.

The Beigang Chao-Tian Temple boasts a great number of fenlin
temples. According to the Annals of Beigang Chao-Tian Temple, Chao-Tian
Temple has fenlin temples in countries including the Philippines, Japan,
Brazil, the United States, France, Myanmar, Singapore, Saudi Arabia,
Malaysia, Argentina, and Australia, as well as in Hong Kong, Thailand,
Guam, and Denmark. Incense for the Chao-Tian Mazu glows far and wide
across the seven seas. (Huang Wei-Fen)
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Front view of the Mazu (Copyright © 2019 Beigang Chao-Tian Temple).
1B BUAER OIE B EIR it

Up-close view of the Mazu (Copyright © 2019 Beigang Chao-Tian Temple).
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Photo of the Main Hall with six Mazu statues (Copyright © 2019 Beigang Chao-Tian Temple).

1 BEE (LEBXEE) MM EBEPXE 19895
Tsai Hsiang-Huei. The History of Beigang Chao-Tian Temple. Yunlin
County: Beigang Chao-Tian Temple, 1989.

2 FEN GEBHREWER) EI6 EEXIE 20145
Lee Cha-Chou. The Mazu Parade of Beigang Chao-Tian Temple. Taipei:
Walkers Cultural, 2014.

3 REER (BAXERRE) BME: LBHXE 20145
Wu Lao-Ze, ed. Research on the Origin of Mazu Culture. Yunlin County:
Beigang Chao-Tian Temple, 2014.

4 MXEER (ERHEXE  XMEE) EMHK: EBHXRE 20105
Lin Wen-Long, ed. Beigang Chao-Tian Temple: Cultural Relics Album.
Yunlin County: Beigang Chao-Tian Temple, 2010.

5 OLHEINERE SRS XCED A X EMERSMH Y Em X&)’
EMF: ILBHRE20135F-

Chiang Pao-Chai, ed. Collected Papers of Mazu Belief and Local Culture

253 IBIRRITIR OIL B R =R it on International Academic Symposium. Yunlin County: Beigang Chao-

Up-close view of the Mazu (Copyright © 2019 Beigang Chao-Tian Temple). Tian Temple, 2013.
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Front view of the Mazu (Copyright © 2019 Beigang Chao-Tian Temple).
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h H =5 (1964)

19576 SEMBAPEMANKUSLE - BT IHSBERI KA
BT A REENAIS 2B FEERK -BRE-BBEOA-EFR2EE A
EMNIEE2LEMREBG IR AMEMREESNZ R EFE T (HER
EET R A7EE] (Salon de Mai) 28 AT HEAEE ) (8228 % The Fifth
Moon Group) ©

19644 R /B2 E ) ((FREENEEERITEN X HE ) Py
THIIEEEMEEE P UATASENNTRARENEM HEREER
EREHNEBETY X ERFHNEERH It—EMAPEEFHR HEE
FAZELMASENZERRELEFE WHRIREN SAEF P RRE EE
F HRERUERSATHULERERRC

ZEMABMANEEERIRER LINRFARKPHEBER EE
ERBRS2AART RHEREH T2 HES RS RIFRMEF 1950F4
E8(amm (KA BAMEESRRESRE SYHAREgTH
FEzZ—- (EERR)

In 1957, a group of students from the Art Department at the
National Taiwan Normal University organized a Joint Exhibition of Western
Painting, which became the precursor to the Fifth Moon Group. When
their entries to the official Taiwan Provincial Fine Arts Exhibition were
unsuccessful, the four artists Liu Kuo-Sung, Li Fang-Chih, Kuo Tung-Jung,
and Cheng Chiung-Chuan were encouraged by their mentor Liao Chi-Chun
to emulate the French Salon de Mai and establish the Fifth Moon Group.

In 1964, the National Taiwan Arts Education Center within the
Nanhai Academy (a collection of educational and cultural facilities
modelled on the Smithsonian Institution) also published a significant
catalogue of paintings for the Fifth Moon Group, which was distributed
through the eponymous bookstore of Taiwan’s most prestigious intellectual
publication, Wenxing magazine. The title on the cover of the bilingual
catalogue in Chinese and English featured an original inscription by
the association’s honorary member, calligrapher Chang Long-Yien, and
included prints of a dozen or so works by each of the artists: Liu Kuo-Sung,
Hu Chi-Chung, Han Hsiang-Ning, Fong Chung-Ray, and Chuang Tse.

The catalogue featured a foreword written by Professor Yu
Junzhi of the National Taiwan Normal University, as well as an essay of
commendation by poet Yu Kwang-Chung. Yu Junzhi pursued his studies
in Tokyo, and subsequently took a teaching post in Hong Kong. He
maintained a friendly relationship with the association during his time
in Taiwan. The author of several essay anthologies on aesthetics and
philosophy during the 1950s, including Introduction to Art (Z#5#%:%) and
Genius and Strength (X7 E2 A 77), Yu was among the art critics who lent
their support to the Fifth Moon Group in the early days. (Chiang Po-Shin)

The F'ifth Moon Exhibition
Collection (1964)

FIVE CHINESE

FIFTH MOON EXHIBITION
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fLHFEH(1970)

IRAESEUMAEMABERER RNEREEFEXELESNE 71
e EEHR RS - BRH - EEE 2AEAAXBMATRNER > HHf
EREBEREEER K SHEEEENTFEX AT VEEE KRB
FENNBES ERERZ T AMHALRES EHHBEATHE-

19625 - A AEGRMREER HREENMANB T EEEREE
BERE milMREASENE S EN - HRE-FHEFANER THTE
RIREIELEYE-FREF (1963)  FtENAAER AREREXERN>
—HBEIAEERHERERE STEHMMAZHRENBE

1970%F - F+HERLAEGBRNEILEE BMESRIT HRBEX
FaEf HERTRAREENFS HERREERRNEXFRZE
Wk B (i1 A B BREERT SV EHA B EEE  $A 3T P IR BV 1 qa B iR - R R R
ROEFHERF LIHRFES - RLHEE (Thomas Lawton) BIHEEX
(#fafk)

Students from the National Taiwan Normal University (NTNU)
Department of Fine Arts was a base from which the Fifth Moon Group
recruited outstanding graduates as members. Among its first members
were artists with solid backgrounds in intellectual thought, including
Chuang Tse, Han Hsiang-Ning, Kuo Yu-Lun, and Ku Fu-Sheng. Subsequently,
while serving draft in Kaohsiung's Zuoying, member Liu Kuo-Sung became
acquainted with a group of young artists serving in the Navy: Hu Chi-
Chung, Fong Chung-Ray, Suen Ying, and Chu Pen-Lo, who comprised the
Four Seas Painting Society. Finding each other mutually simpatico, the Four
Seas Painting Society merged with, and expanded, the Fifth Moon Group.

In 1962, encouraged by faculty mentors Liao Chi-Chun and Sun
Duoci, the Fifth Moon Group selected a number of works for an exhibition
tour to the United States. A pre-departure exhibition at the National
Museum of History featured works by the two faculty mentors as well as
group members including Liu Kuo-Sung, Chuang Tse, Yuyu Yang, and Han
Hsiang-Ning. The 7th Fifth Moon Exhibition the following year (1963) was
officially held at the museum for the first time, a shift from previous Fifth
Moon Group exhibitions which had mainly been presented in private spaces.

In 1970, the 14th Fifth Moon Group Exhibition was held again at the
National Museum of History, along with the publication of a large-format
hardcover painting catalogue featuring calligraphy by Chang Long-Yien on
the front cover and prints of works by five group members Chen Ting-Shih,
Liu Kuo-Sung, Fong Chung-Ray, Hu Chi-Chung, and Hung Hsien positioned
between the Chinese and English inscriptions on the back cover. The book
included a foreword by then museum director Wang Yu-Ching, as well as
essays by Li Chu-Tsing, Yu Kwang-Chung, and Thomas Lawton.

(Chiang Po-Shin)

The F'ifth Moon Exhibition
Collection (1970)

FIVE
CHINESE
PAINTERS

FIFTH MOON EXHIBITION

257



T EREEAEEREH

Al 8 89 48 i

R F TR

SEH
Foreword by Yu Kwang-Chung

FAPRFANBZE HER G2 AESERITNERS
ot BEREB(RAE) SR ARtEE T RAEM 1962 A AEEER
VEFSEYERTIRAESHEBRIF SATEGUMEENTR s
RBMEARIREFRNEGERR MIAAARHEN - REHN - FEN 2
MRS EEF I oBREE (1963) ' RAP N B ER RIS RAEETBHEGN
2B ZR TERARIRE S NP E BT

LEEMBREEHE ARRNPI6AFEMBERN AR R FEX
BRI 1964F5 (X E)5E80HA- R PIRH MER ] (psychic sight) {E&
SHRABMP TR TEZM D B HEREINER VA TER I R MmRENE
BB ENENERRBEIREN S RAPELEXZES BEFHNGERE
) UL EAmREESEFENBE KR EPAaHEB - ZRRENZTiER»
FETHASZSREEAI 2R ERAlhAESE I NEEERS (BAEMN)

Poet and translator Yu Kwang-Chung was active in the Fifth
Moon-affiliated Blue Star (Lan Xing) Poetry Society. He was known as the
translator of Irving Stone’s Van Gogh biography Lust for Life into Chinese,
and had encounters with modern art while studying abroad in the United
States. When the Fifth Moon Group held their pre-American tour exhibition
of Chinese modern paintings at the National History Museum in 1962, Yu
Kwang-Chung noted his observations of the members’ monochromatic
paintings in his poem, “Plain May,” describing the Fifth Moon as ingenuous,
ebony, Chinese, and of “an Eastern tranquility.” In the following year (1963),
Yu Kwang-Chung continued to publish critical essays that affirm the Fifth
Moon Group's leanings towards a monochromatic trend that approaches the
spirit of classical Chinese art by “capturing the aura before the brush arrives.”

This essay, “Psychic Sight as a Point of Departure,” first published
in the May 1964 edition of Literary Star magazine No. 80, was Yu Kwang-
Chung's review of the Fifth Moon exhibition in which he posed “psychic
sight” as the singular path of reception for modern art. He equated the
emergence of “abstract painting” as “psychic sight”; and the creation of
abstract paintings as “an act of using internal observation to understand
the Tao." Yu Kwang-Chung made several allusions in the essay to Lao Tzu's
Tao Te Ching as a Chinese spiritual reference for abstract painting. His
notes on the binaries of East and West as well as black and white contrast
influenced the Fifth Moon Group to pivot from a thoroughly Westernized
practice towards an amalgamation of Chinese and Western concepts.
(Chiang Po-Shin)
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(EAEE)HE B ZEEAMEERED © 1964 b XEEE-
Cover page of Five Chinese Painters Fifth Moon Exhibition edited
by The National Taiwan Arts Hall (Copyright © 1964 Taipei,
Taiwan: The Book World Co.).

S—(RABE)HE © 1970 =ib: EES Y-

Cover page of Five Chinese Painters Fifth Moon Exhibition
(Copyright © 1970 Taipei, Taiwan: National Museum of History).
FRH REREIBLHE (RAEE (RASER) )V EUEEE
TEEAREN> H13-23 © 1964 =ibTH X EEE

Yu Kwang-Chung's essay titled “On From Clairvoyancism,”
pages 13-23 in Five Chinese Painters (Fifth Moon Exhibition) edited
by The National Taiwan Arts Hall (Copyright © Taipei, Taiwan:
The Book World Co.).

FHES B (EAEE) HT-120 1970 EbH ELEE
#eE.

Li Chu-Tsing's essay titled “The New Voices,” pages 7-12 in Five
Chinese Painters Fifth Moon Exhibition (Copyright © 1970 Taipei,
Taiwan: National Museum of History).

BE (ERER) (EAEE) H25-26 © 1970 =36 B FE
SEiEYEE-

Thomas Lawton’s essay titled “The International Fifth Moon,”
pages 25-26 in Five Chinese Painters Fifth Moon Exhibition
(Copyright © 1970 Taipei, Taiwan: National Museum of History).
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FHEE (1920-2014) - EZWHPERMERE 192 FEEN SRR
(BHARRAR)  1949FERSEREFEARBZE L 1955F B/ EL 24
BEHNEEEFEHIABRRE_ T MEREEFo

R EIGAEERGER BRARE MM E TEMMAVENR G
EEmtt+ZREENERMERFE-FEN BIES I Mt =3 i
HWEHLRNEFHRRLE PEEMERKAMPANEEES ARtEZIE
BERMNE LS RETALEETHIER

FEEEERXED BELAE —FERLMEE -BE- LA A
BEETPREEARER F—AE HEBREE 5 (Jackson Pollock) 523 E
(Franz Kline) ~Z&Hr#l (Mark Rothko) %R RIT F R BHEA LA EBF
FEA AT RS fame

XELRBERINS EE2IHHRE THEEH 25 7 2IBEMRNE = ) IKE
T(RUBER) (P FESRRNEBELAETME  AERMAMBHRE
ZFEUTHELKNMER AEGEKERY RN THESHER
BEgXERERENRBEFZ— (BRAMN

1 Smith, Judith G.4REE (ERFEIC  FHS(EMMAZ)  EFEATIN
EEBMEYE; FBHRE: FEREAS2 AR 20055

Foreword by Li Chu-Tsing

Renowned scholar of Chinese art history, Li Chu-Tsing (1920-2014)
graduated from the Private University of Nanking (which later merged with
Nanjing University) in 1942. He received his master’s degree in 1949 and
his doctorate in 1955 both from the University of Iowa in 1949. Li taught at
the University of Kansas for over two decades, where he served as head of
department for six years.

Li Chu-Tsing became acquainted with members of the Fifth Moon
Group on his first visit to Taiwan in 1964. More than ten years his junior,
these artists—"youthful, energetic, and diligent about painting”—made an
indelible impression on him. He also noted that they shared the experience
of growing up during wartime, where traditions of Chinese art as well as a
number of experimental techniques nurtured their creativity, earning them
the attention of many American and European critics.

In this essay, Li Chu-Tsing traced these works, on the one hand, back
to timeless works by painters such as Fan Kuan, Ma Yuan, Shen Zhou, and
Shitao from Chinese history; while on the other hand, linking them to the
abstract expressionism of American artists such as Jackson Pollock, Franz
Kline, and Mark Rothko—thus formulating a discussion on the amalgamation
of Chinese and Western styles which was quite popular at the time.

The essay does not mention that during his time in Taipei, Li Chu-
Tsing also visited Liu Kuo-Sung’s studio, and collected the work Wintery
Mountains Covered with Snow. Li Chu-Tsing also recommended members of
the Fifth Moon Group, along with the then unknown artist Yu Chengyao,
to tour the US with an exhibition titled New Traditions in Chinese Shanshui
Landscapes. In this regard, Li Chu-Tsing was a key proponent in the
international forays of the Fifth Moon Group. (Chiang Po-Shin)

1 Smith, Judith G., ed. Tradition and transformation: studies in Chinese art
in honor of Chu-Tsing Li. Spencer Museum of Art, University of Kansas;
Seattle: University of Washington Press, 2005.
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#E (Thomas Lawson) 1 &R 1931F EE M 1966 E 19678
ESERRREH=-tHRE RSN EMI MBEREHMBAESENDIEML
LBt BiESHE U EES R MIHEEKERIT—F - BERMAARE
B E4 TRRIRR IR

ZERERGSER FERIRSBYRAESFNERRER ILEBE
=165 ERT1E R RARER - E B 7 B IR B S 42815 EilHE R I =
Byl RER WRE TR EHFENH T R/INEEX B BRE
iR

XA BB B 1966 F EAMKRB ISR EM A EM K BEEE
FE ARAEENRERIEERTENEARR ERBRLVERS B L
AREBMBNTERNARLT Mtig ER B EPEEMEMR 2 LA
R

BRER BERIITOFEESREABEL MUPHENENER &
EFEZEZNEN B EMERISZ 1977219875  REBZERER B#EHE
TER BN EMTRE N B I ZT e (R AR)

1 BEE (ERPEGE BBMTERMHE) B R B REMN:
Kendall/HuntH hiz > 20064 -

Foreword by Thomas Lawson

Thomas Lawson, PhD was born in Massachusetts in 1931. As a
recipient of the John D. Rockefeller III Award, he came to Taiwan to conduct
research from 1966 to 1967. This award was later also bestowed on Liu
Kuo-Sung, Chuang Tse, and Fong Chung-Ray in Taiwan, enabling them to
travel to the US and Europe for a year. Lawson formed strong ties with
members of the Fifth Moon Group as a result.

Lawson'’s arrival in Taiwan from the US coincided with a critical
period in the National Palace Museum’s (NPM) transfer from the temporary
storehouse facilities in Taichung to the new museum facility in Taipei's
Waishuanghsi. Lawson was close in age to, and shared the interests of
members of the Fifth Moon Group. Additionally, NPM Deputy Director
Chuang Yan was the father of Fifth Moon member Chuang Tse, so they
moved in similar social circles.

In this essay, Lawson described his first encounters with this
group of local artists in 1966; how they have successfully established
their distinctive individual styles in a few short years and broadened their
experiences of participating in international exhibitions—earning them the
title of his essay, “International Fifth Moon.” He also emphasized that these
developments were forged on Chinese artistic traditions.

Upon his return to the US, Lawson received his doctorate from
Harvard University in 1970, and continued his research at the renowned
Freer Gallery of Art where he served as director from 1977 to 1987, before
transferring to the Arthur M. Sackler Gallery to further his research.
(Chiang Po-Shin)

1 Kuo, Jason C. Discovering Chinese painting: dialogues with art historians.
Dubuque, Iowa: Kendall/Hunt, 2006.
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H BEE (The Fifth Moon Group) 196 7F > £ B HIRIE XX E R
(Luz Gallery) K @452 8 (Solidaridad Gallery) Bt

ELZEMATMABEEN R1960FEE MEFEMENE HEE
X REE REMTEE (Ateneo Art Gallery) I ZEIBZA1iT8E (Lopez Museum) »
HEeASKEFRESERG, BELEBNERREERRMERFEZE-
EZ& (Arturo Luz) »MIE KT EF B EE L R HHRABARE S A thpEE
A =RXEEENEE REABEA FERERH 0 (Design Center
of Philippines , 1973) ~ R HI A & 1H48E (Metropolitan Museum of
Manila, 1976) ~JEf2E EHT8E (Museum of Philippine Art, 1977) oKX
FEHFENZHEMZIMS REENEEMAIFRELZE (Philippine Art
Gallery, PAG) » TR@IRA T HRERMBM AL EENHLEHIE BRATFFEEFE
JER (PAG) 1712 Pl [El % - B4 A M B fIE B F A4 (Adriatico Street’ &
Dakota) MM{EZEE® (Pedro Gil>&& Herran) fiA R ILELLE R ? R
MSERE Z (PAG) EEARIEF BB R VRVRE T ERLEME BFR
EABERAEM D SERBAETNTRTH# R IFRBIMLERIZE fImR
EERE - BEEES ERIFEEER (PAG) %, . . RMNEMERRES
BRI R HIZIE o

BEETHT REEESHER ZENREGR BEERREEB LT
WEME NENEEMZIEE EEFEEBRY MABBORH ) EEEE
R MR AE R REANREENITIGE)  ERMAERIELEE R
BEVEALE BSHREENAE THFERSHNSE BEEBERK LER
EERENHE W ERESKIETERK - EREZEERNAS 3%
ERMEmSENRE LN EREEIRTT2

BELZEBRLIGTERBEMN IV KENMID THFZE &R
¥ (Leandro Locsin) &5t TR AE T E R - fal 455 % (Virgilio Aviado) 52
FEEESRAFZ ANED B1EF -MEMNEZ (Lee Aguinaldo) \EBE
i - 2B K H (Barbara Ebersole) ~f&# (Jose Joya) ~ R4 (Benedicto
Cabrera) ~Z{R¥t - Z=tt (Roberto Chabet) ~ZB# (Fernando Zobel)
BB - f I - fIZE 2% (Federico Aguilar Alcuaz) ~ 7 - 10BR (Mars
Galang) 7 - BHi E#& (BenMaramag) 175 &I (ShikoMunakata) kA
(Kiyoshi Saito) ~{H4k1= - 477 (Bernard Childs) f@#t1E - B (Leonard
Barkin) ~52 85 B - 5 ALk (Claudio Bravo) F3- BN 1988 EBRBESE £
EHHNEREKRE Lo

LLuz Gallery and
Solidaridad Gallery

The Fifth Moon Group exhibited in 1967 in two galleries in Manila:
Luz Gallery and Solidaridad Gallery.

The Luz Gallery was a private commercial gallery that opened in
1960, the same year as Ateneo Art Gallery and the Lopez Museum, which
were public institutions endowed with collections by the families of the
Philippine elite. The visionary of the Luz Gallery was Arturo Luz. Mainly
a painter and sculptor, he charted a distinct direction for geometric
abstraction after the Pacific War. He later became the director, curator,
and administrator of three cultural institutions: the Design Center of the
Philippines (1973), the Metropolitan Museum of Manila (1976), and the
Museum of Philippine Art (1977). For most artists after the Pacific War, the
most viable gallery was the Philippine Art Gallery (PAG), which was the
nerve center of modernism, from the circulation of goods to the production
of discourse. When asked why in light of PAG's prominence he had to put
up Luz Gallery at the corner of Adriatico Street (then Dakota) and Pedro
Gil (then Herran), Luz explains: “The PAG started out quite well but as
the years went by, things got 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... Our
group needed a suitable place to exhibit."

This suitability translated to the look and the aesthetic of the space
in relation to the works. Luz insisted on the integrity of the space for good
paintings: “Bad paintings deserve obscurity, but paintings that deserve
to be shown must be shown well."” This discriminating ethos supported
his view on the “most basic and most significant” function of the gallery:

“A gallery must provide pleasure, delight the senses, elevate the mind. It
should seek genuine talent and give it the approval it needs. Above all,
it should mold taste and exercise a certain degree of critical judgement.
It must continually seek and show only what is tasteful; meaningful and
genuine.” Luz thinks that galleries have to be “dictatorial in matters of
taste and quality."?
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FEZRUBE2HERLCE GIEELIAENRERELRNEHRE
YHRER - 2% (Rosario Luz) ~tAY kK B K ERET - EE 45 (Remedios
Baluyut) \fthAYZE 7278 - B i (Tessie Ojeda) 5  BE SR - (&N
(Menchu de Jesus) % - in$H0 (Chita Gallaga) -/ 2%iZ - ER (Zenaida
Seva) “&YE - f&E (Annie Sarthou) & A -

BEEEMEIMABSEERRLRAFBRER - AE (Francisco
Sionil Jose’5#&F. Sionil Jose) ' I B EBEREMBE TR FEIFR 7T
EEEERHIAFEAZBMEBER RARE (B HIRER) (M
(AHEB NYETI L 77 0] R EIMMIRR AR EE A Eam o th7E 1965 A 3L

B 4% H k%t (Solidaridad Publishing House) @45 & & (Solidaridad

Bookshop) » 19665 85 17(E 45 ) S (Solidarity) > 196 TR B 45 =
HETHARMREEEXNNE IS X EE A E (Congress for
Cultural Freedom) BEB-ERENRABEMEIRBERSTHE -REE—&
R % (Gilda Cordero-Fernando) {RE A EHF M EIFFEEEM LR F
JEEEMENER ) s TRBZEERBEMNESEAXCHNIEREER
T EEREMZERNE IR SHEHRFEEXCEBRE HiEES2E
EMMTER FlURBHINGES - EF AT BEEZENBENFITE A
BRI TER UKk REPIHEN S IRIE A MR o

EEEEMR1981FEE MRS R MBERERENESR EHRs M6
B (Napoleon Abueva) ~ g - ﬁ;?*é.:.ﬂi(Nena Sagwl) #|Z K (Lao Lian
Ben) B[E# -Bi#E% (Onib Olmedo) EEMRELE E IR H
(ke 5e - B8 B

1 7512 - FERHET (Reyes, Cid) ( FFRBEMHE) BEAL FFREXIER
i 19894 B590

2 Paulino, Roberto G.> FrI[E1%E - BZ4  {EATEYIEERMNEBMNR) (B4
EYIEBIERIY ) BRAL BE R AER & 184882007 H 140

3 MEHEBEE-MAELSES (Aviado, Virgilio)  (EZXEES:1960-2002) (BB
RIEATERY 1188411120024

4  FEREF @E (Jose, F. Sionil) (MEBE-FEE—EWEZ (Gilda
Cordero Fernando) B » (FERE £$R) (20208831 H) > https://
www.philstar.com/opinion/2020/08/31/2038946/tribute-gilda-
cordero-fernando (Z5BIHHA:20215F4827H) ©

In 1967, the Luz Gallery opened its new building on Epifanio de
los Santos Avenue, designed by Leandro Locsin. The artist Virgilio Aviado
remembers viewing in the gallery the works of artists like Lee Aguinaldo,
Barbara Ebersole, Jose Joya, Benedicto Cabrera, Roberto Chabet, Fernando
Zobel, Federico Aguilar Alcuaz, Mars Galang, Ben Maramag, Shiko
Munakata, Kiyoshi Saito, Bernard Childs, Leonard Barkin, Claudio Bravo,
among others.3

In 1988, the gallery moved to Makati Avenue in Makati City.

Over the years of operation, women oversaw and supervised the
gallery, including Luz's mother Rosario Luz, a pioneer interior decorator in
the country; his sister Remedios Baluyut; his wife Tessie Ojeda; alongside
Menchu de Jesus, Chita Gallaga, Zenaida Seva, and Annie Sarthou.

The Solidaridad Gallery was founded by the prolific writer,
publisher, and National Artist Francisco Sionil Jose, or more well-known as
F. Sionil Jose. After the Pacific War, he worked as a writer and then an editor
for the United States Information Agency at the US Embassy in Manila.

He was also an editor and writer for the Manila Times, Asia Magazine, and
The Economist, among other publications. He founded the Solidaridad
Publishing House and the Solidaridad Bookshop in 1965; the Solidarity
journal in 1966; and the Solidaridad Gallery in 1967. The journal ran texts
on the arts and culture of Southeast Asia and was initially funded by the
Congress for Cultural Freedom. Within the gallery was a section on folk art
set up by the writer Gilda Cordero-Fernando. This was part of Jose’s goal
to “promote Philippine art and to give it a Filipino and an Asian face.” He
explains: “I have always believed that folk arts are the signal foundation
of any people’s culture, and it can be the first phase in the development

of that nation’s art...Gilda and her deep interest in Philippine culture was
able to sustain that gallery with artifacts from all over the country—the
weaving, basketry and woodworks from the Cordilleras, papier-mache

and handicrafts from the provinces, samples of creative pottery, bamboo
artifacts, and those brass betel nut containers from Mindanao, and weaving
from that huge island as well."*

The Solidaridad Gallery, which closed in 1981, was host to
experimental exhibitions and lectures. Artists like Napoleon Abueva, Nena
Saguil, Lao Lian Ben, and Onib Olmedo exhibited at the gallery.

(Patrick Flores)

1 Reyes, Cid. 1989. Conversations on Philippine Art. Manila: Cultural
Center of the Philippines, 59.

2 Paulino, Roberto G. 2007. “Arturo Luz: The Artist as Museum
Director.” In Luz: a Light in the Museum, 14. Manila: Metropolitan
Museum of Manila.

3 Aviado, Virgilio. 2002. “The Luz Gallery: 1960-2002." The Art Manila
Newspaper III (11).

4 Jose, F. Sionil. 2020. “Tribute to Gilda Cordero Fernando.” The
Philippine Star. August 31. Accessed April 27, 2021. https://www.
philstar.com/opinion/2020/08/31/2038946/tribute-gilda-cordero-
fernando.
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Irbarior of the Luz Gallery,

BEZEBANIE LG EE(GERAN/NER)> B117>Kalaw-Ledesma Foundation, Inc. Z Ui ©1987
Kalaw- Ledesma Art Foundatione

Image of the Luz Gallery’s interior from page 117 of The Biggest Little Room, part of the Kalaw-
Ledesma Foundation, Inc. Collection (Copyright © 1987 Kalaw- Ledesma Art Foundation).

A Laok ae the Galleries

T thie &0 the cmitlonk fov afints gralually Degan fo
change, The audince far the fine ot prew and

priced for paimiteg arad sculptial reces inoreced. The
ror uﬂ'-'J-.lﬁ-'If_lfh-r_v af the periad sear the Lug Caallery,
whilch bgcame the arbiter of Laste fur thir Feld sud iei

i Ill!l'ﬂl.’lﬂljl!l_rf"lllll‘l _Irl.'li' arfiatic e f1i W u*r‘ L vl
porllovics followed, and foday they urv doing brisk

brasrenici i

A% weealng di ibe Acw Lis Calery o B de g S i 4 ressie
I fove promued gew A surbie egmpa and Fepiais Fior dphayvans

CHFPOSETTE IELOw
The Calerde Hheiw, wiich is focenrd & Eeictaw'i e pariERe AL
Srare by Mpari

275 MELZERMARSS LE(ATFEEEEMEF)> H132 'Kalaw-Ledesma Foundation, Inc. Z Ui
©1974 Purita Kalaw- Ledesmac
Image of an opening at the new Luz Gallery from page 132 of The Struggle for Philippine Art, part of
the Kalaw-Ledesma Foundation, Inc. Collection (Copyright © 1974 Purita Kalaw- Ledesma).
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THE LUZ GALLERY

276 EZERER HE(Ugat Suri)> E49 © 1984 EfEhi: Asean Institute of Art for 277 45 EEAERES > 19705 (BB F 2KIR: Ledn Gallery archives) o
the Intergallery Groupe Interior of Solidaridad Galleries, c. 1970s (Photo Credit : Ledn Gallery archives).

Images of the Luz Gallery from page 49 of Ugat Suri (Copyright © 1984 Manila:
Asean Institute of Art for the Intergallery Group).
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