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A Heritage of Well-Being: The Arts for Human Connectivity 
Felipe M. de Leon, Jr.

Chairman, National Commission for Culture and the Arts

Commissioner, The Philippine Pavilion

For more than fifty thousand years now, Filipinos have inhabited one of 

the most biologically-diverse areas in island Southeast Asia. Together with 

Indonesia and Malaysia, peoples in this part of the world have been called 

Nusantao, the “peoples of the islands.” With more than 7,100 islands in 

their archipelago, Filipinos have developed, to a remarkable degree, a life 

adapted to the sea and island complexes, traversing rivers and valleys and 

inhabiting forests with thick canopies of ancient trees and the densest webs 

of unique plant and animal species, many of them yet to be named.

In such a setting Filipinos have learned to be highly resilient, adaptable, 

adventurous, exploratory, highly mobile, and fiercely freedom-loving. Any kind of 

boundary limiting people participation in social, political, religious, intellectual, 

and artistic arenas is anathema. Filipinos have fought colonizers of all kinds 

and opposed any encroachment on their freedom to enjoy the bounties of the 

seas and islands within their natural and internationally-recognized spheres. 

Dr. Jose Rizal, a fitting national hero for Filipinos, who inspired Filipinos to 

declare independence from Spanish rule in 1896, dedicated his whole life to 

freeing his mind through education, and advocated the same for all Filipinos. 

Above all, he represented the ideal of a free and fully realized human being, 

not driven by external forces but creatively empowered from within.

In traditional Filipino cultures as well, an integral philosophy of life ensures that 

every individual is given a chance to develop as a whole person while maintaining 

a strong sense of community. Human beings do not become fragmented into 

narrow specializations that can alienate them from one another and inhibit them 

from working for the common good. Health and illness are approached not 

only from physiological but from socio-cultural and psycho-spiritual aspects 

as well. People from all walks of life can participate in artistic creation and 

performance. A farmer may at the same time be an expert puppeteer, a medicine 

man, the best epic chanter, and a barber, an outstanding lute performer.

Politically, decentralized self-sufficient village communities have been the way 

of life for centuries now among the vast majority of Filipinos. Thus, in their 

collective psyche is a profound aversion to centralized rule, more so to domination 

by empire-building cultures which originate in societies inhabiting wide swathes 

of continental flat plains. This passion for freedom, justice, and dignity became 

the potent force that toppled a dictatorship through the now internationally-

hailed peaceful, people-power uprising known as the EDSA Revolution of 1986.
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people, as monumentally demonstrated in the 

peaceful EDSA Revolution of 1986. A Serbian 

philosopher, Ivana Milojevic, categorically said that 

“if there is no ‘other’ there is no war.” “Otherness” or 

“othering” is the root of all conflicts in this world.

The basic Filipino philosophy of kapwa engenders 

many cultural strengths. Among these are a 

passion for education and creative versatility, 

excellent linguistic and communication skills, 

social networking skills, prowess in the performing 

arts, excellence in service industries, interpersonal 

intelligence, strong family ties, nurturing qualities, 

expressiveness, psychic health, a strong sense 

of humor, the ability to rebound after trying 

times, and a high degree of gender equality. 

These are life values that, if vividly expressed and 

vigorously promoted through the arts, can help 

make the world a more peaceful, creative, and 

inspiring place to live in. On the contrary, the 

imperial project of “tie a string around the world” 

is the exact opposite of what the philosophy of 

kapwa is all about and can only bring all of us to 

chaos, perdition, and wars. Human connectivity 

from the kapwa perspective is not something to be 

forcefully imposed from without, but something 

attained through the universal intuition of 

oneness with the creative living presence within 

each one of us. It promotes the spirit of sharing, 

kindness, wisdom, integrity, creativity, servant 

leadership, and devotion to noble causes.

The National Commission for Culture and the 

Arts vows to help make the world a better place 

to live in through a realization of this philosophy 

by way of high-profile cultural engagements, 

particularly through the arts. The present 

Philippine participation in this prestigious Biennale 

is a grand undertaking in this direction.

No matter how symbolic, poetic and allegorical, 

the Filipino participation in the Venice Biennale of 

2015 highlights—through film and visual arts—the 

indomitable, freedom-seeking, peace-loving spirit 

of archipelagic peoples pitted against the empire-

building syndrome of continental plains peoples 

driven by the lust for conquest, led by warrior 

overlords. Being the most lucid mirrors of sensibility, 

harnessing the arts in this Philippine entry can be a 

most effective and peaceful way of enabling other 

people to see the world as Filipinos perceive it. 

The National Commission for Culture and the Arts 

has always explored, tapped, shared, and promoted 

locally and globally the creative and artistic wealth 

of Philippine cultural traditions. Its vision of 

“Filipino culture as a wellspring of national and 

global well-being” stems from its realization of the 

unique contribution of Filipino cultural diversity and 

philosophy of human connectivity to world heritage.

The basic assumption of the Filipino world view is 

the shared identity of all human beings, the concept 

of kapwa: “The other person is also yourself.” This 

is humaneness at the highest level. For it implies 

a unique moral obligation to treat one another as 

equal fellow human beings. Treat the other person 

as you treat yourself because the other person is 

also yourself. This Filipino core idea could very 

well be a rationale for the Golden Rule in the 

world’s great religions. Kapwa is an awareness 

of the rootedness of each one of us in the One 

Sacred, Creative Essence within. Among the ancient 

Yucatan Mayans of Mexico, there is a strikingly 

similar notion of being, as expressed in the Yucatan 

Mayan Code of Honor: “I am another yourself.”

In the Filipino belief system, there is no concept 

of the “other” in the other person. The “other” 

(kapwa) is also yourself. This makes Filipinos a 

highly relational and essentially non-confrontational 
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Culture as a Pillar of Philippine Diplomacy
Albert F. del Rosario

Secretary of Foreign Affairs

Culture, viewed as a tool of statecraft, is a compelling element in projecting 

a country’s status or power. As one scholar astutely observed, “Trade 

may or may not follow the flag, but culture always follows power.”

In 21st century diplomacy, the role of culture and the arts has indeed flourished 

in tandem with the economic rise and political resurgence of states and 

societies. As these countries increasingly become active players on the global 

stage, culture takes the form of “soft power.” Culture, therefore, serves both 

as an approach to foreign policy and as a strategy in nation-branding.

The lasting impact of cultural diplomacy is aided in great part by 

innovations in technology, social media, and other platforms which 

now allow countries to reach a wider and more diverse audience. 

In the Philippine context, the role of culture is considered an important pillar 

of Philippine diplomacy. Culture is a cross-cutting, intrinsic component in 

promoting the country’s national security, economic diplomacy, and the rights 

and welfare of the overseas migrant Filipino community. It is likewise highlighted 

in the Philippine Development Plan (PDP) 2011-2016 under Social Development. 

Time and again, in the last seventy years, the rich cultural capital of the 

Philippines has been expressed through the visual arts, music, dance, literature, 

film, design, cuisine, and other narratives. With our country’s diaspora of 

at least ten million Filipinos serving as “cultural diplomats,” the Philippine 

Department of Foreign Affairs recognizes the impact of culture in modern 

diplomacy. It is undoubtedly an effective tool in advancing the national 

interest as well as our fundamental values and principled advocacies, and in 

achieving the development agenda of our country in the international arena. 
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In 2011, the Department established the Cultural Diplomacy Unit 

(CDU) to provide an enabling institutional mechanism to implement 

cultural programs and projects which cover the rich, diverse, and 

multifaceted aspects of Philippine arts and culture in our country 

and abroad. The CDU continues to fulfill this important mission by 

presenting various artistic and cultural narratives of the Philippines.

The Department has also partnered with the National Commission 

on Culture and the Arts (NCCA) and the Office of Senator Loren 

Legarda, in support of the Philippine participation in the 56th 

International Art Exhibition of the Venice Biennale—a milestone in 

our country’s cultural history, after a fifty-one-year hiatus. 

As art lovers and culture watchers the world over converge in Venice 

this year, and with nearly a hundred other countries expected to take 

part in the Biennale, the participation of the Philippines provides 

an invaluable opportunity to foster greater mutual understanding 

and more active people-to-people exchanges through culture. 

At the 56th edition of the Venice Biennale, the Department and the 

NCCA look forward to sharing with the international audience the 

emergence of the Philippines as an important and rich cultural force. 

Mabuhay!
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The Road Back to the Venice Biennale
Loren Legarda

Senator, Republic of the Philippines

 

“Why is there no Philippine Pavilion in Venice?” That was the question 

I asked myself when I personally visited the exhibit in 2013. I had noted 

then that even small countries such as the Maldives and Tuvalu had their 

respective exhibits, so it seemed odd that the Philippines, a nation rich 

in culture and in people with remarkable artistic talent and skills, was 

not part of the oldest, most prestigious art biennale in the world.

Armed with a lot of questions and determined to know more, I learned 

that the country did participate in 1964. Jose Joya, painter and 

multimedia artist, and Napoleon Abueva, sculptor, both of them now 

National Artists, showcased the Filipinos’ artistic talent in the 32nd 

International Art Exhibition of the Venice Biennale. That was the first but 

unfortunately the last time as well that the country joined the Biennale.

Even as our artists have been participating in biennales abroad, sadly the 

Philippines as a country has not. I thought it was time for a comeback. I 

floated the idea during the budget hearings of the Department of Foreign 

Affairs (DFA) and of the national cultural agencies, and there was a resounding 

affirmation: let us bring the Philippines back to the Venice Biennale!

There was no time to waste. Secretary of Foreign Affairs Albert del Rosario and 

National Commission for Culture and the Arts (NCCA) Chairman Felipe de Leon, 

Jr. submitted a joint letter of intent to Paolo Baratta, President of La Biennale 

di Venezia. Baratta, in a letter dated January 17, 2014, then extended a formal 

invitation to the Philippines to participate in the Venice Art Biennale 2015.

But it was only the beginning. To facilitate coordination among 

government agencies and carry out preparations for the Philippine 

participation, a coordinating committee comprised primarily of the 

NCCA, the DFA, and my office was created. The NCCA was also appointed 

Commissioner tasked to supervise the country’s participation.

The next step, and the most important one, was choosing the country’s 

representative. After exploring options that did not meet certain expectations, 

a process was finally put in place. To ensure that the selection process 

would be “open, transparent, inclusive and democratic,” an advisory for 

an open call for curatorial proposals was released on July 25, 2014. To 

provide artists and curators more opportunity to participate, the deadline of 
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submission was extended from August 28 to September 3, 2014. Proposals 

were received until midnight of September 3 and interestingly, there was 

an overwhelming number of submissions on deadline day itself. In the end, 

the committee received a total of sixteen curatorial proposals. This was a 

sign of the lively interest in the Biennale as well as in curatorial practice in 

the country. And the decision to make an open call provided an opportunity 

or platform for this curatorial interest to find a productive space and a 

community of curators to nurture it. This investment in process should 

lay a solid groundwork for future endeavors in the Biennale front.

Part of ensuring that the selection process would be democratic and inclusive, 

highly respected and credible people in the international contemporary art 

world were invited to form the panel of jurors.  In the end, after a tedious 

process of inviting and selecting, the Philippines had the privilege of having 

as jurors respected personalities in the art field. Mami Kataoka, Chief Curator, 

Mori Art Museum in Tokyo; Paul Pfeiffer, New York-based multimedia artist; 

and Renaud Proch, Executive Director of Independent Curators International, 

together with Cid Reyes, respected Filipino art critic, artist, and writer; 

NCCA Chairman de Leon; and myself as principal advocate of the Philippine 

participation in the Venice Art Biennale, eventually formed part of the panel.

For two days, September 4 and 5, the panel deliberated on the proposals. 

Impressed with the submissions, the panel found the selection process to be 

grueling yet fulfilling. The best minds in the contemporary art world, equal 

in their passion, weighed each proposal and debated its merits. Ultimately, 

in the late afternoon of the second day of discussions, a proposal that 

exhibited intellectual rigor, depth, and immense creativity was selected.

 

On September 7, the representative for the Philippine participation 

at the 56th Venice Art Biennale was officially announced: Patrick 

Flores’ curatorial proposal, Tie A String Around The World.

 

Together with intermedia artist Jose Tence Ruiz and filmmaker Manny 

Montelibano, Flores, Professor at the Department of Art Studies of the 

University of the Philippines and Curator of the Vargas Museum, will show 

the world how remarkable the Filipino is. And this Filipino subjectivity is 

complex and always transforming, open to the dynamic interpretations of the 

kind of contemporary art that a biennale like Venice would like to harness.

I learned that sometimes, you just need to ask the right questions. After 

fifty-one long years, the Philippines is back in the Venice Art Biennale.



B
iennale A

rte 2
0

1
5

Philippine Pavilion

TI
E 

A
 S

TR
IN

G
 A

R
O

U
N

D
 T

H
E 

W
O

R
LD

 

B
iennale A

rte 2
0

1
5

Philippine Pavilion

TI
E 

A
 S

TR
IN

G
 A

R
O

U
N

D
 T

H
E 

W
O

R
LD

 

ALL OVER
Patrick D. Flores

Curator, The Philippine Pavilion

What happens to him, according to the story?

As soon as he throws himself towards this space, 

he has not even chewed a quid when

he sees in the middle of the sea a rock rising 

halfway up in the middle space.

And he lands on it like a bird.

And he says, “It is here that my place will be.”

When he scans the horizon, the landscape is 

open and looks like the circle of a 

bracelet, the story says.1

The anthropologist Nicole Revel cites a passage from the Palawan epic 

Mämiminbin that summons a “maritime landscape … after a narration of the 

hero’s ordeal through the Hell of Amaranthus. It describes Mämiminbin’s voyage 

to another world and his arrival at the abode of the Lady of Fishes, a rock in 

the middle of the sea.”2 Revel locates the wondrous world of this voice and 

this utterance: “In the southern highlands of Palawan, ‘la isla de la Paragua,’ 

lives a society of blowgun hunters and swidden agriculturists. Surrounded 

by lush vegetation of thousands of species and a peculiar fauna—both fauna 

and flora are akin to those in Borneo and Luzon—the people live in an intense 

relationship with nature. They call themselves ‘Palawan,’ which is also the 

island’s name.”3 It is uncanny that when the hero scopes the skyline, he sees 

an open landscape, much like the sphere of an ornament linked to the limb.

In another time in the Philippines, the film on the incomparable conqueror 

Genghis Khan would unreel. It ends with the Emperor, perched on a 

rock, casting his magisterial gaze over his dominion and promising his 

servile woman to “tie a string around the world” and lay it at her feet, 

a profession of love and a romantic apprehension of conquest.

In 2013, the Chinese President addressed the Indonesian Parliament in Jakarta 

and unveiled a vision of the Maritime Silk Road of the 21st century. According to 

Xi Jinping: “The sea is big because it admits all rivers. … Southeast Asia has since 

ancient times been an important hub along the ancient Maritime Silk Road.”4 

1 Nicole Revel. “The Palawan 
Epics: Festschrift in honor 
of William Henry Scott
2001.” Philippine Epics and 
Ballads Archive. Ateneo de Manila 
University, p. 3. 8 February 
2015 <http://epics.ateneo.edu/
epics/archives/15/articles/8%20
The%20Palawan%20Epics.pdf> 

2 Ibid., p. 3.

3 Ibid., p. 2.

4 “Speech by Chinese President 
Xi Jinping to Indonesian 
Parliament.” 3 October 2013. 
Asean China Center. 8 February 
2015 < http://www.asean-
china-center.org/ english/2013-
10/03/c_133062675.htm>

OPPOSITE PAGE: 
Genghis Khan, 1950.
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The present articulation of this map of relations, this fabled silk road, 

significantly relies on Southeast Asia as an intersection of the geographic, 

and on the Association of Southeast Asian Nations (ASEAN) as the node of 

the geopolitical. The Chinese Institute of International Studies of the Chinese 

Ministry of Foreign Affairs points to the resolution of the Third Plenum 

to stress that China “needs to enhance opening-up in coastal regions and 

boost the connectivity construction with neighboring countries and regions 

to spur all-round opening-up.”5 Resting on this premise, China through the 

Maritime Silk Road of the 21st century “will further unite and expand common 

interests between China and other countries situated along the route. … The 

Maritime Silk Road will extend southward from China’s ports, through the 

South China Sea, the Straits of Malacca, Lombok and Sunda and then along 

the north Indian Ocean to the Persian Gulf, Red Sea and Gulf of Aden.”6

The relationship between the sea and Southeast Asia is of the essence. A scholar 

remarks: “Seawater, water from heaven, and water-as-a-metaphor all have in 

common that they can be ‘good’ or ‘bad’. The sea is both a barrier and a link, 

it brings trade and pirates.”7 And this sea, because it is extensive, is necessarily 

extenuate and common to all. As a ruler of an east Indonesian entrepot asserts: 

“God has made the earth and the sea, and has divided the earth among men and 

made the sea common to all.”8 It is in this light that a historian prompts us to 

view Southeast Asia in terms of “western and eastern maritime arenas”9 instead 

of as nation-states and their borders, tropes which are legacies of colonial 

empires. In this other reckoning of region, “the Bay of Bengal is the first, linking 

Sri Lanka, the Coromandel Coast and Bengal to Burma, Thailand and the Malay 

Peninsula. The second is the South China Sea, connecting the east coast of 

the Malay Peninsula to Vietnam, southern China, Taiwan, the Philippines and 

Borneo’s northern shores.”10 In the popular imagination, this contemplation of 

the Silk Road, as it implicates Southeast Asia, evokes the world in general. This 

is the ample world through which the Silk Road runs. It touches both the centers 

and the fringes of this formation, spanning the expanse from Venice to Manila. 

The Philippine Pavilion is interested in the history of the formation of 

this world and the state under which it is forming at the present time. 

Such a process of forming rests on a world of water, how it is fathomed, 

intuited, claimed, lived, surveiled, and coveted. It is also contingent on 

people like the Palawan hero, the Filipino filmmaker, and the Chinese 

President who dare foresee how it is to broaden boundary and to navigate 

distance. The Pavilion explores such a complex ecology through an 

equally complex ecology of art—and the first impulse is the cinema.

5 Cigui Liu. “Building the 21st 
Century Maritime Silk Road.” 
7 October 2014. Rightways. 
China Institute of International 
Studies. 8 February 2015 
<https://rightways.wordpress.
com/tag/south-china-sea/>

6 Ibid. 

7 Peter Boomgaard, ed. “In 
a state of flux: Water as a 
deadly and life-giving force in 
Southeast Asia.” A World of 
Water: Rain, Rivers, and Seas 
in Southeast Asian Histories. 
Leiden: KITLV Press, 2007, p.2. 
 
8 Cited in Heather Sutherland. 
“Geography as destiny? The 
role of water in Southeast Asian 
history.” See Boomgaard, p. 27.

9 Ibid., p.30. 

10 Ibid. 



The exhibition moves around Manuel Conde’s Genghis Khan, a germinal 

Philippine film made in 1950 in Manila and Angono; re-edited and given a 

narration by the American writer-critic James Agee; and presented at the 

Museum of Modern Art and the Venice Film Festival in 1952, where it competed 

with the films of Chaplin, Clement, Fellini, Ford, Hawks, Wyler, Bergman, 

and Mizoguchi. It was co-written and designed by Carlos Francisco. The 

Philippine government has conferred on Conde and Francisco the Order of 

National Artists, the highest honor in culture. The film was made on a paltry 

budget of P125,000 and used twenty-five cans of raw stock worth P30,000. 

After gracing Venice, it went to Salzburg, Rome, and Edinburgh. It was 

presented at Centre Pompidou in 1981. United Artists bought it for American 

distribution and was dubbed in sixteen languages including Chinese, French, 

Italian, Spanish, Thai, German, and Japanese.11 An instrumental figure in this 

circulation was Jacques Grinieff who founded Société Générale des Films to 

finance grandiose films like Abel Gance’s groundbreaking masterpiece Napoleon 

(1927) and Carl Theodor Dreyer’s La Passion de Jeanne d’Arc (1928).

As the Philippine representation returns to Venice in 2015, after fifty-one 

years of absence, so is the film revisited as a trajectory into the very idea 

of Venice as the place that recognized the country some sixty years ago 

through the moving image. This travel, specifically the distance and time 

crossed, indexes an aspiration; at the same time, it offers an opportunity to 

reflect on the condition of the world today and the potential of a Philippine 

Pavilion in Venice to initiate a conversation on the changing configurations 

of this world—on the volatile meanings of country, border, territory, nation, 

patrimony, freedom, nature, limit, community—via the Philippines. 

The film tells the story of the young Genghis Khan, his passage into the 

life of a warrior and vanquisher. This is a tale of a sui generis “master of all 

men” and “king of kings” and the formation of empires that have strung 

the islands of the world. Genghis Khan’s empire stretched “from the Pacific 

to the Black Sea,” the largest contiguous realm ever. It was supposedly a 

disruptive intervention, remarkable in its rupture of existing cultures and 

the radical transformation of others. How the popular media in our time 

would imagine a retake on the legacy of Genghis Khan in the history of 

culture is quite instructive. Concatenate it with his grandson Kublai Khan 

who conscripted Marco Polo in his enterprise and the worldscape widens. 

In 2003, the exhibition, The Legacy of Genghis Khan, opened in Los Angeles 

and it was covered in the media in light of the invasion of Iraq led by the 

United States, with the Mongol invasions in the 13th century “viewed as an 

11 See Nicanor Tiongson.  
The Cinema of Manuel Conde. 
Manila: UST Publishing, 2008. 

Genghis Khan, 1950.
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often disquieting parallel to contemporary events in the Middle East.”12 Linda 

Komaroff, however, tries to complicate this polemic: “Though by no means 

pervasive, this mindset generally did not allow for the possibility that the 

Mongol conquerors’ promotion of pan-Asian trade, methods of governance, 

avid taste for luxury goods, and practice of relocating skilled personnel 

might have resulted in an unprecedented cross-fertilization of cultural ideas 

throughout Eurasia. Nor was it considered that the so-called ‘Pax Mongolica’ 

might have had the effect of energizing Iranian art and infusing it with new 

meanings and forms that were subsequently spread throughout the Islamic 

world. Nevertheless, this reaction was a good reminder of the very deep 

imprint that the Mongol invasions left on the lands they conquered and in 

the collective memories of their inhabitants and their descendants.”13 As a 

poster of the film Genghis Khan blared: “Never has the screen revealed such 

blood-stained blazing adventure! With sword, torch and torture his cruel 

armies swept across the world! See the savage fury of the bestial Mongol 

warriors! See women made slaves, ruled and ravaged by the whip!”

The film is the pivot of the Pavilion, the node at which two contemporary 

projects are coordinated to finally prospect the condition of the world and the 

modes of its conquest as referenced by the epic life of Genghis Khan through 

the Philippine film. That this conquest of the world was depicted cinematically 

in 1950 in the Philippines was precocious and exemplary. Such condition of 

the world, however, needs elaboration in the present. The Pavilion risks an 

interpretation of an archipelagic world in relation to the cinema and the sea. 

Here, the “Philippine,” at once an archipelago and a figurine of the Spanish 

King Philip, becomes a theoretical mode and method and not just another locus 

of artistic production outside the supposed centers of contemporary art. 

This methodology converses with the brief of Okwui Enwezor on the “state 

of things” and the overdetermination of capital, faceting it at the angle of 

the sea. Enwezor writes: “One hundred years after the first shots of the First 

World War were fired in 1914, and seventy-five years after the beginning of 

the Second World War in 1939, the global landscape again lies shattered and 

in disarray, scarred by violent turmoil, panicked by specters of economic crisis 

and viral pandemonium, secessionist politics and a humanitarian catastrophe 

on the high seas, deserts, and borderlands, as immigrants, refugees, and 

desperate peoples seek refuge in seemingly calmer and prosperous lands. 

Everywhere one turns new crisis, uncertainty, and deepening insecurity across 

all regions of the world seem to leap into view.”14 Of capital, he argues: “Capital 

is the great drama of our age. Today nothing looms larger in every sphere of 

experience, from the predations of the political economy to the rapacity of 

13 Ibid., p.2. 

14 Okwui Enwezor. “All the 
World’s Futures.” Statement 
for the 56th International 
Art Exhibition. La Biennale 
di Venezia 2015.
 

12 Linda Komaroff, ed. 
“Introduction.” Beyond the 
Legacy of Genghis Khan. Leiden 
and Boston: Brill, 2006, p. 1. 

Genghis Khan, 1950.

OPPOSITE PAGE: Promotional 
poster for Genghis Khan, 1950.
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the financial industry. The exploitation of nature through its commodification 

as natural resources, the growing structure of inequality, and the weakening 

of broader social contract have recently compelled a demand for change.”15 

The sea used to be the overdetermination of the state of things, attested 

to by the oft-quoted dictum of Walter Raleigh: “Whosoever commands 

the sea, commands the trade; whosoever commands the trade of the world 

commands the riches of the world and consequently the world itself.”16 But 

this time has supposedly passed. The scholar Christopher Connery asserts: 

“There is no more sea power. What kind of awe can a fleet or an aircraft 

carrier inspire in the nuclear age, whose blasts have given a new character 

to military majesty and sublimity and whose marine vehicles are hidden 

beneath the waves? Nor do the ocean-girding voyages of global commerce 

offer a sense of majesty, the neat stacks of containers rising high above 

the decks being mere floating versions of the endless stacks at the prosaic, 

crane-filled ports of Busan, Long Beach, Elizabeth, or Singapore. The sea is 

full of transport, labor, and industry, but spectacle has moved elsewhere: 

what remains of the nautical in the visual media is the nostalgic sublimity 

of sinking ships or historical reenactments of blue-water glory.”17 

A pivotal element in this mythogenesis of the seas as hegemon is Venice itself: 

“Venice was the origin of the ideological and spectacular deployment of 

maritime identification. The winged lion of Saint Mark, with paws spanning 

land and sea, as in the Carpaccio painting that hangs in the doge’s palace, 

emblematizes the claim for elemental dominion. Spain, Portugal, Holland, 

and England were all projectors of naval majesty and power, but the extent 

to which even their power depended on something like ‘command of the sea’ 

is not wholly clear. Spain and Portugal were the first to conceive of world 

power as bound by maritime space—the ‘Spanish Lake’ of the Pacific, or 

the ocean -delivered global dominion celebrated in the Lusiades.”18 Connery 

continues: “Venetian spectacularity extended to its naval power and to 

the production of that power. In the fifteenth and sixteenth centuries, 

the Arsenale—where ships, galleys, and armaments for the Venetian navy 

were manufactured, now used by the Italian navy and also site for the 

art exhibitions of the Venice Biennale—was by many estimates the largest 

industrial facility in the Mediterranean and Europe. The rapid assembly 

of galleys was an attraction for visitors, including Galileo and Henry III of 

France, for whose viewing a galley was outfitted in less than one hour.”19 

The Philippine Pavilion in Venice in 2015 conjures this spectacularity again 

through a reflection on China as the overdetermination of current capital as well 

15 Ibid.

17 Ibid., p. 685. 

19 Ibid., p. 689. 

18 Ibid., p. 686. 

16 Cited in Christopher 
Connery. “Sea Power.” PMLA 
125. 3 (May 2010): 686. 
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as its commitments to arrogate the sea unto itself. That China is ascendant in 

the present can be explained in terms of the shifting landscape of international 

labor, the decline of the United States as superpower, and the erosion of 

“antisystemic” movements in the form of “working-class-based, state-power-

oriented mass politics.”20 It is from this woodwork that China rears its presence.

The Philippines in Venice in 1964

In 1964, the Philippines, under the auspices of the Art Association of the 

Philippines (AAP), was represented at the 32nd Venice Biennale. The pursuit to 

be in Venice began in 1961 when Purita Kalaw Ledesma wrote the Biennale. As 

early as 1962, the country already received an invitation but was unprepared to 

participate. It was only in 1964, with Jose Joya at the helm of the AAP, that the 

quest crystallized. It is curious to note that the organizer of the participation 

chose its officers to represent the country; Napoleon Abueva was AAP treasurer. 

In 1964, the Department of Foreign Affairs gave its imprimatur to the project 

and the selection was facilitated by the AAP, the Cultural Section of Foreign 

Affairs, and the Philippine section of the Association International des 

Critiques D’Art. The representation was not funded by the government. This 

prompted the Commissioner General of the participation, the poet and critic 

Emmanuel Torres, to lament the “apathy of the powers-that-be”21 in Manila 

and to feel as if he and the painter Jose Joya and the sculptor Napoleon 

Abueva “had just been pushed overboard … bag and baggage into the Grand 

Canal.”22 The room for Philippine art, Sala LXI, was a modest one, all of 17 

x 28 feet, but “was one of the best-lighted.”23 It was in the huge Central 

Pavilion along with the art from Argentina, Bulgaria, Peru, Syria, and South 

Africa. According to Torres, “five hardwood (molave) pieces by Abueva (of 

which three are reliefs) and nine oils by Joya comprised the first Philippine 

participation.”24 Well-known works like Joya’s Granadean Arabesque and 

Hills of Nikko and Abueva’s Allegorical Harpoon were in Venice. Abueva, in 

a letter to Mario Marcazzan, President of the Biennale, expressed the desire 

to make a nine-foot high sculpture to be titled Lone Figure to strengthen 

his participation, saying that the AAP failed to ship two of his works. 

Torres was somewhat bemused by the triumph of the American artist 

Robert Rauschenberg, recipient of the Grand Prize, he who did “combine 

paintings which make use of such unexalted materials as rusty slop pail, 

crumpled newspaper, grubby stuffed fowl, and dripping tar.”25 This 

being said, he deemed Venice the gauge of a continuing modernity 

that has become aggravatingly global. The artist brave enough to grace 

20 See China and the 
Transformation of Global 
Capitalism, edited by Ho-fung 
Hung. Baltimore: John Hopkins 
University Press, 2009. 

21 Emmanuel Torres. “‘Because it 
is there’…The Philippines at the 
32nd Venice Biennale.” Philippine 
Studies 13. 2 (1965): 331. 

22 Ibid.

23 Ibid., p. 334. 

24 Ibid.

25 Ibid., p. 335. 
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the occasion “learns what it takes … to be a serious artist with one eye 

turned inward to his Muse and the other cocked to the niches of the 

official pantheon. … Venice provides ‘the moment of truth.’”26 

And 1964 was apparently not yet the moment for the Philippines: “What some 

Manila art-gallery habitués find avant garde in Joya and Abueva is not so in 

Venice.”27 What was current in Venice at that time was American Pop Art and, 

in Torres’ words, “the new gothic horrors of Italian surrealism.”28 In spite of the 

belatedness of the Philippine gesture, he considered the International Abstract 

Style still the most appropriate artistic language to represent the Philippines, 

resisting the calls of some quarters in the local art scene to opt for a “more 

26 Ibid., p. 339.

Cover of brochure of the 
Philippine Participation 
in Venice in 1964.

27 Ibid., p. 340. 

28 Ibid.
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distinctively Filipino”29 outlook and manner. He makes a spirited defense of 

this internationalist aesthetic, and it is worth quoting him at length. In light 

of what he had witnessed in Venice, he would take note of these lessons: 

(1) that modern art criticism could not care less if a painting were done 

in an abstract or figurative, or nationalist manner—the important thing 

is that it has quality; (2) that abstract art, by becoming an international 

language, did not lose the capacity to offer a still-wide range of 

refinements, extensions, and adaptations within which a painter like 

Joya could work out his own personal style to set him apart from, say, 

Afro, or Tworkow; (3) that, far from being an indiscriminating modernist 

copyist, Joya has added something vital out of his own personality 

and environment into the framework of the so-called International 

Abstract Style—in fact, his paintings did not look like anybody else’s 

in Venice…; and (4) that the entries which tried hard to assert national 

identity, especially those in the social realist manner, looked awfully 

misplaced at the Biennale, like the entries of Russia and Bulgaria, some 

of Syria, Greece and the United Arab Republic. National identity or 

image making carries no weight in an international art exposition.30 

In the essay for the Biennale catalogue, Torres is unapologetic about the 

moorings of Philippine contemporary art: that it is western but internationalist, 

and does not suffer from “cultural neurosis of any kind”31 because it is not 

aggrandized by “images as monumental as those of Angkor or Ajanta.”32 It is 

“perpetually open to new possibilities here and now … nothing to lose but … 

enthusiasm.”33 The ground for this internationalism would partly be paved by 

the Philippine-born Fernando Zobel who was part of the Spanish Pavilion in 

1962, along with artists like Rafael Canogar, Vicente Vela, and Pablo Serrano. 

Still with regard to this internationalist penchant, Torres is of the mind that Joya’s 

articulation of abstraction revealed an equivalent aesthetic comparable with 

the other expressions of the same style; in fact it “surpassed many works in the 

abstract-expressionist/impressionist idiom in which he paints.”34 The same could 

not be said, however, of Abueva’s works that, with the exception of Allegorical 

Harpoon, lacked power and scale and that the “elegance of their clean, simple 

lines, polished but static details and labored appearance is a slick one.”35 

The return to Venice by way of the cinema is in a way a restaging of the 

American turn in contemporary art. And Torres’ misgivings about the 

participation in Venice call out the prominent role that American art had played 

in the alterations in the global art scene in the sixties. The internationalism 

29 Ibid., p. 341. 

30 Ibid., pp. 341-342. 

31 Emmanuel Torres. “Joya 
and Abueva: A New Thrust 
in Philippine Art.” First 
Philippine Participation XXXII 
International Exposition of 
Arts in Venice. Manila: Esso 
Standard Eastern, Inc, 1964. 

32 Ibid. 

33 Ibid. 

34 See Torres, Philippine 
Studies, p. 342. 

35 Ibid., p. 343. 
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of Joya and Abueva was decisively shaped by American abstraction partly 

through their studies at the Cranbrook Academy in Michigan, which was 

a leading institution in American modernism by way of art and design in 

that era. The art historian Hiroko Ikegami has written on the “global rise of 

American art” through the artistic practice of Robert Rauschenberg and in 

the context of cities such as Paris, Venice, Stockholm, and Tokyo that for her 

“created an important transnational avant-garde art community.”36 Ikegami 

posits that these four cities in which Rauschenberg had remarkable presence 

in the sixties “engaged with the same essential question: how to take part 

in the international art scene as an active and unique force vis-à-vis the 

most powerful agent, American art.”37 To these four cities we can add Manila 

by way of “Venice” that screened Genghis Khan in the film festival, some 

kind of a transcendence by a local film industry of the American tutelage 

in film through the first film on Genghis Khan in the world, doubly coded in 

Tagalog and in the annotation of James Agee, the writer of African Queen. 

Venice was also the platform of Philippine internationalism through Joya and 

Abueva, the kind that aspired to parity with the American origin; and, in the 

estimation of the commissioner of the participation, exceeded its expectations, 

a somewhat anachronistic achievement in light of the Rauschenberg effect. 

Coordinates

At a tangent to Genghis Khan, the work of Jose Tence Ruiz references the BRP 

Sierra Madre. The New York Times describes it as the vessel that “the Philippine 

government ran aground on the reef in 1999 and has since maintained as a 

kind of post-apocalyptic military garrison, the small detachment of Filipino 

troops stationed there struggling to survive extreme mental and physical 

desolation. Of all places, the scorched shell of the Sierra Madre has become 

an unlikely battleground in a geopolitical struggle that will shape the future 

of the South China Sea and, to some extent, the rest of the world.”38 

Tence Ruiz evokes the spectral ship as an ambivalent silhouette through his 

assemblage of metal, velvet, and other media that morph from intricate form 

to intricate form. The trace that is also a monument thus settles into a reef-

outpost-detritus community floating on a contested vastness, at once forlorn 

and prevailing. The project is envisioned to refer to the Sierra Madre; but it is 

also meant to disperse an allegory, so that it could open up the experience to 

various intuitions of the world; it could, therefore, assume the shape of another 

vessel. In fact, he refers to it as a shoal, a highly nuanced word that could 

mean multitude, a shallow area of water, an offshore sandbar that alights and 

36 Hiroko Ikegami. The Great 
Migrator: Robert Rauschenberg 
and the Global Rise of American 
Art. MA: MIT Press, 2010, p.10. 

37 Ibid., p.15. 

38 Jeff Himmelman. “A Game 
of Shark and Minnow.” 27 
October 2013. The New York 
Times Magazine. The New 
York Times. 8 February 2015 
<http://www.nytimes.com/ 
newsgraphics/2013/10/27/
south-china-sea/> 



vanishes in the tides of the sea, or a hidden danger that needs to be dexterously 

navigated. It is almost byzantine in the way it evinces the Philippine Baroque 

and responds to the medievalist sensibility of the film Genghis Khan. 

Salient, too, in these nimble mutations is the name “Sierra Madre” that refers 

to the longest mountain range in the Philippines bounded by the Pacific Ocean 

to the east. The ship is a vestige of American expansionist policy in the Pacific 

beginning in the first half of the 20th century. According to a report: “The Sierra 

Madre at one time was the U.S.S. Harnett County, built as a tank-landing ship 

for World War II and then repurposed as a floating helicopter and speedboat hub 

in the rivers of Vietnam. In 1970 the U.S. gave the ship to the South Vietnamese, 

and in 1976 it was passed on to the Philippines. But nobody had ever taken the 

time to strip all of the communications gear or even old U.S. logbooks and a 

fleet guide from 1970.”39 Today it is beached on a shoal called Ayungin in the 

West Philippine Sea. Ayungin is the name of a fish; it is known as silver perch 

and is endemic in the Philippines, one of the tastiest; but it is in near extinction. 

With sharp bones, it is tricky to eat and is usually stewed in vinegar or tamarind. 

Finally, Sierra Madre as a mountain has become a trope of a homeland to 

which migrants return, stirring melancholy among those who try to seek 

sanctuary in its fields and streams. The song of the folk singer Coritha implies 

this wistfulness even as the similarly-titled films of the action star Fernando 

Poe, Jr. in 1963 and 1981 picture the mountain range as a terrain of violence, 

inequity, and retribution. In fact, its forest is a refuge of rebels, home of the 

Agta, who are hunters and gatherers; and in many ways, a frontier of heathens, 

a world of the wild, a zone of insurgency. The Sierra Madre stands its ground.

Tence Ruiz zeroes in on the abject image of the Sierra Madre as a craft of 

diminished valence but one that persists, floats “on and on in a shoreless 

sea.”40 The artist fleshes out this trope and renders it as a vessel invested 

with a very fundamental historical materiality. But as a vessel, it cannot be 

reduced to this ethnographic realism; it broadens as a materialization not so 

much of resilience as of transformation. He coins the phrase “slum fortress” 

to refer to his installation, evocative of an improvised defense, a teeming 

citadel that is also flotsam: the “pile of debris … goes skyward,” in the words 

of Walter Benjamin. It recalls other vessels in Philippine history, at once 

ancient, colonial, and global: the early watercraft balanghay that scattered 

the Austronesians and the Manila Galleon of the 17th and 19th centuries that 

circulated goods all over the world—to say nothing of the country’s world-

class mariners. In the hectic lattice of spires and turrets, transmitters and 

towers, the composite ship, this armature of vivid textile—seemingly encrusted 

39 Ibid. 

40 Bienvenido Santos. “The Day 
the Dancers Came.” Philippine 
Pen Anthology of Short Stories. 
Manila: Philippine Chapter 
International Pen, 1962, p.199. 

Shoal in progress.
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Details of Shoal.
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with the lichen and carpeted by the moss of an oceanic odyssey—looms as 

a Cold War gothic, laden with the impedimenta of travel, bursting at the 

seams with mesmerizing possessions, massive but inevitably awash.

In 2013, days after an overwhelming typhoon, with no precedence in terms of 

strength on landfall, ravaged the central part of the country, the Philippine 

novelist Ninotchka Rosca took exception to how the media would mystify 

the Philippine spirit as resilient in the face of exceptional adversity, of 

unimaginable, indescribable wind and water. The tropical archipelago has been 

shaped by a robust ecology as well as by relentless catastrophe; according 

to research on the epidemiology of disasters since 1900, the Philippines 

has experienced the most number of incidences requiring global relief in 

the planet. Rosca thinks of survival in these parts, or better to say, of the 

Philippine prevailing as metamorphic, and not as resilience: “We break, when 

the world is just too much, and in the process of breaking, are transformed 

into something difficult to understand. Or we take full measure of misfortune, 

wrestle with it and emerge transformed into something equally terrifying. … 

This is in sync with our indigenous worldview … an understanding of reality, 

including ourselves, as metamorphic (or, capable of transformation).”41 

It is this metamorphic, or better still, this tropic nature of the Philippine 

that Tence Ruiz endeavors to glean. He does this by refunctioning the 

ship as an obsessive weave of deep maroon velvet, conjuring the sacred 

vestment of the Catholic religion that has held sway in the political 

theology of the country, or more particularly the potent habiliment of 

the Black Nazarene in Manila that convenes a multitude and twenty-

hour processions. From the ship and the weave emerge ornaments and 

protrusions, appendages and elaborations of the masteries as well as 

the mixtures of the foreign within and through the Philippine. 

Of all the inspirations in his practice, what may be most pertinent to cite in 

this particular project is Salvatore Scarpitta, an American modern artist of 

Italian heritage. Tence Ruiz has been drawn to his bandaged paintings as 

tropes of trauma and faith. As one critic would put it: “They are powerful 

pieces, abstract in their basic form, tightly woven skeins of thick material, 

sometimes canvas, sometimes fabric, coated in resin and sometimes given 

texture and color by the admixture of sand, tea or iodine. But the use of 

these particular materials grounds the work in unavoidable allusions: The 

tightness of the fabric, the layers, the widening slits that open like torn 

flesh, all of this suggests something bound up with trauma, death, perhaps 

even mummification (as one early critic noted). Even more poignant is 

41 Ninotchka Rosca. 
“Commentary: Calling Filipinos 
Resilient is an Insult.” 18 
November 2013. Yahoo Southeast 
Asian Newsroom. Yahoo News 
PH. 20 February 2015  <https://
ph.news.yahoo.com/commentary-
-calling-filipinos-resilient-is-
an-insult-011053161.html>
 



2
9

PATRIC
K D

. FLO
RES

the way some of these strips of cloth pass through holes in other pieces, 

creating a tension that widens the slit-shaped wounds, as if the painting is 

wounding itself.”42 The work Shoal may be seen as bleeding beautifully.

 

For his part, Manny Montelibano presents a multi-channel video piece on the 

condition of the waters around the Philippines, specifically the West Philippine 

Sea that includes the Kalayaan Island Group, Bajo de Masinloc (or the Panatag 

or Scarborough Shoal), and the Exclusive Economic Zone and Continental 

Shelf. He finds an acute angle from Bataraza, the southernmost municipality of 

Palawan, between the Sulu Sea and the West Philippine Sea, or the South China 

Sea. It is from Bataraza that Filipinos journey to the contested territories of the 

Kalayaan Island Group and Sabah. Its southern-ness makes it prone to contact 

and also to dispute. Montelibano discerns this condition through image and 

sound. The film invites discussion of the history of world making and the history 

of the sea in the long duration, and in relation to cosmologies and the histories 

of empires, nation-states, and regions. For instance, he pursues the method 

involved in the film Genghis Khan in which the Tagalog of the screenplay is 

overlain with the English of James Agee, like some kind of double. The bilingual 

audience double-hears the dialogue, fishing out fragments of both languages. 

42 Philip Kennicott. “Take a Ride 
through Artist Salvatore Scarpitta’s 
works in Hirshhorn Exhibition.” 
26 July 2014. Sections: 
Museums. The Washington 
Post. 20 February 2015 <http://
www.washingtonpost.com/ 
entertainment/museums/take-
a-ride-through-artist-salvatore-
scarpittas-works-in-hirshhorn-
exhibition/2014/07/24/59749c9e-
0d27-11e4-8c9a-
923ecc0c7d23_story.html> 

Detail of Shoal.
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Montelibano creates a cognate track of epics and 

radio frequencies that capture the productive 

confusion of sonic scapes around the islands. 

Finally, Bataraza, as a kind of edge and aperture 

to a vast world that is challenged by nationalisms, 

is inflected with other images of flight, inevitably 

foregrounding the logics underlying the 

Philippine formation: the swarm of its nature, 

the violence of its successive colonialisms, and 

the intensity of its migrations across sagas and 

shipwrecks. At a certain level, he subtly stirs up 

another ripple in this discourse about the world 

by insinuating sound, a vibration that is a string 

in a wave in the sea. Taken together, sound and 

the vessel’s skin of velvet, which is a pile and a 

loop of silken thread, form the lustrous filament 

that binds the fragile rims of the earth. 

The sound is the epic, voiced by chanters from 

generation to generation. He has chosen the 

epic Kudaman of the Palawan people and their 

ethnoscape. According to Nicole Revel, the 

chanting of the epic intertwines the shaman, 

the myth, and the night: “The shaman sings the 

difficult experience of the voyage of his double, 

kuruduwa, by a specific chant, the lumbaga, 

whose melody is in all points assimilable to any 

epic melodic line. And it is precisely the ordeals 

that the soul of the shaman overcomes in the 

course of his voyage—the encounters with the Evil 

Doers, Länggam or Säqitan, the discussions, the 

bargaining engaged in with the Invisible Beings—

that constitute the shamanic chant. Moreover, to 

sing tultul is to be possessed by a Täw Tultultulän. 

These ‘Epic Heroes’ are a type of humanity who 

live in the median space and intercede between 

people on this earth and Ämpuq. They are a 

Benevolent Humanity protecting the ‘Real Men.’ 



ALL IMAGES THIS PAGE 
AND OPPOSITE: Stills from 
A Dashed State, Manny 
Montelibano, 2015, sound 
and video installation.
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The act of chanting thus doubles with the embodiment, in the very person 

of the bard, of these heroic and semi-divine Beings. One can interpret this 

relationship as an act of possession in which the bard becomes a medium.”43

The interlocution through chant of the Kudaman epic pursues the motif of 

voyages in “various worlds” in which “the story alternates a fixed center (the 

domestic space) and a quest in all the possible worlds (an extended space).”44 In 

such a protracted orality that “the extraordinary beauty of these chants resides 

in their subtly varied melodic motifs, the quality of the bard’s voice, timbre, 

and color, and the magnificent vocal technique that allows chanting for six to 

eight hours in a row.”45 A layer of his melody conjures “the flapping wings of 

the purple heron,” which the anthropologist “happened to hear rising from a 

sandbar and flying above the waves of the China Sea.”46 This is but part of the 

“Palawan soundscape”: the social thickness of “sound-matter, its ostinati, its 

pitches, its melodies, the rhythmic scansion of Time-and-Space, by day, by night, 

in dry season and rainy season. There is a throbbing which provides so many 

signals for the Highlander, a peculiar life which emanates from soundscape, is so 

enveloping that it inclines one not only to perception—for we cannot close our 

ears—but also to imitation by voice, speech, and music.”47 To name this island 

is to swim in the sound; “to name a bird is to imitate its cry or its song.”48 

On the other hand, one of the filmmakers that has intrigued Montelibano is 

Stanley Kubrick. Music has always been prominent in the oeuvre of Kubrick, 

having collaborated with the composer Gyorgy Ligeti for soundtracks that 

explore micropolyphony in which there are “essentially antithetical aspects: 

1) the outer, audible one, which results from 2) the internal one, inaudible 

because it is really no more than a rule, working secretly, ‘behind the scenes,’ 

as it were.”49 Such a modality leads to “the agglomeration of those lines into an 

object which may in turn establish relations with other, similarly formed objects, 

that voice leading—and, therefore, counterpoint—consists.”50 Montelibano, 

therefore, makes some kind of rustle, an acoustic spectrality that hovers, haunts, 

chases, stalks and yet also interferes with the cogency of chant, that “guttural 

44 Ibid., p. 124. 

45 Ibid., p. 121. 

46 Ibid., p. 123. 

47 Nicole Revel. “Palawan 
Soundscape.” Social Science 
Diliman 4.1-2 (January 
to December 2007):79.

48 Ibid., p. 81. 

43 Nicole Revel. “Kudaman: 
An Oral Epic in the Palawan 
Highlands.” Oral Tradition 
11.1 (1996): 110-111. 

49 Jonathan Bernard. “Voice 
Leading as a Spatial Function 
in the Music of Ligeti.” Music 
Analysis 13. 2-3, Twentieth 
Century Music Double Issue 
(July to October 1994): 227. 

50 Ibid., p. 250. 

Still from A Dashed State, 
Manny Montelibano, 2015, 
sound and video installation.
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Landing Ship Tank 57, known 
to the Philippines as the BRP 
Sierra Madre—listing slightly 
to the right, devoured by 
time and the elements,
but playing the irreplaceable role 
of the Philippines’ stronghold in
the Second Thomas 
(Ayungin) Shoal.

Ropes are cast across the 
water, used by soldiers 
to pull supply ships
close to the BRP Sierra Madre.
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enunciation of the voice” in the words of Okwui Enwezor.51 It is by turns a 

creeping and throbbing sound, one that encroaches on everyday life and in turn 

is disrupted by the travail of the epic voice that sings of genesis and survival.

Temujin 

In an interview with Manuel Conde, he intimates that he was drawn to 

the character of Temujin, the person who became the conqueror. He was 

struck by his valiant struggle to subdue the leaders of the other tribes who 

had gone to war over land and water; how he built a formidable army; 

and how he took on the mantle of the master of a sprawling empire. 

Of interest here for the Pavilion are the discrepancies between the modest 

expectations of Philippine cinema and the schema of Genghis Khan as a 

character of global magnitude, of the hills of Angono and the desert of Gobi. In 

fact, when the film was premiered in Hollywood, some observers were baffled. 

The rusted deck and bow 
of the BRP Sierra Madre 
speak nothing about
the ship’s bemedalled 
past, having fought for 
the United States in
World War II and the 
Vietnam War, and the South 
Vietnamese Navy after.
When it was commissioned 
to the Philippines in 
1976, it provided
transport to the tanks, 
helicopters, and troops 
fighting the Moro
insurgency in Mindanao, 
alternating as a hospital 
ship for wounded
soldiers.

On the horizon is another 
Chinese Coast Guard 
ship circling the BRP
Sierra Madre.

51 See Enwezor. “All the 
World’s Futures.”
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One of them quipped: “Even DeMille didn’t attempt to do a Genghis Khan.”52 

The reviews were mixed, portraying the film as a cross between being quaint 

and having a “curiously impressive power and intensity.” The critic of Time 

would say that the film offered “nothing much of historical significance,” but 

“filmed on large scale, it has both barbaric splendor and fighting frenzy.”53 It 

was the writer of High Noon Carl Foreman who first thought of the idea of 

Genghis Khan being sent to the Venice Film Festival. Foreman introduced Conde 

to James Agee who did a commentary on or summary of the Tagalog script. 

When the film was submitted to the festival in Venice, there was 

confusion in terms of the producer of the film, a sign that the honor 

of presenting in Venice was coveted. It was the American Institute that 

wrote the festival to allow the film to be included beyond its quota. 

It was later clarified that the film was a Philippine production. 

The reception to Genghis Khan in the United States was mixed; the film might 

have confounded commentators. In the files at the Museum of Modern Art in 

New York, some notes surface. Commonweal considered it a “semi-biographical, 

panoramic film made in the Philippines … an unusual movie.”54 It took note 

of the “somewhat too high brow and literary” English narration but praised 

its visuals, which “make the film so impressive.”55 Variety, on the other hand, 

covered its preview in New York on June 18, 1953 and called it the “Philippine 

film industry’s attempt to break into the American market.”56 According to its 

writer, the film is “occasionally interesting” though it belongs to an “also-ran 

class.” It is a “crude take off on a Hollywood costume drama” and its “camera 

work not up to U.S. standards.” Another publication pointed to “moments of 

glaring amateurish quality.”57 It seems that the film was difficult to place within 

the critical imagination, partly because it came from an eccentric site like the 

Philippines and that it was venturesome enough to take on the story of Genghis 

Khan whose domain “spread from Asia to the Danube.” The notes labeled BFI 

offer the most nuanced view of the film. It starts by saying that “the technique is 

variable, often crude, and compositions and cutting too deliberately ‘artistic.’”58 

There is productive confusion, a sign that the film holds out something 

aesthetically intractable. It continues to say that the “picture, however, is seldom 

less than interesting, and often most exciting, as, for example, in the wrestling 

sequence. Though the construction is weak and episodic, the action is all on a 

grand and heroic scale, so that there seems nothing farcical in Temujin’s splitting 

four armed warriors on one great arrow.”59 It does not scrimp on compliments 

for Manuel Conde and Lou Salvador as actors. It describes the battle scenes 

as “near balletic” and the English commentary “intelligent and well read.”

52 Cited in Nicanor 
Tiongson. The Cinema of 
Manuel Conde. Manila: UST 
Publishing, 2008, p. 70. 

53 Ibid., p. 74. 

54 Archival materials from 
the Department of Film, 
Museum of Modern Art, New 
York, microfiche 296. 

55 Ibid.

56 Ibid. 

57 Ibid. 

58 Ibid. 

59 Ibid. 

THIS PAGE AND NEXT: Carlos 
Francisco, Genghis Khan 
production drawings, 1950.
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The Philippine film historian Agustin V. Sotto believes that Genghis Khan is 

peerless: “Nothing before it prepares us for its surprises and nothing after 

it comes close to its achievements. It seems to be the only Filipino movie in 

the Russian style of filmmaking. In its first shot, cirrocumulus clouds roll like 

powder puffs across the landscape. … Soldiers are shot diagonally. Manuel 

Conde as Genghis Khan poses in front of the camera in a low angle similar 

to Sergei Eisenstein’s Ivan the Terrible.”60 Another critic maintains that the 

film “was slightly reminiscent of old-style, Russian hero-sagas, such as Storm 

Over Asia.”61 But Conde has denied this Eisenstein influence, causing Sotto to 

look to Carlos Francisco as the other eye behind the camera: “A few Russian 

movies played in Manila before the war—Alexander Nevsky, Song of the 

Volga Boatman—and Botong must have seen them. Perhaps feeling that the 

Mongolian terrain was similar to that of Russia, he adopted the characteristics 

of the Moscow studios.”62 Francisco, Sotto continues, “combines both rags and 

riches to evoke a Genghis Khan whose majestic bearings are tribal in origin. 

There is this air of impoverished grandeur that surrounds the production.”63 

60 Agustin V. Sotto. “Genghis 
Khan at the Cinematheque 
Francaise.” in The Urian 
Anthology 1970-1979, edited 
by Nicanor Tiongson. Manila: 
Manunuri ng Pelikulang 
Pilipino, 1983, p. 138. 

61 Ibid. 

62 Ibid. 

63 Ibid, p. 141. 
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World Making 

It is quite well known that the part of the sea and of the country that Manny 

Montelibano films is entangled in a war of positions centering on sovereignty 

and patrimony. The Philippine government has asserted its rights over this 

domain as well as its integrity as an “archipelagic state” and “seafaring 

nation”64 that needs to defend its vital interests in its copious coasts and marine 

biodiversity, which is the world’s most lavish. The problem principally lies in 

China’s hegemonic stance in the region, which has been described as a form 

of aggression. It is premised on the Nine Dash Line that lays the predicate of 

the Chinese argument, the legitimacy of which has been questioned and is 

now in the process of arbitration initiated by the Philippines with the view of 

ending conflicts in the sea. The presence of China in the area, its unilateral 

actions, the continued reclamation activities as well as the construction 

of structures, the sightings of its research vessels heighten this tension. 

A lawyer and expert from the Philippines comments: “Since 2008, China’s 

maritime law enforcement agencies have surely and steadily stepped up their 

‘rights protection campaign’ in order to discourage and dislodge Southeast 

Asian marine resource users from the area within the Nine Dashed Lines. They 

have demonstrated a willingness to forcefully (and perhaps recklessly) use their 

ships against other smaller vessels, exemplified by the ramming of Vietnamese 

ships attempting to prevent unauthorized Chinese petroleum exploration in 

disputed waters. They have repeatedly threatened safe navigation by deliberately 

‘crossing the bow,’ or placing their vessels directly in another’s path, not only 

of Southeast Asian ships but even those of the US Navy. Chinese ships have 

intimidated Indonesian coast guard vessels and shadowed passing US and Indian 

naval vessels, to stress their control and dominance in the South China Sea.”65 

A Justice in the Philippine Supreme Court considers this hostile stance 

a “theft of the global commons” with far-reaching implications for the 

planet and the anthropocene: “If China’s 9-dashed lines are allowed to 

stand, then there will be no global commons in the South China Sea. If 

there is no global commons in the South China Sea, then there will be no 

global commons in the rest of the oceans and seas of our planet. Great 

naval powers will appropriate for themselves whatever global commons 

they can grab. Coastal nations, large or small, will be forced to strengthen 

their naval forces to protect their own maritime zones. Naval might, not 

the law of the sea, will prevail in the oceans and seas of our planet.”66 

Amid this global conflict, the ship Sierra Madre refuses to vanish; in fact, 

in 2014, its military detachment was resupplied and soldiers on against 

64 See the White Paper on 
the West Philippine Sea. 

65 Jay Batongbacal. “The Shape 
of Things to Come in the West 
PHL Sea.” 10 April 2014. Opinion. 
GMA News Online. 20 February 
2015 < http://www.gmanetwork.
com/news/ story/356266/
opinion/the-shape-of-things-
to-come-in-the-west-phl-sea>

66 Cited in Rita Jimeno. “The 
Theft of Global Commons.” 8 
September 2014. Opinion: Out of 
the Box by Rita Jimeno. Manila 
Standard Today. 20 February 2015 
<http://manilastandardtoday.
com/ 2014/09/08/the-theft-
of-global-commons/>
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the fortifications of the Chinese: “It is of symbolic significance because its 

position directly challenges that of the Chinese fortification on Mischief 

Reef, and it is one of the last few reef atolls whose enclosed lagoons are 

potentially useful as natural harbors that can be used to strategically 

extend the range of Chinese ships. Like predators circling their dying prey, 

Chinese ships can be expected to watch patiently until the Philippines is 

forced to abandon the position.”67 The tenor of the Philippine government is 

understandably more circumspect, one that encourages “a lasting solution 

to the disputes” and “habits of dialogue” “to address maritime security 

challenges such as piracy, illegal fishing, and maritime terrorism.”68

The Philippine government haled China to an Arbitral Tribunal in 2013 

under the legal regime of the 1982 United Nations Convention on the Law 

of the Sea, which both countries had ratified. The Philippines challenges the 

Nine Dash Line claim of China to almost the entire South China Sea, all of its 

waters and seabed. It is deemed unlawful as it infringes on the sovereignty 

and jurisdiction of the Philippines over its maritime entitlements in the 

West Philippine Sea. The South China Sea is surrounded by seven countries, 

including Taiwan, Brunei, Malaysia, Indonesia, and Vietnam and includes 

island groups like the Panacot Islands, Scarborough Shoal, and Spratly Islands. 

The Philippines further alerts the world to how China has built “structures on 

certain submerged banks, reefs and low tide elevations that do not qualify 

as islands under UNCLOS, but are parts of the Philippine continental shelf, 

or the international seabed.”69 In fact, China has “occupied certain small, 

uninhabitable coral projections that are barely above water at high tide, and 

which are ‘rocks’”70 under the law. This notion of sovereignty and jurisdiction 

67 See Batongbacal. 
 
68 Department of Foreign Affairs 
(DFA). “Press Release: DFA 
Undersecretary Evan Garcia Calls 
for Restraint in West Philippine 
Sea in Meetings with ASEAN 
and China.” 25 April 2014. 

69 DFA. “Notification and 
Statement of Claim on West 
Philippine Sea.” 22 January 2013. 

70 Ibid. 

Rather prophetically 
named after the mountain 
range that shields the
Philippines from storms that rage 
from the Pacific, the BRP Sierra
Madre was grounded 105 
nautical miles from mainland 
Palawan in 1999 to
serve as the physical and 
symbolic stake of the 
Philippines in the
Second Thomas (Ayungin) Shoal. 
The Philippines claims exclusive
sovereign right to Ayungin Shoal, 
as it falls within the 200-nautical
mile Exclusive Economic 
Zone agreed upon in 
the United Nations
Convention on the Law of 
the Sea (UNCLOS). China 
claims Ayungin and
80% of the South China 
Sea as its own.

Peeking behind the Sierra Madre 
is a white ship of the China Coast
Guard, one of the many 
Chinese ships patrolling 
Ayungin Shoal, driving
Filipino vessels away from 
waters they claim are theirs.
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David Medalla, Launching the 
Great Wall of China into Orbit 
as a Satellite around the Moon, 
a “cosmic propulsion for the 
future”, 1969. Photo Collage. 
Collection of the artist.

David Medalla, Social 
Revolution, Documentation of 
participation in Documenta 
V, Kassel, Germany. 1972. 
Harald Szeemann Papers, 
The Getty Research Institute, 
Los Angeles (2011. M. 30).
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invoked by the Philippines is rooted in a notion of an intense ecological life, 

the country being the center of marine biodiversity in the entire planet; it 

thus dwells on the state of its geology, economy, environment, and food.71 

There was a time in the sixties and the seventies when China presented 

some kind of an alternative future in the Philippines; the Left and its 

Social Realism were both inspired by Mao Zedong. Such awe is palpable 

in the work of David Medalla that depicts the Great Wall of China 

encircling the moon (The Great Wall of China Around the Moon, 1969); 

in Documenta V in 1972, he proposed, along with John Dugger of the 

Artists Liberation Front, an environment that was a paean to Mao. 

Santiago Bose, however, had a more ambivalent feeling about China and Mao three 

decades later. In a piece titled Dialogue with Chairman Mao (2001), he scribbles 

the phrase, á la Magritte, “This is not the Spratleys” across a mixed-media landscape 

of the contested island in the South China Sea, a bust of Mao and the artist’s 

self-portrait, and quotes from Mao and Scott McCloud. Mao is cited thus: “When 

we look at a thing, we must examine its essence and treat its appearance merely 

as an usher at the threshold and once we cross the threshold, we must grasp the 

essence of the thing; this is the only reliable and scientific method of analysis.”72 

And from McCloud: “The human imagination takes two separate images and 

transforms them to a single idea but we mentally construct a continuum of unified 

reality. We see ourselves in everything. We assign identities and emotions where 

none exist.”73 It is clear that Bose doubts the rationality of the Maoist doctrine of 

the analysis of the material condition and insinuates fantasy and arbitrariness into 

the supposed apprehension of the essence of reality. In 2013, National Book Store, 

 
71 For further study, see Bill 
Hayton. The South China Sea: 
The Struggle for Power in Asia. 
New Haven and London: Yale 
University Press, 2014; Bajo de 
Masinloc (Scarborough Shoal): 
Maps and Documents. Manila: 
National Mapping and Resource 
Information Authority and UP 
Institute for Maritime Affairs 
and Law of the Sea, 2014. 

72 “A Single Spark can Start a 
Prairie Fire.” 5 January 1930. 
Selected Works from Mao Tse-
tung. 20 February 2015 <https://
www.marxists.org/reference/
archive/mao/selected-works/
volume-1/mswv1_6.htm>

73 Scott McCloud. Understanding 
Comics. Northampton: Kitchen 
Sink Press, 1993, p. 67.

Santiago Bose, Dialogue 
with Chairman Mao, 2001, 
Mixed-media. Photo courtesy 
of Tin-Aw Art Management 
Inc. with permission from 
Santiago Bose Family. 
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Old anthropomorphic 
pendants are rare. The one at 
12 o’clock is more detailed 
and representational; seldom 
worn, about 60 years old, 
22 karats gold. The one at 3 
o’clock is about 40 years old, 
14 karats gold. The one at 8 
o’clock is well worn, perhaps 
120 years old, 18 karats gold. 
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the largest mass bookstore chain in the Philippines, pulled out from their 

shelves globes that featured the controversial Nine Dash Line. According to the 

Department of Foreign Affairs, the company displayed “patriotism” in doing so. 

Embedded in the phantasm that is the Sierra Madre under the surveillance of China 

is the epic time that is also allegorical time via the metrical romance that underlies 

the narrative of Genghis Khan. It is, moreover, the mural time of Carlos Francisco’s 

paintings of the histories of a nation, culture, medicine, and commerce. The other 

films of Manuel Conde, like Siete Infantes de Lara (1950) and the Wagnerian 

Sigfredo (1951), affirm this sympathy with other worlds, the fascination with the 

antique and the mythological. This sympathy and this fascination stem again from 

an archipelagic conception of the world that take in the stories from the islands, 

asymmetrical love, civilizational conflicts, and finally the novel of the nation and 

its fraught, tenuous identity that is not unlike the sea of a westward Philippine. 

These concerns are further explicated by three essays in this catalogue that round 

out the argument of what the Philippine Pavilion proposes as the problematique 

of the world in the present. It is one that demands a rethinking of a cosmology 

and a philosophical reflection on place. In this regard, the archaeologist and 

historian Victor Paz carves out a space for the lingling-o, an archeological 

and ethnographic artifact assemblage found in the contentious Middle Sea; it 

testifies to the common material culture this Austronesian sea has generated, a 

conversation worthy of Fernand Braudel’s Mediterranean. A scholar of cartography 

Leovino Ma. Garcia, on the other hand, probes the hermeneutic process of 

figuring out maps and how these drawings have become an inextricable part of 

the epistemology of country. The historian of film Agustin V. Sotto retells the 

riveting story of the venture of Genghis Khan and offers a glimpse of the history 

of film in the Philippines as contemporaneous with the history of film elsewhere.
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Pavilion

The main theme of the Pavilion broadly conceives a metaphor of the world 

today and its incursions through the archipelagic history of the Philippines. 

It, therefore, discusses a current geopolitical predicament, but only through 

the lush history of Philippine modernity as mediated by film and the fulsome 

expression of contemporary art. The artists chosen for the Pavilion represent 

the wide spectrum of Philippine art history. National Artists Manuel Conde and 

Carlos Francisco were stalwarts of the modern period. Jose Tence Ruiz was a 

leading figure in the seventies and has nurtured an always politically informed 

practice in painting, installation, and performance art. Manny Montelibano is a 

filmmaker and cultural worker from the southern city of Bacolod, representing 

the lively scene of current culture outside Manila and linking the diverse 

fields of the visual arts, video, and film. The history of the world, therefore, 

is a history of modernity and, more specifically, a history of the modernity of 

art and its attendant labor and facture: Tence Ruiz clads the ship relentlessly 

and with obsession, while Montelibano builds up the strata of sound with the 

same acuity. This context is vital to the imagination of the history of art in the 

Philippines. These artists have invested in an art practice rooted in a modernity 

at once worldly and committed to an ebullient locality, suffering no neurosis of 

the outside and not belaboring the authentic that is supposedly immanent. 

As Carlos Francisco ruminates on modernity in the sixties: “Modern art 

nowadays has so many schools of thought and each artist just pursues the 

direction that fulfills his own concept. … Some would rather work on some 

esoteric principle for the so-called cultivated audience. To this group belongs 

the abstract painters and the non-objective painters and their kind. They 

represent a phase of our contemporary culture, but how universal their works 

are or how they can stand the test of time as great works of art nobody 

can tell. … Meanwhile some artists who are mostly self-trained and whose 

growth is a result of his reaction to his society and life itself cannot help 

but be a humanist. History and a way of life inspired him, that is why his art 

is more universal in spirit. I think I belong to this group.”74 Jose Joya and 

Napoleon Abueva, therefore, may have pretended to an internationalism, but 

Francisco would abide by a universal and humanist spirit native to his folk. 

The Pavilion sees itself not as some kind of a subcontracted content from an 

art world beyond the center. It asserts itself as an intricate locality that has 

transformed the foreign in idiosyncratic ways. This presence in Venice is just 

one moment in this transformation, demonstrating the ability of the Philippine 

aesthetic to be present in the supposedly global arena with its vigorous vernacular. 

74 Carlos Francisco. Letter 
to Amen, 5 March 1968. 

OPPOSITE: After having 
evaded the blockade of 
Chinese Coast Guard ships,
soldiers who boarded the 
BRP Sierra Madre take 
out a new Philippine
flag to raise over the decrepit 
Philippine ship. The Philippine
national anthem is sung on deck, 
in full view of the Chinese Coast
Guard ships circling 
Ayungin Shoal.
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Such a vernacular is surely charged because it touches on the sensitive history of 

the sea and the political currents underneath it. The regime of law intervenes at 

this point, and so amplifying the ramifications of claims to country and property. 

The proposition of the Philippine Pavilion is a poetic and political meditation on 

the history of the world through the extensities of the Philippine, a foil perhaps 

to antagonism around us—in the past and in “present passing.” The Philippine 

manifestation is archipelagic. Simone Pinet has written a luminous book on 

insular fictions from chivalric romance to the novel, imagining the archipelago as 

a corpus of elements like the island and the forest, which the Philippine banwa 

encompasses. The island is viewed as marginal but prone to legend, a “space 

open to imagination, where dreams and hauntings take place in their floating 

contours.”75 The forest, on the other hand, bears aspects of the locus amoenus, 

“a concept of geological configuration” that finds affinity with “deserts, islands, 

and mountain ranges, rendering the link between the literary motif and the 

geographical obvious.”76 The banwa advances a myriad of meanings: “mountain,” 

“countryside,” “terrain,” “climate,” “homeland,” “forest,” “hinterland,” “every 

island from sea to sea.”77 It is practically the ecology, the atmosphere, or if more 

deeply elucidated, a local moral word that equally conceives of well-being, or 

ginhawa, breath itself in one of the local languages: the air and the clearing. 

The liaison between locus and narrative, “geography and history” is ratified 

by texts in Antiquity, cartographers in the many seasons of exploration, and 

theorists of the contemporary world. Jacques Rancière believes, for instance, 

that the “question of fiction is first a question regarding the distribution of 

places.”78 It is this distribution that the Philippine Pavilion attempts to adumbrate 

sensibly, or as sensible in the vein of Rancière, with the Philippine not only as 

topoi or even just agency; it is the method itself, the method and procedure of 

sensing the world and of remaking it. This world as the Philippine sees it from 

Bataraza is at once picturesque and turbulent, adamantine and pathetic, and a 

source of marvel and terror. In ancient times, Plutrarch thought of the map as 

a discriminating register of what can be known and what cannot be reckoned; 

the world’s borders are “impossible to draw … and the honest cartographer 

will content himself with writing on the margins of the earth as on the edges 

of the sheet: beyond, there exists only arid sands and dark swamps.”79 

These “arid sands and dark swamps” have been tracked by Genghis Khan and 

the filmmakers Manuel Conde and Carlos Francisco in the idiom of Hispanic 

metrical romance and Hollywood adventure, sustained in the installation 

of Jose Tence Ruiz of the seemingly doomed but death-defying ship that 

materializes or transfigures like a renegade church, swathed in the fabric of 

devotion. These “margins” and “edges” are the channels on which Manny 

75 Cited in Simone Pinet. 
Archipelagoes: Insular Fictions 
from Chivalric Romance 
to Novel. MN: University of 
Minnesota Press, 2011, p.17. 

76 Ibid. 

77 Marian Pastor-Roces. “Pictures 
at an Exhibition: Re-presenting 
the Sugar Industry at the Negros 
Museum, Philippines.” House 
of Glass: Culture, Modernity, 
and the State in Southeast 
Asia, edited by Yao Souchou. 
Singapore: Institute of Southeast 
Asian Studies, 2001, p. 274. 

78 Jacques Rancière. The Politics 
of Aesthetics. London and 
NY: Bloomsbury, 2004, p.8. 

79 Cited in Pinet, p. 32. 

OPPOSITE: Atlas de Filipinas: 
Coleccion de 30 Mapas, 
trabajados por delineantes
filipinos bajo la direccion/ P. 
Jose Algue, S.J. —Washington:
Government Printing 
Office, 1900.
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Montelibano treads from a situation of extreme danger. This constraint is 

reinscribed as an aesthetic, this limit is what is filmed, a critique that inheres 

in the struggle of the nation-state to secure its patrimony and the hegemony 

of other states to usurp or exploit the vulnerabilities of their vicinity.

The Philippine Pavilion casts its lot with the prospects of the world being 

strung like islands in an archipelago, with water around it, replenishing 

or flooding it, ferrying its people across or forcing them to be where they 

are. But this shifting, sedimented site that is the Philippines is built as 

strata of the elements, very much like how Venice, in the vision of Braudel, 

“rises over an engulfed forest,”80 an overlay of water, land, country, shoal, 

epic, reef, country, vessel—and all the strings around the world. 

80 Ibid., p. 74. 

A page from the shooting 
script of Genghis Khan.
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A STRING OF LINGLING-O AROUND A MIDDLE-SEA
Victor Paz

We are used to seeing the architecture of landscapes designed for exclusivity. 

This should not always be the case. Instead, it should be appropriated as 

much as possible, for inclusive purposes. Material culture also falls into these 

exclusive tendencies where, unfortunately, it is also oftentimes dominated 

by exclusive thinking. All this notwithstanding, optimism is at the heart 

of the following narrative, which conjoins landscape and artifacts and 

argues for a hopeful way to better appreciate the past and the future.

Our landscape element is the concept of the middle-sea, or a large geographic 

body of water that has clear historical bonds with human cultures. It is a sea 

largely surrounded by land masses, with restricted connecting passages to 

other bodies of water. People around middle-seas wrap their consciousness 

around these geographic vistas, and in turn generate cultures that are chiefly 

maritime in nature. The best studied and most iconic (by its name alone) of 

all these middle-seas is the Mediterranean Sea. The historian Fernand Braudel 

makes the Mediterranean his main example of how we can look at human history 

with a time-scale comparable to the pace of change of the earth’s crust.1 

Braudel sees the middle-sea zone as a place for economic and cultural 

confluences. The cultures that reside along its shores see the land from 

the perspective of the sea. Braudel discusses all these cultural traits from 

a drawn-time perspective (longue durée) that goes beyond the life history 

of any individual or singular culture. He appreciates structures/systems 

in the history of humans on this large scale; human historical events 

are appreciated as conjunctural events, or events that help transform 

structures. Nevertheless these are secondary to the flow of human culture’s 

transformation in the long term. The landscapes, especially the middle-sea, 

are not just a backdrop to the stage of history, but are actual players and 

active characters in the unraveling of any human story with a temporality.2 

Students and practitioners of Southeast Asian history see the value 

of understanding the human past through this space-wide and deep-

time perspective. They enhance the discourse by first augmenting an 

already pioneering view coming from the region that saw the sea as both 

barrier and highway;3 then by adopting Braudel’s ideas in local historical 

perspectives. In the process we see the appreciation of several middle-

seas existing in the region; specifically in Island Southeast Asia. The 

most significant is what was historically known as the “Sea of Malayu,” 

1 See Fernand Braudel, 1995. 

2 See Braudel, 2002,1995,1980; 
Claude Guillot et al., 1998, p. viii. 

3 Baldoria was a pioneering 
regional scholar who formulated 
this statement; however it will 
take almost half a century before 
this becomes more popular. 

OPPOSITE: The bicephalous 
zoomorphic pendant as well 
as the pendulous one with 
arrow-like protrusions were first 
associated by the anthropologist 
Otley Beyer with the Ifugao 
lingling-o which are made of 
gold, silver and brass. Robert 
Fox found similar pieces made 
of jade and glass in prehistoric 
sites in Palawan, which he also 
referred to by that term, which 
today is used by anthropologists 
to refer to ornaments of that 
form which have been found 
throughout the Austronesian 
world, as well as in Central Asia 
and the eastern Mediterranean. 
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but more popularly known later as the “South China Sea.”4 It did not 

take long for this geographic feature to be studied by historians as the 

“Mediterranean of Asia” or an Asian Middle-sea, especially between the two 

Southeast Asian geographic/cultural landscapes: Island and Mainland.

In many ways, it is just like coastal Venice, and its other contemporary 

polities in their view of each other, and their confidence in being central in 

the long history of the Mediterranean world, especially in the 15th and 16th 

centuries CE. Ancient Southeast Asian polities strung around this Asian 

Middle-sea also saw themselves as central. The substantial interaction of 

peoples, and the ever-growing trade and exchange among communities 

allowed most coastal settlements to imagine themselves to be different, but 

still in the middle of it all. Foreigners and goods came to them from all over. 

It was also argued that Maritime Southeast Asia was comparable to the 

European Mediterranean because it was historically open to external links 

to other centers of cultures, such as those from the Indian land mass 

and the various centralized polities in the history of China. The local 

Southeast Asian cultures absorbed and transformed external influences, 

while going through their own trajectories of internal transformation.5 

Except for individuals, such as merchants and envoys, most people who 

were home bound felt they were sought out by others, and thus created 

a consciousness marked by a certain degree of self-confidence.

As regards place names, it must be pointed out that these are often not benign. 

For which reason there are various new coined names in competition with 

current nomenclature for our relevant middle-seas. We are most familiar from 

our perspective with the recent coinage “West Philippine Sea” to indicate 

that part of this middle-sea nearest to the Philippines’ primary islands. It is 

precisely a reaction to the politics of names; sadly, most of currently coined 

nomenclatures have been derived from the drafting table of exclusivity. 

Clearly this is part of the exclusive nature of discourse within the framework 

of nation states; geographic territories and natural resources can only 

have a singular nation-state ownership, all in the name of the people 

living within these political constructs. The nomenclature, in fact, is one 

argument that China uses to say that this middle-sea, the “South China Sea,” 

is all theirs. After all, the islands have yielded artifacts, such as porcelain 

from the Ming dynasty period. It seems not to matter that these porcelain 

objects came from an age of dynasties before the birth of nations. 

4 See Hans-Dieter Evers, 2014. 

5 Denys Lombard was the 
lead scholar in the region that 
influenced others in Southeast 
Asian area studies to see the 
South China Sea through the 
framework of Braudel. See 
Guillot et al., 1998, pp. vii, ix. 
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One must be reminded that the whole concept of our modern nation state is 

not even a hundred years old, especially for most existing nation states in Asia 

and the Pacific. Nevertheless, people are willing to die, or will be asked to die 

for the protection of what is perceived as the sovereignty of the collective.

If we look further into the situation, it is not surprising that various 

communities living around this landscape disagree so much on the 

name of the sea, or more importantly, how to share its ownership among 

current nation states. We know of conflicts surrounding our middle-sea 

even as far back as a thousand and a half years ago; but at that time, the 

players were centralized polities in Southeast Asia, with Chinese dynasties 

playing only a secondary role. This has been true for the last 1500 years 

when, at some time, there were early “kingdoms” or complex polities 

in the region, all of which were vying for hegemony over the seas.

A good example was the competition between Champa and Thang-

long (the current Vietnamese ancestral polity directly north of Champa) 

over hegemony of the trade routes to Java, which in the 11th century CE 

clearly passed through the South China Sea. After all past conf licts, these 

polities that comprised Champa became part of the current Vietnamese 

nation state. Within the same time period, the maritime powers of 

Srivijaya in Sumatra (7th to 14th centuries CE), and Majapahit in Java (13th 

to 14th centuries CE), just to name the most prominent, had hegemonic 

interest over this middle-sea at one time or another.6 The political and 

economic intramurals of all these long-dead polities were appropriated 

by most of the relevant nation states, which in turn used this historical 

information to support their claims to various geopolitical interests.

Archaeological materials and discourses are not immune to this type of 

dynamics. Aside from using pieces of porcelain from the Ming dynasty 

found in the small islands of what are commonly known as the Spratlys, 

within the contested middle-sea, there are other salient examples. For 

an early assemblage of Paleolithic-type stone tools, Madeleine Colani 

coined the term Hoabinhian in the first half of the 20th century, because 

they were first described from artifacts coming from Hoabinh in today’s 

Vietnam. This assemblage was central to a resolved debate among nation-

based communities of archaeologists. Its relevance to our discussion lies 

in the fact that this type of stone tool assemblage is found all around 

our middle-sea and beyond. Some archaeologists from, or working 

in, neighboring nations to Vietnam contested the term for its being 

“Vietnamese” or “too Vietnamese.” This was resolved with an international 

6 See Keith Weller Taylor, 
1999, p. 145. 
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ABOVE: Three-pronged 
blue-green glass ear pendant. 
Rito-Fabian Cave, Lipuun 
Point, Quezon, Palawan. 500-
300 BC (Early Metal Age).

OPPOSITE, TOP: Nephrite 
lingling-o Ear Pendant. 
Uyaw Cave, Lipuun Point 
Quezon, Palawan. 500-300 
BC (Early Metal Age).

OPPOSITE, BOTTOM: Double-
headed jade pendant. Duyong 
Cave, Iwahig, Palawan. 500-
300 BC (Early Metal Age).
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meeting of specialists, who then decided that the best solution was to 

call all similar assemblages outside Vietnam as Hoabinhian-type. It does 

not imply that they came from Vietnam but acknowledges that they are 

similar, and refers to the fact that it was first described in Vietnam.7 

So far, the convention has prevented any escalation of the issue. 

Another case concerned the very elaborate assemblage of Bronze 

drums called “Dong-son drums.” An entire discourse rooted in old 

historical animosities between China and Vietnam was born out of the 

question “where exactly did this Bronze drum tradition start?”8 While 

the problem is still unresolved, Dong Son remains the preferred usage. 

We can accept that this exclusivity mentality has always been at play. 

However, the farther back in time we gaze, the hazier the images are 

of the complexity of human life in our minds. This in many ways is 

advantageous to our attempt to shift the focus of the discourse from 

exclusivity to inclusivity, where a middle-sea, such as the “South 

China Sea,” can be seen today as owned by most of humanity. 

A good period in time to consider is around 1500 to 3000 years ago. 

We have a relatively rich picture of what was going on at this time. The 

period may be represented by an iconic assemblage of artifacts from 

just before the known formation of those large centralized polities 

that seem to be a source of the present hegemonic mood. If we pick 

the right iconic artifact from this period, it may show us how we could 

better appreciate a landscape whose characteristics are conducive to 

accommodating commonalities among current cultures living around it. 

It is hard not to notice the discrepancy between the exclusivity discourse 

surrounding our middle-sea and that of an artifact assemblage called 

lingling-o. On one hand, the recent aggressive claim of the Chinese 

nation state to most of the South China Sea, and the steadfast stand of 

all smaller nation states around this middle-sea regarding their portion 

of the territory, have created a powder keg in the region. On the other 

hand, the lingling-o continues to be seen simultaneously as local and 

as part of a collective heritage of all current nation states where these 

artifacts were found, as an import and as indigenous. Even when examples 

of green jade lingling-o found in the Philippine islands and Vietnam are 

known to be made from jade coming from the mines of Fengtian Taiwan, 

it was nevertheless established and seen to have been locally fashioned.9

8 See Xiarong Han, 2004. 

9 For the Jade connection, 
see Hsiao-Chun Hung et al., 
2007. Also a recent book on 
Southeast Asian History based 
on archaeology was published 
with the lingling-o as the 
central cover design. In other 
words, the assemblage is not 
controversial. See Purissima 
Benitez-Johannot, 2011.

7 See Johannes Moser, 2001. 
The conference in honor of 
Colani was held in Hanoi 1993. 
See Wilhelm Solheim, 2006. 
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A lingling-o can be many things, but never singular. It is archaeological 

with various inferred functions and meaning. It is also ethnographic—

currently specific to a few Cordillera ethnolinguistic groups in Luzon, 

e.g., Ifugao, Bontoc, Kalinga. It is equally appreciated historically and 

ethnographically in its diverse forms and perceived functions. For example, 

a dominant way of currently appreciating the meaning of lingling-o is 

partly to attract tourist knickknack enthusiasts. Also, the informed public 

and some academics have seen it as a fertility symbol in recent times.10 

The lingling-o is also fashioned from a variety of sturdy materials, 

from shells (including fossilized forms) to stones and different kinds 

of metals. Nevertheless the range of sizes of lingling-o is limited to its 

possible functions, as either an earring or a necklace. It has various 

shapes defined by the type of hole found around the middle of the object 

that always connects to the exterior surface through a slit-gap. 

It is unusual for a word derived from a specific ethnographic cultural object to 

be widely adopted as a label for an assemblage of archaeological artifacts. Henry 

Otley Beyer, who was responsible for adopting the term with its archaeological 

use in mind, was a student of Cordillera cultures, especially the Ifugao, at the 

beginning of the 20th century. This was before he shifted his main interest 

from ethnology to archaeology almost two decades later, for which he was 

better known academically. Beyer was reminded of the Ifugao lingling-o when 

sometime in the late twenties he first encountered artifacts that were roughly 

coin-sized. At that time they were to Beyer very unusual archaeological objects; 

most had protuberances or pointed features, were shaped like earrings, and 

were mostly made from jade. As Beyer encountered more of what he called 

“peculiar” artifacts, he already noted from the literature that similar artifacts 

had already been found in Samasama, in mainland Formosa (currently Taiwan), 

Botel Tabago, Indochina (especially today’s Vietnam), and Hong Kong.11 

It must be mentioned that the meaning of the lingling-o for the Ifugao 

ethnolinguistic group was already as vague back then as it is today for those 

trying to understand the material as an outsider like Beyer. In the initial 

identification of what was an archaeological lingling-o, it was clear that Beyer 

already had a range of traits in mind, and was comparing it at the very least with 

two types of Ifugao lingling-o from the 19th century. The initial comparisons 

showed that they were not a close match. The protuberances were different from 

the archaeological three-pointed jade objects found in Batangas in Luzon, which 

he inferred to be from 800 BC. The silver earring Ifugao example only had two 

“fishtail” protuberances. There was also a difference in the shape of the hole 

and the slit that connected the hole to the external surface of the artifacts. In 

10 See Esteban Magannon, 
2013, pp. 292-293. There are 
no ethnohistorical accounts that 
explicitly described it as a fertility 
symbol; and it is unlikely that 
the Cordillera groups would have 
known that the birth organs of 
women resemble, in anatomical 
cross section, the lingling-o 
central hole and slit. It may have 
been inferred by well-intentioned 
western-educated individuals 
later in the 20th century.

11 Henry Otley Beyer, 1948, 
p. 68. See Beyer, 1947. 
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Collection of lingling-o in silver, 
made by for the European art 
trade in the early 1980s. The 
unidentified Ifugao artisan 
drew from tradition, but 
substantially utilized a stronger, 
figural, anthropomorphic style 
than older pieces. The artisan 
has ceased to be active. 
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Rare pendant of highly stylized 
lingling-o form, made in the 
cire perdue technique. The 
rope border is reminiscent of 
the “inverted heart” lingling-o 
form found in Samar and 
Java. There are avian head 
terminals. Domesticated fowl 
are offered as sacrifices in 
northern Luzon ritual life. 
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Beyer’s comparison to a second type of lingling-o, the archaeological artifact 

came from what he thought to be a gold earring from 150 BC which was larger 

than the ethnographic object he was comparing it to. The archaeological 

earring also had a larger central hole and a thinner ring-band, while the Ifugao 

lingling-o to which it was compared had a curvy inner hole and a thicker 

ring-band.12 Despite the glaring differences, it was still determined that what 

was archaeologically found was similar to the ethnographic lingling-o.

Madeleine Colani was a contemporary of Beyer. She was a more senior 

archaeologist working in Indochina. She inferred that these artifacts/symbols 

were associated with Vishnu and others in the Hindu pantheon of deities. 

Beyer respectfully disagreed with this interpretation but instead offered the 

connection of the archaeological lingling-o with the Japanese artifact called 

magatama, and the Ifugao lingling-o from the Luzon Cordillera.13 He thought 

his argument was stronger because of the continuity he saw in the forms of the 

lingling-o to later periods where metal and glass materials were used to fashion 

them. The magatama connection was later dropped when more examples were 

collected and categories were further clarified. In the end Beyer’s view became 

dominant. Nevertheless, what stands as the common feature for all of the 

lingling-o artifacts is less than the sum of its known characteristics. A lingling-o 

is an object fashioned with a hole located centrally on the piece with a slit-gap. 

What may be discerned from this narrative on the lingling-o is the hypothesis 

that the form of the object has been transformed from culture to culture, 

as well as through time. This premise allowed for the lumping together of 

various types of lingling-o-like objects and made it possible to study them 

using typology (i.e. an ordering of the artifacts in a perceived series of 

transformation of form through time), which continued to be considered a 

dominant method by archaeologists and ethnologists in the 20th century. 

Beyer agreed with the influential Robert von Hiene-Geldern in using artifacts 

that were widely distributed to draw inferences from influences and progeny.14 

On the other hand, Colani was thinking of direct cultural connections localized 

in Mainland Southeast Asia. In the end, both approaches persist in the minds of 

archaeologists, especially so when looking at the regional lingling-o assemblage. 

Moreover, the difference in perceived function of what were accepted as 

lingling-o types seems to be secondary to the definition of the assemblage, as far 

as archaeologists were concerned. Is it an earring? A necklace? A charm placed 

in a pouch or pocket? In many ways, it does not really matter from a regional 

commonality level of concern, beyond saying that they are all meaningful and 

12 Beyer and Jaime de 
Veyra, 1947, pp. 33,35. 

14 See Robert von Heine-
Geldern 1945, 1946. 

13 Beyer 1948, p. 69. 
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that the form was transforming through time and in space. This is a significant 

position for us for a number of reasons: it is open-ended; it allows much more 

detailed meaning to come in; and, various interested parties who study the 

region’s past or present can participate in and make use of this assemblage 

of artifacts. Here lies, I believe, the power of the lingling-o—it is iconic. 

Even when the variety of forms was eventually connected to centers of origin, 

with its spread across the region now easily appreciated, no one has really come 

forward to claim a certain lingling-o form to be exclusively from a specific 

culture/nation state. So, the bicephalous type (two-headed creature form) is 

mostly found in large numbers and is dominant in today’s Vietnam. But it has 

clear relations to early south Chinese Neolithic cultural artifacts: the flat disk 

type with “fish tale” protuberance came from southern China, but this is mostly 

appreciated as a geographic origin and not a cultural one; the three-pointed 

protuberances design must have originated in Island Southeast Asia, but there 

are no claims that they are exclusively, for example, from the Philippine islands.15 

It must be understood that current archaeologists are careful not to 

directly and solely connect the lingling-o to any ethnicity. At best they 

use wider geographic categories that are sometimes based on current 

borders of nations, e.g., it is a “Chinese,” “Vietnamese” design lingling-o; 

however, a caveat is often added to point to origins or influences coming 

from one place or another. Some are even more careful and just say, 

for example, that it is an “Island Southeast Asian” design or form.

After decades of this kind of understanding, it has not transformed the 

archaeological lingling-o into an exclusive object connected to a nationality or 

ethnicity. It is not like some of the iconic archaeological artifact assemblages 

in the region, which became the focal point of nationalist posturing, such as 

those earlier mentioned: the Dong Son drums, and the Hoabinhian-type stone 

tools. The lingling-o assemblage was not appropriated by current exclusive 

discourses, a testimony to its variety, distribution, and multi-meaning. 

The material used to create the lingling-o also seems to be secondary to its 

actual form/design. This is not surprising if we think of how powerful iconic 

symbols are; they do not lose their potency in the eyes of the believer, no matter 

the material used to fashion it. The best example I can think of is the Christian 

crucifix. It does not matter if it is made of gold, ivory, or olive wood from the 

holy land, on one hand; or tin, plastic, or clay on the other, where material 

value is concerned. The potency of the symbol is consistently meaningful in the 

eyes of the faithful. If the owner or the society it is part of, added value to the 

15 See Helmut Loofs-Wissowa, 
1982; Andreas Reinecke, 
1996; Victor Paz, 2012. 
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Models of lingling-o ornaments 
were cast into molds and then 
forged and shaped. Or they 
were first modelled in wax, over 
which clay was molded; the 
mold was destroyed once the 
gold was cast. Each piece thus 
is unique in its imperfections.

Some variations of the lingling-o 
form. The flat ones which are 
wider on the shoulders are called 
iniming, and are associated 
with a particular locale. Such 
pendants are collected through 
several generations, and often 
represent compensation for 
usufruct over specific plots of 
agricultural land, The kadangyan 
or upper class wear them strung 
out on indigo-dyed handspun 
cord around the sternum. 
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The ornaments above and below 
are called pinampanga, used 
as ear or neck ornaments by 
the Ifugao people of Northern 
Luzon. Their bicephalous 
zoomorphic form is diagnostic of 
the culture of the Austronesians 
who migrated into the Pacific 
and Indian Oceans in prehistoric 
times. Some art historians 
have suggested that the form 
represents the womb, with 
the uterus, as well as the 
Fallopian tubes and ovaries. 
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lingling-o because of the material it is made of, it may likely have been due to 

its price and the status it gave the owner. This added value may also depend on 

the appreciation of form, rather than its material. In the case of the crucifix, the 

principles of simplicity and humility ingrained in Christian dogma may give a 

higher value to more ordinary materials used in the fashioning of the symbol. 

From this present base narrative of the lingling-o, we can discern the existence 

of a large number of articulated negotiations on its meaning and identity. 

And like a true iconic artifact, it remains an open portal for many meanings, 

connections and values, independently anchored by individuals and groups 

depending on how they perceive these things. It is likely that there had always 

been this interaction from the time it was fashioned as an object-form. 

If we add to the picture the spatial and temporal distribution of these 

lingling-os, we end up with a richer appreciation of the role in human culture 

that the middle-sea of Mainland and Island Southeast Asia plays. By the 

1960s lingling-os were already found not only in the initial areas reported by 

Beyer, but also in southern Thailand, the northern Malay Peninsula, Sarawak, 

and Palawan in the Philippines. Later on, there would be more examples 

coming from Vietnam and the Philippines: from the Batanes islands and the 

Cagayan Valley in Luzon and new locations in the long island of Palawan.16 

It has become clear that these were being found like beacons around the 

Southeast Asian Middle-sea. This is not a pattern which occurs by chance. 

They are remains of human activity in specific areas: the objects were made or 

traded in the area; and/or left in the ground as grave goods, grave offerings, 

or votive offerings. Never were they found just as by-products of everyday 

mundane activity. Because of this archaeological observation, they have always 

been a sign-post for students of the region to start attempting to understand 

their deeper meanings; that is, while the region has seen so much cultural 

transformation through centuries, there was a time when diverse cultures most 

likely gave value to a suite of artifacts which connected them. These diverse 

cultures must have embedded a part of their world view or cosmology into 

these objects, which made them meaningful as burial goods or votive offerings. 

We can only see this pattern if we open our minds to a deeper comprehension 

of human history in the region. We must not hesitate to try to understand 

a past culture’s ways of seeing the universe from its spiritual viewpoint.

Lest we forget, there must be clarity in the way the sea is appreciated in this 

kind of perspective. As earlier mentioned, the oceans and seas are not obstacles 

to communication and interaction. This sea-as-obstacle view nevertheless 

dominated the thinking of regional historians and political pundits for the 

16 Peter Bellwood, 1997 
(summary); Charles Higham 
and Bannanurag, 1990 (in 
Thailand); Bellwood and Eusebio 
Dizon, 2013 (Batanes); Armand 
Mijares, 2007 (Cagayan Valley). 
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longest time. In the Philippines, it remains a default explanation for the slow 

progress of the Philippine nation state. Instead, we must look at the sea, 

most often than not, as the main means of much interaction and exchange 

with neighboring cultures as well as with people who live far away. They are 

highways and not high walls. This is more so with most cultures in Island 

Southeast Asia, especially along the middle-seas of the region (e.g., Java 

Sea, Sulu Sea, Celebes Sea, Banda Sea), which seem to have deeply rooted 

maritime orientations. Some scholars have even argued that this maritime 

orientation of cultures along the middle-seas started from the very beginning 

of modern human presence in the region.17 Others argue that this has been 

the case for approximately the last ten thousand years;18 while most will 

agree that it has truly been the case in only the last four thousand years.19

We can also appreciate the ecological dynamics of our concerns. In many ways 

human cultural interaction is no different from how other living organisms 

interact within a middle-sea. Schools of fish crisscross freely, such as the Dorado 

(Dolphinfish) schools that move seasonally from the seas off China and Taiwan 

to the Batanes and Luzon islands to the south. There are also the colonies of 

corals that spread on the bottom of the shallow parts of the sea regardless of 

the borders imposed by humans. And of course we have migratory birds. 

Human populations and cultures may be similarly appreciated. It is a mistake 

to see ethnicity in the contemporary world to be bounded by nations. A 

good example is the ancient cultural behavior of the “sea gypsies,” such as 

the Badjaos. They generally seem to ignore the concept of nations and move 

along the coast of Southeast Asia regardless of current borders set by the 

states. There are also enclaves of ethno-linguistic groups from Mindanao 

who are found deep in Sarawak and Sabah and vice-versa. We accept and 

celebrate the presence of “Chinatowns” in almost every large urban setting, 

and almost every large minority migrant group is expected to do the same.

In a world of conflict, the past is used as a banner or a foot soldier for very 

contemporary concerns. By plumbing the depths of their contextual human 

history, we discover enough possibilities in the collective consciousness 

of living cultures which we can use to provide a counterpoint to this 

strong exclusive tendency. Encouraged by large structures made by human 

communities within at least the last thousand years, we can see how 

this tendency to exclusivity can co-exist with the fact of our inclusive 

common history, as evidenced by iconic artifacts, such as the lingling-o. 

17 See Solhiem, 2006. 

18 See Tim Denham, 
2013; Paz, 2013. 

19 See Bellwood, 1997. 
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Prehistoric ornaments made of 
stone. These particular pieces 
were surface finds in Palawan 
caves in the seventies, and 
came into collections in Iloilo 
City. They may also be dated 
to the first millennium BCE. 
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Compare this with the top 
image on p. 62. The robust one 
is Philippine, while the ornament 
with longer ears are from Central 
Thailand. The extended ear or 
horn may be associated with 
the pinampanga gold pendants 
of northern Luzon. The one 
from Thailand is a lighter green 
quartz that is neither jadeite 
or nephrite. The jade in the 
Philippine piece is a moss green 
nephrite usually found in Taiwan. 
Recent finds in the Batanes 
islands are of similar material. 

Even in the realm of the exclusive, we see serious attempts of going beyond 

the nature of nation states. The ASEAN project is one such example, with 

its earnest attempt to raise the level of interconnectedness among nation 

states by proposing its “integration” in the coming years. As expected, 

we see serious resistance and a serious challenge to integration due to 

basic concerns of a nation state, e.g. conflicts arising from economic 

interest, uneven growth, dominance (i.e. who will be the hegemon?). 

There are also equally powerful attitudes of ethnic groups, as well as 

national consciousness; the tendency to see one’s neighbors as different. 

Likewise, there are always attempts by groups with strong jingoistic 

tendencies to appropriate inclusive icons so as to make them exclusive. 

Going back to the lingling-o assemblage seen from a long temporal view, 

it is interesting to point out that the surviving unambiguous form-link 

between the archaeological and the ethnographic is the bicephalous form 

still reproduced in the Luzon Cordillera. As mentioned, it is argued to be 

predominantly Vietnamese style; and in turn, it likely comes from an older 

central Chinese form.20 It is well represented among the Bontoc and Kalinga 

groups, and is even known to be made of gold.21 One might think that what 

should have persisted through time in the Philippine islands is the three-

pointed protuberance design that is associated as an Island Southeast Asian 

style; but the closest known form to this is the two “fish tail” protuberance 

form. Why this is the case we really do not know. We may however venture 

to say that perhaps the links of Luzon with the parallel coastal cultures of 

Mainland Southeast Asia are stronger than previously known. To reiterate 

an earlier conclusion, in the end what truly links all accepted forms of 

lingling-o, is the presence of a hole with a slit opening. This remains truly 

just one of many reasons the lingling-o is appreciated in its diversity.

20 I argue that the likely progeny 
of this form is from older cultures 
in central China around 5500 years 
ago. In Lingjiatan site in Hanshan, 
Anhui Chinese archaeologists 
excavated a white “jade bird/
eagle” figurine, which looks like a 
double headed lingling-o before 
it was heavily stylized in later 
centuries. See Tokyo National 
Museum Web page for image. 

21 Magannon, 2013, p. 292-230.
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What this all means is that the significance of the lingling-o has not 

been fossilized into orthodox meanings. Which is to say, meaning 

continues to be negotiated within the archaeological community, the 

ethnolinguistic group that still makes them, and the general public living 

where the archaeological examples were found around the Southeast 

Asian Middle-sea. This makes the lingling-o a fitting assemblage of 

artifacts that may be used to bond together the region’s human cultures. 

We can only hope that when it does start to have a fixed meaning, it 

will be one that can be claimed by all and not just by a select few. 

This fear of slipping into the realm of exclusivity may be further dispelled. 

Let everyone know that to make the past relevant and worth incorporating 

in a present culture is to make the largest number of individuals have a 

sense of belonging or connection with these objects, spaces, and knowledge; 

by shaping a consciousness that can be articulated to link past spaces and 

time with the present. A consciousness that develops out of this articulation 

will likely guarantee that a discourse of inclusiveness will dominate. 

It is a question of inclusive or exclusive appreciation of a landscape-

architecture, such as the Southeast Asian Middle-sea; of a middle-sea that is 

not a backdrop of a single dynamic component of any human discourse; and of 

material cultures from the past found around the Southeast Asian Middle-sea. 

Considering the lingling-o assemblage can help push the inclusive agenda.

At all levels it however remains hard to establish details with much confidence 

from archaeology and ethno-history for the following reasons: the term 

lingling-o was first coined archaeologically to include various forms; it is known 

to be highly ritualized; and, it is understood as status-laden. Furthermore, 

there are still not that many of these objects found in good archaeological 

context. Neither do we have a clear historical record of a specific meaning 

given to the lingling-o. Nevertheless, this situation has created a truly broad 

range of meanings and functions of, and appreciation for this artifact type.

The lingling-o as part of a middle-sea cultural landscape may help meet the 

objective to make people develop a consciousness of inclusiveness. Let it 

remain an iconic assemblage through time and space of artifacts that may 

string together most cultures and peoples in nations along the Southeast 

Asian Middle-sea. Let the single string be multiple strings of artifacts and 

landscapes that invite people to interact, and bind cultures together. Let 

the past belong to everyone and not just to a few or the strongest.
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PUTTING “THE PHILIPPINES” ON THE MAP
Leovino Ma. Garcia

“The Birth Certificate of the Philippines”

Maps help us find our place in the world. They point out where 

we are, where we want to go and who we are.1 Maps instruct us 

about our history and identity. They provide us with a memory 

and a destiny. Maps give us a sense of self-esteem.

The self-esteem of Filipinos grows as they see their plural country, ‘The 

Philippines’ with its 7,107 islands, gradually emerging on the map—

on Sebastian Munster’s 1552 India Extrema map, with only the island 

of Puloan (Palawan) [fig. 1]. This self-esteem is further enhanced by 

the rare Ramusio-Gastaldi 1554/1563 Terza Ostro Tavola map. [fig. 2]. 

Oriented “upside-down,” the name “Filipina” appears for the very first 

time on a European document. For this reason, the Ramusio-Gastaldi 

Terza Ostro Tavola map may be considered “the birth certificate of the 

Philippines.” As a matter of fact, the Spanish expedition leader Ruy Lopez 

de Villalobos bestowed the name “Felipina” in 1543 on either Leyte or 

Samar in honor of the young Crown Prince “Felipe,” later King Felipe II. 

Although Italy never sent expeditions to Southeast Asia, it pioneered in 

mapmaking in the 16th century. Acknowledged as one of the most excellent 

cartographers of the time, a native of Piemonte, Giacomo Gastaldi who 

lived from ca. 1500 to ca.1565, produced three fine maps of Southeast 

Asia: the first in 1548, the second in 1554, and the third in 1561.

In question here is Gastaldi’s 1554 woodblock map Terza Ostro Tavola 

which first appeared in the second edition of Volume One of Giovanni 

Battista Ramusio’s Delle Navigationi et viaggi. For this reason, it is called 

the Ramusio-Gastaldi map. The extant map is the 1563 copperplate 

version (the 1554 woodblock having been destroyed by fire in 1557) in 

the third edition of Volume One of Ramusio’s collection of voyages.

How did “Filipina” come to appear on this map, barely eleven years after the 

naming of the archipelago by Villalobos? The 1554 Ramusio-Gastaldi map 

not only relied on the account of Magellan’s voyage by Antonio Pigafetta, 

“the son of a noble family from Vicenza,” but also benefited from newly-

published sources at the time. Among these sources prominently figured 

the account of the voyage from Mexico to the Philippines of Juan Gaytan 

(Italianicized by Ramusio as “Gaetano”) and of Ruy Lopez de Villalobos. 

1 James R. Akerman and Robert 
W. Karrow, Jr., eds., Maps: 
Finding Our Place in the World. 
Chicago-London: The University 
of Chicago Press, 2007, p. vii.



FIG. 1: Sebastian Munster, India 
Extrema XXIII Nova Tabula, Basel, 
1552, Juana Madriaga Garcia-Natividad 
Galang Fajardo Map Collection.
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In 1554, Giovanni Battista Ramusio and Giacomo Gastaldi literally 

put the Philippines on the map, for the first time ever on a Western 

document. They Italianicized Villalobos’ “Felipina” into “Filipina.”2 

On Abraham Ortelius’ 1584/1601 Chinae olim Sinarum regionis 

map, only the coastline of Luzon is drawn [fig. 3]. Finally on 

Petrus Kaerius’ 1598 Insulae Philippinae, the first separately-

printed map of the Philippines comes to full view [fig. 4]. 

The Philippines as a “Vital Crossroads” 

By the time the Kaerius map appeared, the Philippines had already developed 

into “a vital crossroads” between Europe, the Americas, and Asia in the first 

globalization period.3 After 1565, the Philippines was considered “a vital 

crossroads” because it was Spain’s springboard to China, Japan, the Spice 

Islands, and other Southeast Asian countries. These countries were linked to 

the Philippines by means of commercial, missionary, diplomatic, and military 

relations. The Philippines served as a major distributor of Mexican silver in the 

Pacific region and of exotic products like silk and porcelain to the Americas. 

In geographical terms, Manila was not only the terminus of the Pacific 

trade route known as the Acapulco-Manila Galleon Trade but also the 

launching pad between the west coast of the Americas and the east 

coast of South Asia. This discovery of the existence of many different 

worlds led to the paradoxical awareness of a single global world. 

The “Icarian View”

To appreciate maps, Pieter Bruegel’s 1558 Fall of Icarus painting [fig. 5] will 

be of great help.4 Borrowing a theme from Ovid’s Metamorphoses, Bruegel 

presents a panoramic view with three characters in the foreground—a farmer, 

a shepherd, and a fisherman—too absorbed in their tasks to even notice the 

tragic event nearby.5 Imprisoned in the Palace of Minos, Icarus and his father, 

Daedalus, decide to escape by air. Daedalus constructs flying machines of wax 

and feathers. He then orders Icarus to fly but not to fly too near the sun. Icarus, 

out of pride, disobeys his father. Icarus’s wings melt. He plunges into the sea.

2 Leovino Ma. Garcia, “X 
Marks the Spot,” Lifestyle 
Asia, October 2012, p. 102.

3 According to Carlos Martinez 
Shaw and Marina Alfonso Mola, 
the first globalization is “a concept 
which should be interpreted 
as the period during which a 
system of exchanges of every 
kind (human, economic, cultural) 
was established between the 
different continents, unknown to 
each other until the last decade 
of the 15th century.” See Carlos 
Martinez Shaw and Marina 
Alfonso Mola, “The Philippine 
Islands: a vital crossroads during 
the first globalization period,” 
Culture & History Digital 
Journal 3.1 (June 2014):1/16.

4 See the last stanza of W.H. 
Auden’s “Musée des Beaux Arts” 
which was inspired by Bruegel’s 
‘Fall of Icarus’ in the Royal 
Museums of Fine Arts in Brussels: 
In Bruegel’s Icarus, for instance, 
how everything turns away
Quite leisurely from the 
disaster; the ploughman may
Have heard the splash, 
the forsaken cry,
But for him, it was not an 
important failure; the sun shone
As it had to on the white legs 
disappearing into the green
Water, and the expensive delicate 
ship that must have seen
Something amazing, a boy 
falling out of the sky,
Had somewhere to get to 
and sailed calmly on. 

5 The Metamorphoses of 
Ovid, trans. Mary M. Innis. 
Hammondsworth, Middlesex, 
England: Penguin Books, 
Ltd., 1978, pp. 184-185.
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In the Fall of Icarus, one looks down from a high point and obtains an 

overall view of the world, with all its minute details. This sweeping view of 

the distant and of the detail evident in Bruegel’s painting, is what Christine 

Buci-Glucksmann calls the “Icarian view” or “the cartographic eye.”6 As 

Christian Jacob, the noted cartographic epistemologist reminds us: “To look 

at the map means seeing the world from above.”7 It is to be like God who 

sees everything, who is everywhere, and who holds the power of controlling 

everything and everyone. There is a compelling link between maps and power.8

Why do antique maps fascinate us? Their appeal comes from the 

unique synthesis of geography, exploration, trade, travel, history, 

culture, commerce, science, and art. Antique maps continue to charm 

us because they are coveted instruments of power. They are also 

prized artifacts of beauty, often delightfully decorative.9 Above all, 

maps are archives of knowledge. They are deeply human texts.

Maps manifest a “metaphysical” aspect which makes us aware of a reality 

beyond the visible, prompting us to wonder about our unique being.10 

Cartography thrives on a certain ambiguity. Situated at the intersection of 

exact science and art, it is based on physical description and mathematical 

theory. Yet, it still finds it necessary to bring in the imagination.11

“The Cartographic Transaction”

A map does not re-present but presents the world.12 By a visual rendition 

of what we refer to as the “real,” maps make the world visible. They reveal 

landmarks. But they also conceal sites. There are “silences” in maps. 

They may erase existing borders. Here, one comes close to understanding 

what is called the “cartographic transaction.”13 This refers to the 

transformation of the physical world into a conceptual map. It should not 

surprise us then that maps are used to serve the ideology of conquest, 

the rhetoric of nationalism, or the politics of cultural differences.

6 Christine Buci-Glucksmann, 
L’oeil cartographique de 
l’art. Paris: Editions Galilée, 
1996, pp. 17, 21, 24, 27.

7 Christian Jacob, The Sovereign 
Map: Theoretical Approaches 
in Cartography throughout 
History, trans. Tom Conley. 
Chicago-London: The University 
of Chicago Press, 2006, p. 325.

8 To quote Peter Whitfield: “If 
one had to choose the single most 
telling motif, constantly recurring 
in countless world maps over the 
centuries, it is that of power, the 
controlling powers that shape the 
world’s features and history. That 
power may be religious—Christian 
or pagan. It may be secular—
conquest, trade or empire. It may 
be conceptual—the world map as 
a navigational instrument or as 
a thematic document. Or it may 
be scientific—cosmological or 
seismic. It is when these themes 
are unselfconsciously expressed 
that the world map receives 
most clearly the intellectual 
imprint of its time.” See Peter 
Whitfield, The Image of the 
World: Twenty Centuries of 
World Maps. San Francisco: 
Pomegranate Artbooks, 1994, p. 
2. For books on cartography and 
power, see The Imperial Map: 
Cartography and the Mastery 
of Empire, edited by James R. 
Akerman, The Kenneth Nebenzahl, 
Jr. Lectures in the History of 
Cartography. Chicago: The 
University of Chicago Press, 2008; 
Peter Barber and Tom Harper, 
Magnificent Maps: Power, 
Propaganda and Art. London: 
The British Library, 2010, 176 p.
 
9 See Roderick Barron, 
Decorative Maps, with forty full 
color plates. London: Bracken 
Books, 1989; Rodney Shirley, 
Courtiers and Cannibals, 
Angels and Amazons: The Art 
of the Cartographic Titlepage. 
Houten, The Netherlands: Hes 
and De Graaf, 2009, 272 p.

10 Christian Jacob, “The Map: 
A Metaphysical Object,” in 
Orbis Terrarum: Ways of 
Worldmaking. Antwerp: Museum 
Plantin Moretus, 2000, p. 76.

11 Jean-Claude Groshens, 
“Avant-propos,” in Cartes et 
figures de la terre. Paris: Centre 
Georges Pompidou, 1980, p. iii. 

12 On the important distinction 
between “re-presenting” 
and “presenting” or “making 
present”, see Leovino Ma. 
Garcia, “Refiguring Modern 
Philippine Art,” in Zero-In: 
Private Art, Public Lives. 
Ateneo Art Gallery, Ayala 
Foundation Inc., Eugenio Lopez 
Foundation, Inc.: 2002, p. 61.

13 Bernhard Klein, Maps and 
the Writing of Space in Early 
Modern England and Ireland. 
New York: Palgrave, 2001, p.3.
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FIG. 2: Giovanni Battista 
Ramusio—Giacomo di Gastaldi, 
Terza Ostro Tavola, Venice, 1563, 
Juana Madriaga Garcia-Natividad 
Galang Fajardo Map Collection.



FIG. 3: Abraham Ortelius, Chinae, 
olim Sinarum regionis, nova 
descriptio, Antwerp, 1601, Juana 
Madriaga Garcia-Natividad 
Galang Fajardo Map Collection.
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Three conceptual stages comprise this “cartographic transaction”: a first stage 

where space is measured; a second stage where space is visualized; and a third 

stage where space is narrated. The conceptual trio of number, image, and 

text accounts for the conversion of the natural world into a mental map.

In the first stage of measurement, the land “surveyor” standing on a hilltop 

or a church belfry, obtains accurate calculations of the landscape.14 With 

the surveyor’s tools, the space of the world becomes quantifiable.

In the second stage of visualization, the mapmaker creates images that 

later circulate in society to lure people to a life of adventure, to stir up 

their pride of place, or to strengthen their religious fervor. To convey the 

thrills as well as perils of the Age of Exploration, the map Indiae Orientalis 

of Bruegel’s friend, Abraham Ortelius [fig. 6], abounds with mermaids, 

sea monsters, and a sunken galleon. The 1613 Gerard Mercator-Jodocus 

Hondius Insulae Indiae Orientalis map, [fig. 7] which puts the Philippines 

at the heart of Asia, shows two ships—Spanish and Dutch—firing at each 

other. It marks Spain’s naval defeat in the sea battle off Manila Bay between 

Admiral Olivier Van Noort and Dr. Antonio de Morga in 1600. In the 1744 

small version map of the Spanish Jesuit, Fr. Pedro Murillo Velarde, Mapa de 

las Yslas Philipinas, [fig. 8] we watch St. Francis Xavier approaching the 

island of Mindanao, bolstering the 18th century fond belief that this “Prince 

of the sea” set foot there. The map makes accessible not only a space for 

exploration, conquest, missionary activity, but also for commercial ventures 

as indicated by the maritime trade routes on many maps like the 1748 George 

Anson map A Chart of the Channel in the Philippine Islands. [fig. 9].

The Narration of Space

In the third stage of narration, space is recounted. Here, the task does not 

consist in examining in great detail a historical series of single maps of a 

particular place. Although this may lead to valuable insights on the shape of a 

specific place, one should focus on the process of mapping. If one does this, the 

individual map will then appear “as a hinge around which pivot whole systems 

of meaning, prior and subsequent to its technical and mechanical production.”15

There is a discourse of geography. Maps narrate a new social, economic, political 

order. They forge an identity—both cultural and national. Here, chorographic or 

local maps become important for the enhancement of self-esteem.16 Fr. Pedro 

Murillo Velarde’s 1734 Carta Hydrographica y Chorographica de las Yslas 

Filipinas, considered the “Mother of Philippine maps,” comes to mind. [fig. 10] 

15 See Denis Cosgrove, ed. 
“Introduction: Mapping 
Meaning,” in Mappings. 
London: Reaktion, 1999, p. 9.

16 Edward S. Casey, Representing 
Place: Landscape Painting 
and Maps. Minneapolis-
London: University of Minnesota 
Press, 2002, pp. 154-157.
 

14 Klein points out that the words 
“surveyor” and “survey” also 
have as their revealing cognate 
“surveillance” with, of course, its 
Foucauldian overtones. See Ibid.
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Only when one appreciates the uniqueness of one’s town, city, or region does 

one become ready to regard the world as a unity in diversity.17 Space is not to 

be regarded as a “void packed like a parcel with various contents,” an all-

encompassing container of a physical world of material objects, but as “the 

imaginative product of social (and political) action.”18 If space is materially-

produced in architecture, urban planning, and civil engineering, then social-

cultural space is also “produced” by geographical texts and images.19

To appreciate the map as a graphic narration of space, one must see the 

link between maps and picture making. This link goes back to Ptolemy’s 

Geographia. The only Greek word available to Ptolemy in referring to a 

“maker of pictures” was “graphikŌs.” The common meaning of the suffix 

“graphŌs” is not only “to draw” but “to record and write.” During the 

Renaissance, “graph,” translated first as “pictura,” gets replaced by the Latin 

word “descriptio” (“description” in French, “beschrijving” in Dutch). All these 

words depend on the Latin “scribo,” the equivalent of the Greek “graph.” The 

word “description” as used by Renaissance geographers calls attention to the 

sense in which images are drawn or inscribed as something written. It calls 

attention to a mode of graphic depiction. As “descriptio,” maps enable us to 

see what is beyond the visible.20 Maps then do not only provide us information 

on the shapes of coastlines and the distances between towns but enrich 

us with social, political, ethnological, strategic, and linguistic knowledge. 

To show this, let us focus on the Jesuit Pedro Murillo Velarde’s 1734 Carta 

Hydrographica y Chorographica de las Yslas Filipinas map. [fig. 11] 

“The Mother of Philippine Maps”

In 1733, King Philip V of Spain ordered Governor-General Fernando 

Valdés Tamón to prepare a map of the Philippines. Governor-General 

Valdés immediately assigned the task to Fr. Pedro Murillo Velarde, a 

Jesuit professor of canon law at the Colegio de San Ignacio in Manila 

and considered “the authority on maps and the best chronicles that 

had appeared in the archipelago.”21 Indeed, the Jesuit polymath 

excellently accomplished what he set out to do. In this “first and 

most important scientific map of the Philippines”22 and, also 

largest map measuring 27 inches x 42 inches, Murillo Velarde 

…placed all the towns, points, coves, ports, shoals, reefs, routes, 

courses, rivers, forts and distances, as was possible in so difficult 

17 The Flemish mapmakers of 
the sixteenth and seventeenth 
centuries cultivated a close 
relation with their regional 
landscape. This lively interest in 
the local also enabled them to 
open themselves to the global. 
This is shown by Ortelius who 
signed himself ‘Abraham Ortelius 
Antwerpianus’. See Paul Binding, 
Imagined Corners: Exploring 
the World’s First Atlas. REVIEW 
[an imprint of Headline Book 
Publishing]: 2003, p. 6.

18 See Henri Lefebvre, The 
Production of Space, trans. 
Donald Nicolson Smith. 
Oxford: Blackwell, 1991. 
Cited in Klein, Maps and the 
Writing of Space, p. 10.

19 For an elegantly written work 
on the concept of space as it 
appears in the cartography and 
literature of the early modern 
period, see Ricardo Padrón, The 
Spacious Word: Cartography, 
Literature and Empire in Early 
Modern Spain. Chicago-
London: The University of 
Chicago Press, 2004, xv-287 p. 

20 See Svetlana Alpers, “The 
Mapping Impulse in Dutch Art,” 
in Art and Cartography: Six 
Historical Essays, edited by 
David Howard. Chicago-London: 
The Universirty of Chicago Press, 
1987, pp. 67-69. I pointed out this 
meaning of “graphō” in a review of 
Lao Lianben’s exhibition entitled 
“The Writings of the Clouds”. See 
Garcia, “Lao Lianben at Galleria 
Duemilla,” Asian Art News. 
January-February 2003, pp. 85-86.

21 See Carlos Quirino, Philippine 
Cartography 1320-1899, edited 
with an Introduction by Leovino 
Ma. Garcia, Filipiniana Clásica, 
third edition, Quezon City, 
Philippines: Vibal Foundation, 
2010, xix-243 p., p. 59. We rely 
largely on Quirino’s Chapter 
IX “Murillo Velarde’s Famous 
Chart” (pp. 54-71) which 
thoroughly discusses this best 
known map of the Philippines. 

22 This is according to the 
Biblioteca Nacional de España 
website, as cited in Ambeth 
Ocampo, “When Scarborough 
was ‘Panacot’”, Philippine Daily 
Inquirer. 11 February 2015. 
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FIG 4A: Petrus Kaerius, Insulae 
Philippinae, Amsterdam, 1598, 
Juana Madriaga Garcia-Natividad 
Galang Fajardo Map Collection. 

FIG. 4B (OPPOSITE, TOP): 
Text at the back of Kaerius, 
Insulae Philippinae. 

FIG. 5 (OPPOSITE, BOTTOM): 
Pieter Bruegel, Fall of 
Icarus, 1558, Brussels, Royal 
Museums of Fine Arts.
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a matter and within the scale. And in a description of a few lines 

… [he] related the most memorable (events) therein, the most 

extensive possible under such a minimum of words and figures.23

Murillo Velarde’s map is considered “[t]he culmination of two centuries 

of mapmaking” and “the holy grail of Philippine cartography.”24 It served 

as a sea chart aimed at guiding ship captains to “navigate the narrow 

inter-island seas of the Philippines, for which waterways and harbors 

were clearly marked.”25 That is why the map includes compass roses from 

which radiate a network of lines on which sea pilots plotted their courses. 

This also explains the drawings of Moro sailboats (vintas), Chinese 

junks (champans), Spanish galleons, and other types of sailing craft.

At the top right hand corner of Murillo Velarde’s map, there is a magnificent 

cartouche with the Spanish royal coat of arms, heralded by two cherubs. 

Below this, two female allegories hold a curtain with the map’s title: 

Carta Hydrographica y Chorographica de las Yslas Filipinas Dedicada al 

Rey Nuestro Señor por el Mariscal d[el] Campo D[on]. Fernando Valdés 

Tamón … Hecha por el P[adre] Pedro Murillo Velarde d[e]la. Compa[ñia] 

de Jesus. On the medallion in the southwestern part of the map, there is 

a capsule history of the Philippines: Magellan’s arrival in Cebu, his being 

slain by Lapu-lapu in Mactan, the founding of Manila by Miguel Lopez 

de Legaspi on June 24, 1571, the products cultivated, the flora and fauna, 

and the missionary work undertaken by the different religious orders.

Having a high regard for the talent of the Indios (Filipinos) in the arts 

and crafts, Murillo Velarde asked the artist Francisco Suarez and the 

engraver-printer Nicolás de la Cruz Bagay to collaborate on twelve 

panels showing scenes from daily life in early eighteenth century 

Philippines and the local flora, fauna, and landscape. Murillo Velarde 

expressed this admiration in both his 1734 and 1760 maps: [fig. 11]

 

…The Indios [Filipinos] are well-built, have fine features and are 

dusky in complexion. They become good writers, painters, sculptors, 

blacksmiths, goldsmiths, embroiderers and sailors.26 [fig. 12]

The twelve panels consist of four separate parts which are pasted at the 

sides. Each part is made of three frames (nine inches wide and seven 

inches high). What is interesting to note is the cosmopolitan population 

of early 18th century Philippines. Father Murillo recounted in his Historia 

23 Murillo Velarde, in Juan de 
San Antonio, Chrónicas de la 
apostólica provincial de San 
Gregorio de religiosos descalzos 
de N.S.P. San Francisco de las 
Islas Philipinas, China, Japon, 
etc., vol. 1 (Sampaloc, 1738-
1744). Cited in Quirino, pp. 56, 71. 

24 See Jaime Laya, “A fraile 
and two indios tagalos create 
a map,” Philippine Daily 
Inquirer. 8 December 2014.

25 This is observed by Jose 
S. Arcilla, S.J., “The Murillo 
Map,” in his column, Vestiges 
in The Manila Bulletin.

26 My translation from the 
French text in the southwestern 
medallion of the 1760 Lowitz/
Homann edition of the 1734 
Murillo Velarde map. In the 1598 
Kaerius map, the “description” 
(“Beschryvinghe” in Old Dutch) 
states that there are “inhabitants 
without laws” (“inwoenderen 
zonder Wetten”) who are 
“cannibals” (“Menscheneeters”). 
This disdainful view contrasts 
with Murillo Velarde’s benevolent 
appraisal. See Garcia, “Comment 
to Jean-Michel Poinsotte, “Les 
Romains et l’extrême-orient: 
monde réel, monde rêvé,” in Latin 
Humanism in the Asian-Pacific 
Area: Heritage and Perspectives. 
Manila: International Conference 
of the Unione Latini nel Mondo. 
March 1-3, 1999, p. 37. 
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de la provincia de Philipinas de la compañia de Jesus that “by standing 

on the bridge across the Pasig river, a spectator could see representatives 

of ‘all the nations of Europe, Asia, America and Africa passing by.’”27 

In the first frame on the left side of the map, there are sangleyes or Chinese 

residents: a long-haired and bearded Christian convert, a trader with a fan, a 

fisherman (pescador) wearing a raincoat of palm leaves and a laborer with his 

carrying pole (cargador con pinga); the last three with their hair in pigtails. 

Below this, a frame shows a group of four half-naked kaffirs (cafres) from 

Africa. Three of them, with a string of small bells around their ankles, dance 

while a Canarin (a native of Canara, an ancient kingdom near Mangalore) 

and a lascar or Indian sailor look on. In a third frame, there is a family of 

mestizos (of mixed Spanish and Filipino blood): the man dons a hat and 

long cape over bloomers; the woman wears a saya (a long wide skirt) and a 

tambourine necklace. In the same frame, there is a Mardican (or native of 

Ternate in the Moluccas) with a sword, spear, and shield. After the Spanish 

forces withdrew from the Moluccas in 1662, the Christian Mardicans in the 

Moluccas migrated to a town in Cavite which they also named Ternate. A 

Japanese with a shaved head and a sword stands beside the Mardican.

In the first frame on the right side of the map, there is a Spanish official, “fully 

dressed after the manner of Louis XIV, complete with great coat, lace cuffs and 

curled wig.”28 He is protected from the heat of the tropical sun by his servant 

who holds a high parasol behind him. A negro criollo (Philippine-born Spaniard 

described as dark-skinned but not as dark as the indios) is respectfully listening 

to the Spanish official. Behind them, two indios indulge in the favorite local 

sport of cockfighting. Farther behind them are two Aetas, with bow and arrow. 

In the next frame, a seated Armenian (or Persian), smokes a water-pipe in front 

of a Mogol (with a beard and a turban) and a native of Malabar (with turban 

and earrings) from Goa and India’s west coast. In the third frame, there is a 

street scene with a couple—a barefoot indio with a black cloth (lambon) on his 

arm and a veiled india or native woman with a scapular around her neck—on 

their way to church. Facing them are a female vendor selling a basket of guavas 

held on top of her head and two boys, one in a loincloth and holding a crab and 

the other naked, carrying a piece of bamboo containing either vinegar or milk. 

Besides the two boys, a Bisaya (a man from the Visayas) stands with a balarao (a 

regional knife). In the distance, a couple is going through the movements of the 

comintang, an ancient Filipino dance, to the music of a man playing a mandolin. 

There is also a frame with a rural scene: a man on a ladder cutting some 

bamboo from a grove (with the observation that bamboo is used in building 

28 Ibid., p. 64.

27 Quirino, p. 61.
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FIG. 6: Abraham Ortelius, 
Indiae Orientalis insularumque 
adiacentium typus, Amsterdam, 
1574, Juana Madriaga 
Garcia-Natividad Galang 
Fajardo Map Collection.



FIG. 7: Gerard Mercator—
Jodocus Hondius, Insulae 
Indiae Orientalis, praecipuae in 
quibus Moluccae celeberrimae 
sunt, Amsterdam 1613, Juana 
Madriaga Garcia-Natividad 
Galang Fajardo Map Collection.
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FIG. 8: Pedro Murillo Velarde, 
Mapa de las Yslas Philipinas, 
Manila, 1744, Juana Madriaga 
Garcia-Natividad Galang 
Fajardo Map Collection.
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FIG. 9: George Anson, Carte 
du Canal des Iles Philippines 
par lequel passe le Galion de 
Manille et les Iles voisines de 
ce Canal, Paris, 1750, Juana 
Madriaga Garcia-Natividad 
Galang Fajardo Map Collection.
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FIG. 10: Pedro Murillo Velarde, 
Carta Hydrographica y 
Chorographica de las Yslas 
Filipinas, Manila, 1734, 
Biblioteca Nacional de España.
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houses), a farmer riding on a carabao, a boy holding a huge bat “with a 

head like that of a dog,” a man being transported in a hammock, and an 

albino monkey.29 In the same frame, monkeys climb a coconut tree whose 

sap is made into a drink called tuba. In the background, we see papaya 

and jackfruit (nanca) trees; also an areca nut palm tree (bonga), from 

which betel nut (buyo) is derived and which is chewed by the natives.

There is still another frame with a rural scene: a farmer whipping his 

carabao to help him plow a field, another farmer with a wooden sled 

pulled by a carabao, a woman pounding rice with a pestle on a wooden 

mortar (lusong) before a nipa hut (bahay kubo). For fauna, there is a 

crocodile, baring its sharp teeth, a boa constrictor with its tail strangling 

a pig, and a white crow (puting uwak) in the sky. Four frames are 

devoted to the maps of Intramuros (the walled city of Manila), the fort 

of Zamboanga, the fort of Cavite, and the island of Guam (Guajan).

Father Murillo Velarde must have been overjoyed by the naïve charm 

of the twelve vignettes. In any case, pride is visible in the signatures of 

the artist and the engraver who proclaim at the bottom of the Murillo 

Velarde map: “Fran.[cisco] Suarez, Indio Tagalo lo hizo” and “Lo esculpió 

Nicolás de la Cruz Bagay, Indio Tagalo en Man.[ila] Año 1734.” 

The 1734, 1744, and 1760 Murillo Velarde maps clearly show ‘Panacot,’ the 

island disputed by China, even before it became known as ‘Scarborough 

Shoal.’ In fact, this island has been “consistently depicted in ancient 

Philippine maps from 1636 to 1940.”30 Only after September 12, 1784, 

when an East India Company tea-clipper was wrecked on one of its rocks, 

did the shoal become ‘Scarborough Shoal.’ ‘Panacot’ or ‘Scarborough 

Shoal’ “does not appear in any of the ancient Chinese maps.”31 

Cartography is the narrative of space.32 Maps tell the story 

of space. To name a place is already to tell a story. There 

are as many stories as there are names on a map.

29 Ibid. 

30 See Ocampo, “When 
Scarborough was ‘Panacot’”, 
Philippine Daily Inquirer. 11 
February 2015. In this article, 
Ocampo gives an account of 
Supreme Court Senior Associate 
Justice Antonio T. Carpio’s 
lecture with a slide show titled 
“Historical Truths and Lies: 
Scarborough Shoal in ancient 
Maps” at the Ateneo de Manila 
Rizal Library held the week before. 
 
31 Ibid. For an in-depth analysis 
of the territorial dispute between 
China and the Philippines, see the 
monograph of Carpio, “Historical 
Facts, Historical Lies and Historical 
Rights in the West Philippine Sea”, 
66 p. (unpublished manuscript).

32 See Paul Ricoeur, Memory, 
History, Forgetting, translated 
by Kathleen Blamey and David 
Pellauer. Chicago-London: The 
University of Chicago Press, 2004, 
pp.147-153. See also Garcia, 
“Paul Ricoeur’s Happy Memory: 
Remembering, Forgetting, 
Forgiving,” in Thought the 
Harder, Heart the Keener: 
A Festschrift for Soledad S. 
Reyes, edited by E.J.E. Calasanz, 
J. Chua and R.G. Brion. Quezon 
City: Office of Research and 
Publications, Ateneo de Manila 
University, 2008, pp. 1-14; 
Garcia, “On Paul Ricoeur and 
the Translation-Interpretation 
of Cultures,” in Thesis Eleven 
Number 94. Los Angeles, London, 
New Delhi and Singapore: Sage 
Publications, 2008, pp.72-87.
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FIG. 11: Pedro Murillo Velarde, 
Carte Hydrographique & 
Chorographique des Ysles 
Philippines, Nuremberg, 1760, 
George Maurice Lowitz/Héritiers 
de Homann edition, Juana 
Madriaga Garcia-Natividad 
Galang Fajardo Map Collection.
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GENGHIS KHAN

Burchou (Lou Salvador), 
fun-loving, eccentric king 
of the Karalt tribe, calls 
presumably a meeting of 
the leading rulers of the 
neighboring tribes to settle an 
outstanding dispute among 
them over Bermazcho, a tract 
of fertile grazing land which 
abounds in good green grass 
for their sheep, yaks, cows, 
goats, and other animals.

At the meeting it was agreed 
upon that varied forms of 
contests would be held so as 
to determine the one who will 
have the sole right to the rich 
grazing land in question. As 
fate would have it, Temujin 
(Manuel Conde), handsome, 
dashing, virile, intelligent 
son of Yesou Tai (Andres 
Centenara), kind-hearted king 
of the Mongols, wins all the 
contests much to the delight 
and admiration of Princess 
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THE CELLULOID ROUTE OF ‘GENGHIS KHAN’
 Agustin V. Sotto

It is ironic that the foreigner, not the Filipino, should remember Genghis Khan. 

More than twenty-years after its release, some European cineastes still recall 

the movie fondly and ask the question why no Filipino film has appeared in 

the continent during the interval. Luc Moullet, author of numerous books 

on film (among them, the Cinema D’Aujourd’hui monograph on Fritz 

Lang) recounts vividly certain scenes while sipping mint tea in a Tunisian 

restaurant. Jean-Claude Cluny, film critic of Cinema, begins his rave review 

of Insiang with a paragraph on Genghis Khan. John Gillett, one of Britain’s 

leading film historians and a pillar of the National Film Theater, is able to 

discuss the style of the movie though he criticizes James Agee’s cutting. 

Genghis Khan has the distinction of being the only Filipino film with an index card 

in the British Film Institute. It is filled with references to reviews in many European 

magazines—among them, Bianco e Nero, Films Français, Cinema Francais, 

Daily Film Renter, Variety. Another compendium, Index to Film Periodicals, 

contains a bibliography to American reviews on the film from Saturday Review to 

Commonweal. (Jesse Garcia, in his Graphic article—May 3, 1972—has amply written 

on the American reaction to the movie; he has generously quoted from Natural 

History and TV Key Movie Guide and from critics Arthur Knight and Parker Tyler.)

Genghis Khan’s breakthrough into the international scene is perhaps ill-

documented locally. The initial Philippine reaction had been one of incredulity 

and jealousy turning into doubt and derision when the much-publicized 

international follow-ups fell apart at the negotiation table. The immediate 

consequence was a form of skepticism enveloping the enterprise; and 

in the following years, writers were to refer to the achievement with a 

mixture of awe and suspicion. In the sixties, when our ilustrados1 were busy 

condemning the Filipino film, the achievement was completely forgotten. 

A resumé of the events with an annotation of its dramatis personae is needed 

to put the film in its rightful place in Philippine film history. In view of the 

sad state of film preservation in the country, a re-evaluation according to our 

present concerns is hampered by the inavailability of prints. Until a central 

film archive is finally established, the cause for a valid Philippine film history 

may have to rest on secondary materials and decades-old viewings. 

1 Ilustrados—the intelligentsia.
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Lei Hai (Elvira Reyes), only 
daughter of King Burchou. By 
virture of his victory, Temujin’s 
tribe, the Mongols, are given 
the sole right to the rich 
grazing land, Bermazcho.

A great festival of victory 
immediately follows the 
contest. At the festival, 
everyone makes merry. 
However, Targout (Darmo 
Acosta), power-mad, villainous 
adviser of King Burchou is 
bent on destroying the ruling 
family of the Mongols. In 
secrecy, Targout calls all his 
men and gives them definite 
instructions to massacre the 
merry-making Mongols. At 
a given signal from Targout, 
his men raid the festival 
site and bring carnage and 
destruction in their wake.

Unfortunately, the Mongolian 
king, Yesou Tai, is killed. 
Temujin and his men, 
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In 1950, Manuel Conde won the Philippine Herald—DMHM popularity poll, the 

prize of which was a trip to Hollywood. Manoling left the following year and there 

showed the film at the WB studios to many celebrities including Carl Foreman, the 

blacklisted scriptwriter of High Noon. This was the time of the McCarthy witch 

hunt and Carl was being investigated for his supposed Communist activities. 

Impressed by the film but unable to push for its recognition, he referred Manoling 

to James Agee, former Time critic and Oscar nominee for The African Queen. 

A screening was arranged for him at Consolidated Lab. Jim liked the picture. 

“O.K. son, I’ll work on it,” he announced. He suggested that the film be entered 

in the Venice Film Festival. Manoling was distraught as he had no money to 

pay for the expenses it entailed. “I couldn’t even afford to pay for the cup of 

coffee we were drinking,” Manoling avers. The Oscar nominee countered, “I 

don’t want to lose my professional standing. I will charge you one dollar.”

Manoling describes the fortyish Pulitzer-prizewinning novelist as a tall, gangling 

Texan with as much friendliness and sensitivity as his huge frame would allow. “His 

sincerity was so thick you could cut it with a kitchen knife,” Manoling reminisces. He 

was a very informal person, moving about in a camisadentro.2 He stammered a little. 

He and his wife, Mia Fritsch, would like to go to Manoling’s apartment for adobo3 

cooked by Serafin Garcia, Philippine boxing champion and Manoling’s guardian. “If 

I had known who he was,” Manoling muses, “I would not have fed him leftovers.”

James Agee is described by Dwight McDonald, former film critic of Esquire: 

“He had a positive genius for the wasteful and self-desctructive; always ready 

to sit up all night with anyone who happened to be around or to go out at 

night looking for someone—talking passionately, making love too much and in 

general, cultivating the worst set of working habits in Greenwich Village … I had 

always thought of Jim as the most broadly gifted American of my generation, 

the one who, if anyone pulled it off, might one day write a great book.”

Jim died in 1955 at the age of forty-five. Accused of frittering away his talents 

on the trivial, he was finally able to direct his energies on the important when 

death overtook him. He did not leave much to carve a niche among the giants of 

American literature, but he wrote enough film reviews to be dubbed as America’s 

leading film critic. Pauline Kael pays homage to Jim in her article “Circles and 

Squares”: “The greatness of critics like Bazin in France and Agee in America may 

have something to do with their using their full range of intelligence and intuition 

rather than relying on formulas. Criticism is an art, not a science, and a critic 

who follows rules will fail in one of his most important functions: perceiving 

what is original and important in a work of art and helping others to see.”

2 Camisadentro—man’s undershirt.

3 Adobo—the Filipino national 
dish of pork and/or chicken 
stewed in vinegar, soy sauce, 
pepper and other spices. 

Promotional material for 
Genghis Khan, 1950.
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despite their being greatly 
outnumbered, bravely fight 
against their assailants. 
After several hours, Temujin, 
realizing the futility of further 
fighting, flees. His brother, 
Kassar (Jose Villafranca) 
and sister, Fidjen (Inday 
Jalandoni) follows suit. In 
the course of their escape, 
however, Temujin is seriously 
wounded. Eventually, Temujin 
is caught and held captive 
by Targout’s men. Kassar and 
Fidjen are able to elude their 
pursuers. Temujin is severely 
punished by his evil captors.

One night, husky, muscular 
Amalyk (Ric Bustamante), 
kind-hearted follower of 
the scoundrel, Targout, 
helps Temujin to escape.

Temujin returns to his own 
tribe. But upon arrival in the 
Mongolian territory, he sees 
much to his utter grief, his 
village in a mass of ruins and 
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It is this combination of intuition and intelligence that prompted James Agee to go 

beyond the decorative value of diplomas and the glimmer of literary reputations 

and to see talent in a citizen of the boondocks like Manuel Conde—to the point 

of collaborating on a script with him. Manoling describes their relationship as 

casual rather than literary. There was one tussle though when Jim called Henry 

Wadsworth Longfellow a lousy poet. Jim took the poem “Hiawatha,” examined it 

meter by meter, and explained how its contents were being forced into the cadence. 

Manoling was nonplussed, “Hindi ba pinaghirapan natin ‘yon sa high school?”4

Manoling’s art is homegrown. It is not studied. He did not go to film school 

to study the art of film-making. He developed his expertise through the 

various stages of his apprenticeship and learned literature in the streets. He 

got his materials for his films from the life that surrounded him—a fact that 

eludes many of our Ezra Pound poets and our Marguerite Duras novelists. 

He learned the brutality of life throught the sagacity of experience. 

James Agee worked for a month on the movie. He re-edited the film to a manageable 

hour and a half. Manoling remembers that they worked from nine p.m. Christmas Eve 

to seven a.m. Christmas Day. Jim did not complain. He added a narration delivered 

by the actor John Storm. Vincent Price was originally set to do the narration but 

his voice was found too manneristic. “It was very poetic,” Manoling talks of the 

narration. Jim attempted to set the cadence to the inflection of the actor’s voice.

Whether Jim improved or butchered the movie is debatable. John Gillett 

feels that the cutting has made the film open to many loose ends. At the 

same time, the narration disturbs the eye from the film when subtitles 

would have been adequate. It is impossible to confirm or contest 

the judgement as the original Tagalog version is forever lost.

Road to Europe

A screening of Genghis Khan was arranged at the Museum of Modern Art. 

(Sources differ on whether it was before or after Venice.) The guest list included 

James Wong Howe, the famous cinematographer who wanted Manoling to 

act in a proposed film, The Rickshaw Boy, and Arthur Knight, film critic. 

Ben Pinga of the Film Institue of the Philippines was also present. Arthur 

Knight was later to write a glowing review of the film in Saturday Review: 

“It had moments of curiously impressive power and intensity, a delight in the 

sheer production of film.” Manuel Conde remembers this particular incident 

vividly as the local film critics had earlier panned the film in Manila. 

4 “Hindi ba pinaghirapan natin 
‘yon sa high school?”— Didn’t we 
labor over that in high school?”
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ashes as a result of the recent 
raid engineered by Targout. 
Temujin finds his mother, 
Hou Loun (Africa de la Rosa) 
suffering from severe burns in 
the aftermath of the burning 
of her tent by the merciless 
raiders. Temujin, his heart 
heavy with intense grief, vows 
to wage vengeance upon 
Targout and his murdering 
henchmen. Temujin then 
gathers all the remaining men 
of his tribe. By popular choice, 
Temujin is proclaimed as the 
Mongolian tribe’s Khan or 
King. Henceforth, Temujin is 
addressed as Genghis Khan.

Genghis Khan and his men 
become a roving band of 
benefactors to the poor and 
oppressed but terror to the 
unjust group of neighboring 
tribes. Genghis Khan and 
his faithful followers 
constantly harrass the 
evil, scheming Targout and 
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In Venice, there was a lot of pre-publicity for Genghis Khan. It was featured 

prominently in magazines like Cinema Français and later proved to be one of 

the most popular films in the festival. It competed with twenty-plus pictures 

including Kenji Mizoguchi’s The Life of Oharu, Charlie Chaplin’s Limelight, John 

Ford’s The Quiet Man, Alessandro Blasetti’s Altri Tempi, Howard Hawks’ The 

Big Sky, and William Wyler’s Carrie. There were also films by relatively unknown 

directors then—Summer with Monika by Ingmar Bergman and The White Sheik 

by Federico Fellini. The winner was Rene Celement’s Forbidden Games. 

Manoling attended the festival with vice consul Manuel Alsate who was dubious 

about Genghis Khan’s participation in the renowned festival. They were 

happily surprised to see the Philippine Flag by the Palais du Congres in Lido 

and on the day of the screening, neon lights blazed the title of the movie. 

Manuel Conde’s impressions of Venice were those of a country bumpkin let loose 

in a big city. The two Filipinos clad in barong Tagalog5 were a curious sight even 

to the daring bikini-clad beauties. Manoling posed all too happily with starlet 

Myriam Bru and accomplished ballerinas like Ludmilla Tcherina of The Red Shoes.

Yet Manoling had friends to help him create an impact in Venice—among 

them, Judge E.A. Musmanno of the Philadephia Supreme Court, whose 

labor cases had been the bases of many American movies, Jacques Grinieff 

who bought all the existing Conde films from Siete Infantes de Lara 

(retitled Seven Devils) to Sigfredo and Countess Doria de Ranvich who 

offered Manoling the chance to direct Atilla the Hun for Coni Films. 

Manoling remembers that during the screening at the Lido, he slowly dropped in 

his seat when the sequence involving horses was shown. The Countess hanged 

on to his shirtsleeve and motioned to him not to be embarrassed. The Philippine 

Constabulary had earlier reneged on its promise to lend its sleek, well-groomed 

horses and Manoling found himself in a spot where he could not postpone the 

shooting. He directed Botong Francisco6 to scrounge for horses in the nooks 

and crannies of Avenida Rizal. Botong brought in these short horses on which 

the actors rode with their feet six inches above the ground. It was riotous. 

“Pinagtawanan kami sa Times Theater,”7 Manoling repeats time and again. 

After the screening, Manoling was congratulated for having employed 

the authentic Mongolian horses—a breed now difficult to find. Botong 

Francisco’s judgement had been unerring. Sensing that a drawback 

had turned into an advantage, Manoling replied somewhat cockily, “I 

delayed my production for six months to look for those horses.”

5 Barong Tagalog—the Filipino 
shirt made of flimsy embroidered 
material, worn untucked; 
considered formal wear when 
worn with dark trousers. 

6 Botong Francisco—Carlos V. 
Francisco, noted Filipino painter 
and muralist, a close friend of 
Conde; he was posthumously 
declared a National Artist in 1974.

7 “Pinagtawanan kami sa Times 
Theater.”—“They laughed us 
down at the Times Theater.”

Promotional poster for 
Genghis Khan, 1950.
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weak-willed Burchou, the 
men who conspired to kill 
his (Genghis Khan’s) father. 
Genghis Khan becomes the 
terror of the Gobi desert.

One day, Genghis Khan 
and his men raid Burchou’s 
territory and carry away 
Princess Lei Hai, Burchou’s 
daughter. Genghis Khan 
suspects that Lei Hai is in 
league with her father and his 
vile, sinister adviser, Targout.

Genghis Khan makes Lei 
Hai his slave. Lei Hai, much 
againts her will, does all the 
difficult tasks she is ordered 
to perform. Deep within 
her, Lei Hai knows that ever 
since she set her eyes on 
the handsome Khan back 
in the days when he was 
merely called Temujin, she 
has already fallen in love with 
him. Genghis Khan assigns 
hard tasks to Lei Hai so as 
to make her suffer for what 



101
A

G
U

S
TIN

 V
. S

O
TTO

Genghis Khan was one of the few films found worthy of a critique in the 

prestigous Italian journal, Bianco e Nero (August, 1952). It is four pages 

long and precedes that of The Life of Oharu. Though many commentators 

have found the style of the article too oblique, it is worthwhile to 

point out some of the thoughts of the unidentified Italian critic: 

“There is no doubt that among the Russian directors of the classical period, 

it is Eisenstein that has had a direct influence (on Conde). It is shown in 

figurative composition of the framing and the rhythm of the editing. It 

is a form rich and masterly but rather wanting in context, not poor as 

there is an unfolding of events but in the quality of the sentiment.”

The comparison to Eisenstein is at first jolting, especially since Filipino directors 

have been maligned for the lack of textbook knowledge. The film chose to 

concentrate on the rise to power of the Asiatic barbarian. According to Manoling, 

what attracted him to the historical figure were the guts and tenacity of an 

illiterate warrior who subdued one of the most powerful kingdoms on earth. The 

Eisenstein form with its emphasis on events rather than sentiments best suited 

the material. A neo-realist approach would have only highlighted the neurosis. 

As a measure of its popularity, Genghis Khan was invited to participate in the 

Edinburgh Film Festival the following year. Its action scenes proved notorious 

and was adjudged too bloody for the English palate. The film was a cause célèbre. 

“A local film critic who said that if it were submitted to the censors, it would 

emerge with four X ratings,” the Daily Film Renter (August 7, 1952) reported, “was 

exagerrating by at least two X’s.” However, it further added: “Nevertheless the film 

which tells the early part of the story of the great warrior is the very antithesis of 

the drawing room comedy. It brought the breath of the East into the program.”

A note on the last sentence. In 1950, Rashomon swept Venice and introduced 

European audiences to the Japanese films. Rashomon’s Western theme surmounted 

the gritty Occidental prejudice towards a foreign culture and made the Asian film 

acceptable to a cautious intelligentsia. Japan strengthened its reputation with the 

films of Teinosuke Kinugasa and Kenji Mizoguchi. India had been sending entries 

to film festivals for a long time but it was only with the triumph of Satyajit Ray’s 

Pather Panchali that India’s film industry was able to attract critical attention. The 

path to Western acceptance is marred by politics and myopia but this is the reality. 
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the former suspects as her 
evil participation in Targout’s 
devilish activities. At times, 
Genghis Khan would soften at 
sight of the beautiful princess 
who now serves as his slave 
but all of a sudden he would 
turn cold and stern toward 
the poor suffering princess.

Urgo (Juan Montero), nephew 
of Burchou, disguises himself 
as an old fortune teller so as 
to do harm to Genghis Khan. 
In his effective disguise, 
Urgo goes to Genghis Khan 
and tells him a fabricated 
prophecy … that Kassar, 
Genghis Khan’s brother, is 
jealous of his immense power 
and that he (Kassar) would 
eventually kill him (Genghis 
Khan). Genghis Khan is mad 
at this prophecy which he 
thinks is true. Immediately, 
Genghis Khan accosts his 
brother and tells him that 
he would have no chance to 



Genghis Khan was distributed worldwide by the United Artists to countries 

like France, Spain, and the United States. We have the exact date for the 

French release—August 23, 1953—at the cinema El Dorado. The French 

press was favourable. Film Francais (Sept. 11, 1953) reported:

“A very good action film… while it has been produced by Filipinos no doubt 

advised by the Americans, the film retraces with a lot of verisimilitude the first 

days of the Tartar conqueror. It is composed of a number of violent scenes 

but not bloody… the actors portray primitive characters but are not devoid 

of intelligence. Manuel Conde is a robust and strong Genghis Khan.”

In the sixties, the film was shown over American television. Steven Scheur of 

TV Key Movie Guide (1966) wrote: “A Mongol tribesman rises to be a powerful 

ruler by overcoming all opposition. Unusual novelty offering has plenty of 

well-staged action scenes to compensate for some technical weakness.” The 

editor awarded the film three stars as opposed to two stars for Omar Sharif’s 

version (1964) and one star for the John Wayne movie, The Conqueror. 

According to Ben Pinga, the film was shown several times at the RKO studios to the 

director and cast of The Conqueror. There had been no previous research done on 

Genghis Khan and Botong Francisco’s production design was copied for the movie. 

The Philippine reaction to Genghis Khan’s success was initially warm. The 

Conde Miracle was one of the headlines of Kislap8 (October 1, 1952). It hogged 

the limelight for some months until it died a natural death. FAMAS9 awarded 

a special citation to Manuel Conde for his success in Venice. Some years later, 

1959, it chose to ignore his masterful Juan Tamad Goes to Congress for the Best 

Comedy trophy in favor of a Sampaguita inanity, Ipinagbili Kami ng Aming Tatay. 

(Alas, Juan Tamad Goes to Congress is still missing. The reported screening 

of the film at the UP10 Film Center never happened. The B&W Si Juan Tamad 

at si Juan Masipag sa Pulitikang Walang Hanggan was shown instead.)

Albanian Politics

It is always critically difficult to accept cultural transpositions of foreign 

images whether totally adapted into the Filipino environment, on one extreme, 

or presented in a completely foreign production with accidentally Filipino 

actors, on the other extreme. Filipino journals are replete with condemnations 

of local imitations of foreign idols—i.e. a Filipino Charlie Chaplin, a Filipino 

8 Kislap—meaning “spark.” The 
leading Filipino entertainment 
magazine in the 50s.

9 FAMAS—Filipino Academy of 
Movie Arts and Sciences, founded 
in 1952 and patterned after 
AMPAS in the United States. 

10 UP—University of the 
Philippines, the premier 
state university. 

Promotional materials for 
Genghis Khan, 1950.
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do away with him (Genghis 
Khan) for he (Kassar) would 
be beheaded at once. Kassar 
would have been killed but 
for the timely intervention 
of Hou Loun, their mother 
who plead for Kassar’s life.

Hou Loun learns from 
Princess Lei Hai the real 
villain behind all the intrigue 
and trouble brought upon the 
Mongolian tribe. Hou Loun 
learns too, that Lei Hai had 
all the time been striving for 
an amicable settlement of 
differences existing among 
the different tribes but the 
contemptible Targout who 
has the lofty ambition to 
become the ruler of all the 
different tribes, always 
obstructred her efforts.

Hou Loun tells her son, 
Genghis Khan, all that she 
knows of Lei Hai and explains 
to him that Lei Hai had been 
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John Travolta, etc., though the hypocrisy is in the bourgeois acceptance 

of films like Superman where children are whisked off by the thousands to 

watch and then to imitate the actions of an American komiks11 figure. 

To be fair, bastardized images are always scorned worldwide whether 

created by famous people of by hack writers. Puccini’s opera, The Girl of 

the Golden West, is seldom performed in the United States. Sergio Leone’s 

spaghetti westerns are panned in America though they are considered 

brilliant by the Sight and Sound critics and the French cineastes. 

Our own literature is full of examples of cultural transpositions which, according 

to some commentators, serve only to emphasize its inferiority. The most famous 

example is the nineteenth century poem, Florante at Laura, which is on royal 

misadventures in the faraway kingdom of Albania. Many critics have pointed the 

social dissent inherent in such pageantry despite the fact that the images thus 

presented are foreign personages with singularly Filipino modes of behaviour. 

In the late forties and early fifties, there was a proliferation in our 

cinema of costume dramas which doted on physically foreign characters 

with distinctively Filipino traits—Tres Muskiteros, Apat na Alas, Ang 

Prinsesa at ang Pulubi, etc. The furor that ensued is the precursor of the 

current debate in our theater though on a slightly different level.

The unlikely controversy was triggered off by a communication published 

in the Manila Times between Joaquin Roces, columnist of Our Daily Bread 

and A.B. Millena of the University of Manila. In his letter to Joaquin Roces, 

A.B. Millena complained of movie versions of Tarzans, Supermans, Wonder 

Girls, and Monte Cristos. “Why we even have a Tagalized version of Romeo 

and Juliet,” he emphasized. “The public is waiting for an announcement 

that local movie producers will present movies about the American Civil 

War with Gen. Custer and the Indians as well. Imagine Custer speaking 

Tagalog and the Indians uttering their curses in Ibanag and Ilongo.”12 

On his part, Joaquin Roces berated local producers for their failure 

to promote Oriental culture. He wrote, “Their idea of progress must 

be the day when we discover a Filipino Hopalong Cassidy.”

Such perfidious dialogue must have enraged Lamberto Avellana, film critic, LVN’s 

wonder boy, and director of films like Prinsipe Amante, and Haring Solomon at 

Reyna Sheba. In the pages of Kislap (October 1, 1952), he wrote his defense of 

Filipino movies entitled “A Letter to A.B. Millena and other Millenas to Come.”

11 Komiks—vernacular 
for comic-books.

12 Ibanag…Ilongo—dialects 
of the Cagayan Province and 
Panay Island, respectively. 
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endeavoring to save Genghis 
Khan from all possible danger. 
Deep within his heart, Genghis 
Khan rejoices upon the 
knowledge that somehow, 
Princess Lei Hai, is not 
possessed of any despicable 
trait and that she is as good 
as he ever wants her to be.

Soon Genghis Khan and 
Princess Lei Hai realize that 
they love each other.

One day Genghis Khan pays 
Burchou and Targout a visit. 
Genghis Khan fearlessly 
accuses them of treachery 
and foul play. Trembling with 
fear, Burchou submits to the 
powerful Khan but the evil 
Targout proudly challenges 
Genghis Khan. A terrific fight 
ensues among the men of 
Genghis Khan and Targout’s 
followers. Spear againts 
spear, club againts club, fist 
against fist, the fierce combat 
goes on for hours. When 
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In his article, he refuted Roces’ statement that Filipino producers have been remiss 

in the spread of Filipino culture. He mentioned such films as Diego Silang, Padre 

Burgos, Heneral Gregorio del Pilar, Tayug (Ang Bayang Api), and Bernardo 

Carpio. On the question of mediocre intentions, Bert jokingly faulted the Filipino 

scenarists for not revealing their sources. “Some have done Mark Twain, others 

have copied from Dumas, from King Arthur, from Shaw’s Pygmalion, from 

Victor Hugo, from Bronte’s Wuthering Heights. Far from being a cesspool of 

illiteracy, Filipino movies have exhibited tendencies for the great themes.”

Bert further added, “Let’s admit we filched the story idea from Dumas. 

If Shakespeare wrote Hamlet and there are strong indications that 

he did, let us acknowledge the pilferage with at least the common, 

‘based on the original Shakespeare play of the same name.”

Bert admitted, “The ideal Filipino movie should be concerned with Filipino themes.” 

But there had been problems in the fifties on its application. Bert deplored the 

absence of such English writers as Carmen Guerrero-Nakpil, Lyd Arguilla, Estrella 

Alfon-Rivera and noted that only Lina Flor Trinidad wrote for the movies. 

He listed down the reasons for their non-involvement. “First, they feel writing 

in Tagalog is of the essence and second, they do not think they can write 

down to the level of the Filipino audience.” He wrote further: “Times have 

changed, I wish I could tell them one can write in English and have a core 

of Tagalog translators who would be more than willing to do the translation 

for them for a small part of that big pie. These would indeed be formidable 

names to carry on our movie credit titles. It would be a welcome change 

from the continuous diet of pirated stories that we have been getting.”

Bert stated the problem of adaptation as a necessary stage in the 

development of a nation. “It’s what you might call growing pains,” he 

wrote. “Our scenarists feel that rather than trust our own history for tales 

of adventure and swash-buckling romances, it is easier to rely on the 

time-tested works of such gentlemen as Shakespeare and Dumas.”

Bert forecasted, “Soon enough, we shall abandon these but only when 

we can produce equally engrossing substitutes taken from our own 

history, written by such competent writers in the light of authenticity 

and seen together with some semblance of plausibility.” 

Finally, the letter written by J. Amor (Kislap, October 29, 1952) in 

response to Avellana’s article summed up the future. “The peak of 

Promotional poster for 
Genghis Khan, 1950.
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the terrible fight is all over, 
Targout is seen sprawled in a 
pool of his own blood on the 
ground while the quivering 
Burchou helplessly plead for 
mercy from Genghis Khan 
who stands stern immobile 
and erect in from of him.

Lei Hai, now occupying a 
definite place in the heart of 
the great Genghis Khan, stays 
with him to help him rule over 
his vast domain. The passing 
years see Genghis Khan 
conquer the most extensive 
empire in world history. 
Extending from the Pacific 
to the Black Sea, it included 
the greater part of the known 
world at that time and more 
than half of its population. 
The military system developed 
by Genghis Khan had many 
of the characteristic of “total 
war.” Genghis Khan never lost 
a decisive battle although 
his forces were frequently 
outnumbered. Much of his 
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progress of the Filipino movie industry is the day when we witness an 

American interpretation or a European imitation of a real, down-to-

earth, pure and unadulterated masterpiece of and by a Filipino!”

Sarangani and other Remnants

Back in Manila, Manuel Conde prepared the production of Sarangani. 

The film was to dramatize the construction of the Banaue rice terraces 

in the first millenium before Christ. Based on his research and on his 

incredibly rich imagination, Botong Francisco recreated the era’s tools, 

costumes, buildings, etc.—drawings which, if they were mounted in 

retrospective, would baptize him as a modern day Leonardo da Vinci. 

The project was to have cost half a million dollars—a huge sum during 

those days. The principal investor was Don Andres Soriano. After a year of 

negotiation, Central Bank refused the huge dollar allocation and turned down 

the project. The push into international recognition became a lost cause. 

There were other movies halted in some stage of planning: Elias, Umbra, The 

Brown Rajah, and Twilight of the Pagans. Of Umbra, which was on the fictitious 

unification of the Philippine Islands, a television pilot starring Rita Gomez still 

has to be traced. Of Sarangani, a few drawings by Botong Francisco remain. Of 

Twilight of the Pagans, a twelve-page story outline, written by James Agee and 

Manuel Conde in Hollywood, exists with James Agee’s handwritten corrections. 

It is interesting to examine the story outline of Twilight of the Pagans and note the 

features of what could have been a movie. It is a Paradise Lost set in a Polynesian 

island. It aims to record the growth of two castaways away from their respective 

cultures—one European, the other Asian. Attesting to be plotless, the movie aims to 

depict the legends and rituals of the place of innocence before the coming of the 

Westerner. In the end, the three symbols of Western civilization are seen setting foot 

on the island—a syphilitic sea captain, a Chinese businessman, and a missionary. 

The authors express their intentions in the foreword: “Our purpose is to show 

one kind of human and natural perfection—the version of the ancient dream of 

an earthly paradise during the last days before its invasion and destruction.”

For the approach: “It must have the accuracy of a good 

documentary film and properly handled will greatly transcend 

that—will stand as a good passage of heroic poetry.”
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success depended on the 
speed of his soldiers, their 
ability to outmarch the 
enemy and the intensity and 
concentration of their attack.

Genghis Khan’s fame and 
greatness as a fine ruler 
spreads far and wide. The 
sweep and scope of his 
immense power transcends 
limitless boundaries as long as 
he lives. Thus reigns supreme 
Genghis Khan—Ruler of 
kings … conqueror of all men.

Genghis Khan

Produced by MC Productions (1950, 88 minutes)

United States Release by United Artists (1953) 

Restored by L’Immagine Ritrovata for Film 

Development Council of the Philippines (2012)

Direction: Manuel Conde

Story and Screenplay: Manuel Conde, Carlos Francisco

Cinematography (B/W): Emmanuel Rojas

Production Design: Carlos Francisco

Editing: Fred Buensuceso, Ray Heinz

Music: Juan Silos, Jr.

Sound: Flaviano Villareal

Narration Text: James Agee

Narration Voice: John Storm 

Cast: Manuel Conde, Elvira Reyes, Inday Jalandoni, 

Lou Salvador Sr., Jose Villafranca, Darmo Acosta, 

Africa de la Rosa, Ric Bustamante, Ely Nakpil, 

Juan Monteiro, Andres Centenera, Leon Lizares
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The outline further stated: “There is a great deal of this kind of wild, naïve, 

legendary material to draw on. What we propose to assemble is a set of 

adventures through which every major aspect of courage, skill, wisdom 

and honorableness of a whole man may be displayed and developed in 

visually exciting or pleasing terms and through which any ‘incomplete’ 

man is bound to come to grief. Some of these obstacles are to be human, 

others non-human, some will be tinged with the supernatural.”

It is difficult to evaluate the movie on the basis of a story outline as the 

script would still undergo transformations in the drafts. Nevertheless, the 

intentions have been fully spelled out. The movie is an attempt at heroic 

poetry though some critics will object to its somehow naïve beginnings. 

It would be interesting to have seen how the tandem of James Agee and Manuel 

Conde could have resolved the material Pierre Rissient13 feels that the movie 

could have been another Tabu—the film on the South Seas by F.W. Murnau. 

Certainly the film would be enveloped with James Agee’s pre-occupation with 

the darker side of religion as in the Robert Mitchum character in The Night of 

the Hunter. Manuel Conde’s expertise with action scenes, Botong Francisco’s 

set design, and James Wong Howe’s cinematography could have given 

validity to the enterprise and transformed it into a highly original movie. 

After the collapse of the project, James Agee went on to write another 

story on the South Seas, though this time the plot was factual. He was 

writing Noa-Noa, based on Paul Gauguin’s struggle to preserve Polynesian 

culture. The three symbols of corruption, the sea captain, the missionary 

and the Chinese businessman, are present in the second script.

After these traumatic attempts, Manuel Conde returned to the LVN backlot. 

He first directed the forgettable Señorito and then the highly successful Nida-

Nestor14 comedies. The taste of the adventure was somehow bitter on his lips. 

The same fate hanged over his collaborators. James Wong Howe never 

got to direct The Rickshaw Boy and died last year. James Agee never 

wrote the Great American Novel or saw his Noa-Noa into production. 

Botong Francisco died a pauper in the hills of Angono. 

It is a sad ending to what could have been a glorious 

chapter in the history of Philippine movies. 

(Reprinted from Readings in Philippine Cinema. Ed. Rafael Ma. Guerrero. 

Manila: Experimental Cinema of the Philippines, 1983, p.55-66.)

13 Pierre Rissient—French film-
maker and international film scout.

14 Nida-Nestor—Nida Blanca 
and Nestor de Villa, a popular 
love team of the fifties. 
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Manuel Conde (b. 1915; d. 1985) was a prolific 

writer, actor, producer, and film director. Conde’s early 

forays into film included a stint as a ventriloquist who 

performed in tandem with a doll named Kiko; and as 

assistant director to Carlos Vander Tolosa of LVN Films. 

Under this production company, he directed his first 

film, Sawing Gantimpala (Tragic Reward, 1940), a 

cinematic adaptation of a novel written by Susana de 

Guzman. From 1939 to 1973, he directed and acted 

for LVN in such films as Ibong Adarna (Adarna Bird, 

1941), Orasang Ginto (Clock of Gold, 1945), Apat 

na Alas (Four Aces, 1950), and Señorito (1953). 

Conde’s cinematic collaboration with Carlos Francisco 

started when he produced his own films under MC 

Productions, where Francisco did the production designs. 

This company made films like Si Juan Tamad (Lazy Juan, 

1947) and Si Juan Daldal (Talkative Juan, 1948). Informed 

by a socio-political consciousness at once searing and 

subtle, the stories center around a lazy yet cunning 

character whose origins can be traced back to folk tales. 

These were followed by the films Prinsipe Paris (Prince 

Paris, 1949), inspired by Errol Flynn’s Captain Blood and 

by Siete Infantes de Lara (Seven Sons of Lara, 1950).

From 1953 to 1958, Conde returned to directing films 

for LVN, including musical comedies that questioned 

restrictive customs amid changing times. Conde’s 

use of satire in films can likewise be seen in his Juan 

Tamad series, later revived in Juan Tamad Goes to 

Society (1960) and Juan Tamad Goes to Congress 

(1959). In these works, Conde crafts a character that 

would serve as “a crusade for moral, social, political 

regeneration” and foreground socially relevant issues 

of the time through the popular cinematic medium. 

Conde received significant recognition from the 

Filipino Film Directors’ Chapter, the Philippine Motion 

Pictures Association, the Screen Writers Guild of the 

Philippines, and the Film Academy of the Philippines. 

Conde was posthumously conferred the Order of 

National Artist for Film and Broadcast Arts in 2009 

for enlivening the Philippine cinematic language with 

folk literature, political criticism, and grandeur.

Carlos Francisco (b. 1912; d. 1969) was a painter 

cherished in Philippine art history for his magisterial 

murals, lyrical in temper, cinematic in impulse. He 

studied at the University of the Philippines School of 

Fine Arts and taught briefly at the School of Architecture 

and Fine Arts, University of Santo Tomas in 1938.

Francisco was an early Philippine modernist, along with 

Diosdado Lorenzo, Juan Arellano, Victorio Edades, and 

Galo Ocampo. Francisco, Edades, and Ocampo worked 

on murals for the Capitol Theater and the State Theater 

and commissions for private residences in Manila, and 

for the Golden Gate Exposition in San Francisco. He also 

did illustration and production design through his long-

term collaboration with the film director Manuel Conde. 

He rendered designs for Conde’s films, such as Genghis 

Khan, Siete Infantes de Lara (Seven Sons of Lara, 1950), 

and the Juan Tamad (Lazy Juan) series, among others. 

Francisco’s paintings are animated by the life ways of 

Angono, a lakeshore town in Rizal, east of the capital 

Manila where he lived most of his life. His works 

are explorations of Philippine imagery carved out 

from national history, native mythology, and local 

rituals and beliefs. His compositions are infused with 

dynamic elements, from human figures in stalwart 

poses to innovative transitional devices, motifs, 

and patterns swarming all over the pictorial space. 

His efforts in exploring a folk-popular aesthetic are 

likewise gleaned from his works that convey lyricism 

in portrayals of feasts and festivals, and a keen sense 

of design reminiscent of Art Nouveau and Art Deco. 

Francisco’s commitment to fleshing out local history 

and culture is best exemplified in his murals. He 

was commissioned to paint Five Hundred Years of 

Philippine History for the Philippines International 

Fair in 1953. Another commissioned work, Filipino 

Struggles through History (1964), one of the largest 

he produced, was for the Manila City Hall. The mural 

scans successive colonialisms in the Philippines and the 

struggle against them. Francisco was posthumously 

declared National Artist for the Visual Arts in 1973. 

ARTISTS
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Manny Montelibano (b. 1971) is a media artist based 

in Bacolod City, Negros in the Visayan region of the 

Philippines. He has directed full feature and short 

films, television commercials, and documentaries. 

Montelibano’s video art projects investigate the 

qualities and potentials of the moving image and sound. 

Appropriating familiar images and found footage 

digitally manipulated and juxtaposed with text, noise, 

or other effects, he reflects on current and varied issues. 

These are timely references to environmental changes, 

socioeconomic disparities, structures of power, and 

notions of distance. His video installation, Sorry for 

the Inconvenience, exhibited at the Singapore Biennale 

2013 presents footage of people in power delivering 

speeches. The video’s jarring sound and hectic visuals 

shape how the reception of the message is effectively 

altered by the medium. Montelibano has also worked 

with immersive environments, combining video 

projections with sound and interactive installations, 

as exemplified in his work, Escabeche: Filipino Sweet 

and Sour, first exhibited in Manila in 2009. 

As a cultural worker, Montelibano is affiliated with 

organizations that aim to pursue contemporary art 

production and exchange in the Visayas. Montelibano 

served as director of the Visayas Islands Visual Arts 

Exhibition Conference in 2014. He co-founded 

Produksyon Tramontina in 1997 with two fellow 

participants of the Negros Summer Workshop on film 

facilitated by the influential director Peque Gallaga. 

This collective seeks to encourage film and new media 

production, as well as to provide a support system to 

aspiring filmmakers and video artists in the region. 

Montelibano taught at the University of Saint 

La Salle in Bacolod from 2005 to 2011 and in 

Bacollywood (a contraction of ‘Bacolod’ and 

‘Hollywood’) workshops beginning 2011. For his 

efforts in contributing to the growth of the cinematic 

arts, he was given the Award of Recognition by the 

Bacolod Art Council in 2014; in 2000, he received 

the Brother Alexis Gonzales Award in recognition 

of his service to culture and the arts of Negros. 

Jose Tence Ruiz (b. 1956) is an intermedia artist who 

has actively engaged in set design, publication design, 

book and editorial illustration, painting, sculpture, 

installation, and performance art. He received degrees 

in Advertising (1973, cum laude) and Painting from the 

College of Fine Arts and Architecture (1979), from the 

University of Santo Tomas (UST) in Manila. He taught 

at the UST College of Fine Arts from 1983 to 1988. 

From 1977 to 2004, Ruiz did editorial illustrations 

for various Manila-based publications as well as the 

Singapore Straits Times, and for the InterPressService 

Asia-Pacific, which served Manila, Vietnam, Thailand, 

Malaysia, Indonesia, India, and Singapore. 

Ruiz was a significant figure in the early articulations 

of what would be known later as social realism in the 

seventies. His wide gamut of works continues to critique 

power and its consequences. Across his years of artistic 

practice, he has expanded his media of expression. He 

has embraced both traditional techniques in painting 

and digital manipulations. The themes and motifs of his 

works harness images from everyday life, such as the 

jeepney (public transport from the Willy’s Jeep) or kariton 

(wooden improvised cart). He draws from Philippine art, 

folk and religious devotion, native mythology, media 

and popular culture, politics and history, computer 

technologies, and biomorphic patterns. His inventive 

probe of the techniques of appropriation and pastiche has 

given rise to innovative forms. The mingling of humor and 

a sense of play in the appearance of the works and their 

titles creates a tension between the density of meaning 

and the latter’s affective, oftentimes ludic qualities. 

Ruiz has exhibited extensively in the Philippines 

and abroad, having presented twenty-one 

exhibitions since 1985. 

He has participated in various international projects, 

among which were: the Rencontre International D’Art de 

Performance, Quebec, Canada (2014); the Havana Biennial 

in Cuba (2000); and the Second Asia Pacific Triennial 

for Contemporary Art in Brisbane, Australia (1996).
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Patrick D. Flores is Professor of Art Studies at the 

Department of Art Studies in the University of the 

Philippines, of which he was Chairperson from 1997 

to 2003, and Curator of the Vargas Museum in Manila. 

He is Adjunct Curator at the National Art Gallery, 

Singapore. He was one of the curators of Under 

Construction: New Dimensions in Asian Art in 2000 

and the Gwangju Biennale (Position Papers) in 2008. 

He was a Visiting Fellow at the National Gallery of 

Art in Washington, D.C. in 1999 and an Asian Public 

Intellectuals Fellow in 2004. Among his publications 

are: Painting History: Revisions in Philippine Colonial 

Art (1999); Remarkable Collection: Art, History, and the 

National Museum (2006); and Past Peripheral: Curation 

in Southeast Asia (2008). He was a grantee of the Asian 

Cultural Council (2010). He co-edited the Southeast 

Asian issue with Joan Kee of Third Text (2011). On 

behalf of the Clark Institute and the Department of Art 

Studies of the University of the Philippines he convened 

in 2013 the conference “Histories of Art History in 

Southeast Asia” in Manila. He was a Guest Scholar of 

the Getty Research Institute in Los Angeles in 2014. 

Leovino Ma. Garcia served as the first lay Dean of 

the School of Arts & Sciences (1988-1994) and as 

the first Dean of the School of Humanities (2000-

2007) of the Ateneo de Manila University. For his 

work in promoting cultural relations between France, 

Belgium and the Philippines, he was bestowed the rank 

of Officier, Ordre des Arts et Lettres by the French 

Government in 2008 and the rank of Commander, Order 

of Leopold II by the Belgian Government in 2012.

 

At present, he teaches courses on Aesthetics, 

Hermeneutics and Contemporary French Philosophy 

(Paul Ricoeur and Emmanuel Levinas) at the Ateneo 

de Manila University and at the University of Santo 

Tomas. He has applied Ricoeur’s hermeneutics in the 

interpretation of contemporary Philippine paintings 

and antique Philippine maps. He edited Carlos 

Quirino’s Philippine Cartography 1320–1899, third 

edition in 2010. A member of PHIMCOS (Philippine 

Map Collectors Society, he has helped organized map 

exhibits aimed at promoting the appreciation of maps.

Victor Paz received his PhD in Archeology from the 

University of Cambridge, UK in 2001. He is a Professor 

in the Archeological Studies Program of the University 

of the Philippines, Diliman, where he served as Program 

Director from 2002 to 2012. From 2007 to 2013, he 

was a Research Associate in the National Museum of 

the Philippines. His research interests include Southeast 

Asian and Pacific archeology, Island Southeast Asia 

and the Philippines, Archeobotany, Public archeology, 

and materiality of consciousness. His ongoing research 

projects include the Palawan Island Palaeohistoric Project 

(starting in 2002), Catanauan Archeology and Heritage 

Project (starting in 2008), and Agusan del Sur Archeology 

and Heritage Research Project (starting in 2014). He 

has written a significant number of archeological 

reports, published extensively, and served as peer 

reviewer of local and international academic journals. 

Agustin V. Sotto was a film historian, critic, and 

filmmaker. His writings appeared in such publications as: 

Positif, International Film Guide, Larrouse Encyclopedia, 

East-West Film Journal, Focus on Asian Directors, the 

1991 Berlin Gay and Lesbian Film Festival Brochure, 

Far Eastern Economic Review, Asiaweek, Malaya, 

Newsday, Daily Express, Weekend, Who Magazine, 

Arts Monthly, and Timesweek. Together with the 

renowned film director Lino Brocka, he co-organized 

the Philippine film retrospective at the 1981 Nantes 

Film Festival and the 1983 Pesaro Film Festival. He sat 

as jury member of various international film festivals 

and served as consultant to the Manila International 

Film Festival. He also served as Coordinator of the 

Cultural Center of the Philippines Coordinating Center 

for Film and Chairman of the Manunuri ng Pelikulang 

Pilipino (Filipino Film Critics). As a filmmaker, he 

directed several award-winning documentaries.

WRITERS



115
THE WORKFORCE ACKNOWLEDGEMENTS

The Philippine participation at the Biennale Arte 2015 was 

a collaborative undertaking of the National Commission 

for Culture and the Arts (NCCA), the Department of 

Foreign Affairs (DFA), and the Office of Senator  Loren 

Legarda (OSL). NCCA Chairman Felipe M. de Leon, 

Jr. was the Commissioner of The Philippine Pavilion. 

A comprehensive plan was crafted with the goal of 

ensuring the return of the Philippines to la Biennale 

di Venezia after fifty-one years. All activities were 

coordinated under the project Philippine Art Venice 

Biennale (PAVB). To achieve the goals, a Coordinating 

Committee composed of three personnel was organized 

in June 2014 and tasked to manage the project. It was 

housed at the NCCA-International Affairs Office. The 

PAVB Coordinating Committee was headed by Aurea 

Brigino Lopez who closely worked with Alexa Carreon 

and Karen Capino. The team greatly benefited from 

the sustained and unwavering assistance of Amenah 

Pangandaman and Kristine Sheree Mangunay-Infante. 

Mapee Singson’s expertise was crucial, too. Though the 

PAVB Coordinating Committee maintained a lean staff, 

it was able to accomplish its tasks with the invaluable 

support from the NCCA, DFA, and OSL. The DFA with 

Secretary Albert del Rosario at the helm held important 

meetings, furnished materials, and opened their offices 

to the project. The guidance and wisdom of the Pavilion 

Commissioner Felipe de Leon, Jr. was a constant compass. 

And the resolve, decisiveness, and vision of Senator Loren 

Legarda steered the project towards its earnest aspirations.

The list of people to thank for the fruition of a project 

like the Philippine Pavilion at the Venice Biennale is 

like a cast of thousands. We are truly grateful to Rene 

Rietmeyer, Founding Director of Global Art Affairs 

Foundation for housing the Philippine Pavilion at 

Palazzo Mora. We also express our deepest gratitude to 

the Tourism Promotions Board for lending invaluable 

support; to the Film Development Council of the 

Philippines (FDCP) for providing the newly-restored 

copy of the film Genghis Khan and for granting 

permission to exhibit it; to the Bank of the Philippine 

Islands Foundation (BPI Foundation) for lending the 

drawings of National Artist Carlos Francisco; and to 

the BPI/MS Insurance Corporation for their services. 

Gratitude is extended as well to Nicole Revel for her 

unselfish gesture of entrusting her audio recordings 

of the Palawan epic, without hesitation and at no 

cost. We are thankful as well to the U.P. Center for 

Ethnomusicology (UPCE), Verne de la Peña (OIC 

Executive Director), National Artist Ramon P. Santos, 

and UPCE’s staff for giving us access to their archive 

and for their assistance in securing Revel’s permission.

Finally, we thank Mike de Leon, Archivo 1984 Gallery, 

and Cesar Hernando who lent their treasured collection 

of images, posters, and photographs related to the 

film Genghis Khan; and to Nena Urbano for sharing 

the shooting script of the film. Likewise, we thank 

Ramon Villegas for allowing us to shoot his exquisite 

lingling-o collection and use the images in the 

catalogue for which he wrote the captions. Leovino 

Ma. Garcia gave access to his collection of maps and 

Rafael Ma. Guerrero granted permission to reprint the 

essay of Agustin V. Sotto on Genghis Khan for the 

catalogue. The OIC Executive Director Adel Suemith 

of the NCCA and the International Affairs Office, 

headed by Mary Anne Luis, provided a nurturing 

environment for the project. We thank them, too. 



Ellen Tañedo · Grace Tañedo · Paul Tañedo · Rochit Tañedo 
· Alicia Tiongson · Emmanuel Torres · University of St. La 
Salle · University of the Philippines Vargas Museum · Ed 
Valencia · VIVA ExCon Organization · Lito Villavicencio 
· www.coolerstudios.com · Luis Yee, Jr · Johnrick 
Ylosorio · Ramon “Chitoy” Zapata · Birgit Zimmerman

COORDINATING COMMITTEE
Asian Tigers/Lane Moving · Roselyn Adami · Gina O. Astilla 
· Ian Felix Alquiros · Veronica Amboni · Grace Bautista · 
Abraham Billano · Myla Buan · Norman Bungubung · Mikka 
Cabangon · Oden Candor · Argentina B. Cavalida · Fidelina 
Corcuera · Maria Cristiana Costanzo · Joaquin Cu-Unjieng 
· Giovanni Dantomio · Susan C. Dayao · Mary Joyce Daez · 
Andrea del Mercato · Maricel Dia · Emilie Tiongco · Cathy 
Evangelista · Glenn Francisco · Noe Fuentes · Kristine 
Fumera · Paolo Galindo · Alfred Gonzales · Sarah Gold · 
la Biennale di Venezia · Gelo Lagasca · Herencio Llapitan 
· May Cruz-Lopez · Manuela Luca-dazio · Jay Mabini · 
Rogelio Medina · Johnny Mendoza · Lourdes Musngi · Rene 
Napeña · Roan Opiso · Kaye Pangan · Emma Parada · Tess 
Pitalbo · Ronald Pre · Don Angelo Ong-Ting Quilaman · 
Alya Monina Rodriguez · Stratuscast ·Micol Saleri · Roulette 
Salvador · Marilyn Sanchez · Aldus Santos · Grazia Sechi 
· Resil Solis · Sherlyn G. Tan · Marichu Tellano · Sol Maris 
Trinidad · Marco Truccolo · Lucia Tosso · Rosario C. Umali 
· Rogelio Medina · Department of Foreign Affairs · Mariel 
Algabre · Darell Artates · Igor G. Bailen · Consul Indhira C. 
Banares · Joyce Camacho · Ambassador Jose Maria Cariño 
· Assistant Secretary Maria Zeneida Angara-Collinson · 
Executive Director Orontes V. Castro · Undersecretary Laura 
Q. Del Rosario · Andrei Estanislao · Lallie Gavino · Belinda F. 
Judge · Assistant Secretary Charles Jose · Senen Mangalile 
· Consul General · Marichu Mauro · Theresa Millalos · 
Ambassador Domingo Nolasco · Office of European Affairs 
· Senior Special Assistant Millicent C. Paredes · Michelle 
Reyes · Rome PE Charge d’ Affaires-Milan PCG · Helen 
Sayo · Leila Lora-Santos · Emma Sarne · Jeremy Barnes, 
Director National Museum · Erwin Sebastian · Alfredo 
Orogo · Mariel Esteria · Patrick Gonzales · Elijah Dave Diaz 

COPYRIGHT INFORMATION

ALL OVER
Carlos Francisco drawings, p.32-33

Laya, Jaime C., et al. Herencia: A Legacy of Art and 
Progress: The Bank of the Philippine Islands Art Collection. 
Ed. Ramon N. Villegas. Makati City: BPI Foundation, 2008

Dialogue with Chairman Mao, p.37
Photo courtesy of Tin-Aw Art Management Inc. 
with permission from Santiago Bose Family

Launching the Great Wall of China by David Medalla, p.36
Brett, Guy. Exploding Galaxies: The Art of 
David Medalla. Kala Press, London. 1995.

Social Revolution by David Medalla, p.36
Creator(s) Burkhard. Balthasar and Medalla, David
Harald Szeemann Papers Collection
The Getty Research Institute, Los Angeles (2011. M. 30)
©J. Paul Getty Trust

BRP Sierra Madre, p.30-31, 35, 41
Photos courtesy of Chiara Zambrano; 
Copyright owned by Chiara Zambrano

1964 Cover of Philippine Pavilion Brochure, p.18
©La Biennale di Venezia, ASAC, Raccolta 
Documentaria, Artisti, Abueva Joya

A STRING OF LINGLING-O AROUND A MIDDLE-SEA
All artifacts and photos used are courtesy 
of the Ramon Villegas Collection,

except for p.50-51
Courtesy of the National Museum of the Philippines
Photos by Marvin Alcaraz

PUTTING “THE PHILIPPINES” ON THE MAP
All copyright belongs to Juana Madriaga Garcia-
Natividad Galang Fajardo Map Collection, 

except for:
Pieter Bruegel, Fall of Icarus, p.75

©Royal Museums of Fine Arts of Belgium, 
Brussels/photo: J. Geleyns / Ro scan

Pedro Murillo Velarde, Carta Hydrographica y 
Chorographica de las Yslas Filipinas, p.82-83

Copyright permission from Biblioteca Nacional de España

To the following individuals and organizations, 
we are in various ways indebted:

CURATOR AND ARTISTS
Art District – Lopues Mandalagan Bacolod City · Art 
Informal · Ana Abaya · David Almaregio · Melanie Alona 
· Rizalito Arranchado · Dennis Ascalon · Joey Ayala · 
Clemencia Austero · Miguel Austero · Bespoke Trading 
·  Onie Badiang · Paolo Bañas · Eugenio B. Bito-onon, Jr 
· Peggy Bose · Yael Buencamino · Mark Bugante · Hugo 
Bunzl · Val Calijan · Enzo Camacho · Bebol Carreon · 
Clarissa Chikiamco · Ann Legaspi-Co · Charlie Co · Alona 
Cruz · Lydia Velasco-Cruz · Rosario ‘Chie’ Cruz · Nora 
de la Cruz · Jomar Cuartero · Anjo De Guzman · Aida 
de la Peña · Joel de Leon · Silvana Ancelloti-Diaz · Lilly 
Demiranan · Jacques Dufourt · Neil Estrella · Tom Estrera 
III · Lawrence Fajardo · Hon. Mary Jean D. Feliciano · 
Gabriel Fernandez · Tina Fernandez · Galerie Artes · Grilled 
Cheese Studios · Galleria Duemila · Gery Grey · Gallery 
Orange · Sharlon Gamboa · Cecilia B. Garrucho · Jeremy 
G. Guiab ·  Edmund ‘Apoy’ Go · Ma Victoria Ruiz-Go · 
Sara Gold · Katya Guerrero · Dr. Alice G. Guerrero · Jerome 
G. Guinoo · Vince Harn · Cesar Hernando · Fr. Teodulo 
Holgado · Anj Huruela · Danilo Ilag-Ilag · Selverio Intaray · 
Jayson Jacobo · Dr. Therese Jochico · Owen Cruz-Juanico 
· Kaida Gallery · Rudolf  Kratochwill · Nonoy Lauzon · 
Jeffrey Lazaro · Ronnie Lesaguis · Carlo Linsangan · Isa 
Lorenzo · Jolan Lumawig · Anthony ‘At’ Maculangan  · 
Daniel Magbanua · Jose A. Maglaya, Jr. · Pauleen Maglaya 
· Lui Quiambao Manansala  · Edu Manzano · Angelyn 
Marquez · David Medalla · Atty. Glen Mortel · Junjun 
Montelibano · Marietta Montelibano · MM Yu · National 
Museum · Marilou Ong · Produksyon Tramontina Inc. 
· PIAYA Network · Orlando Padallon · Sonny Pating · 
Lucia Pedrana · Thess Ponce · Dinggot Conde-Prieto · 
Emma Sara Puschel · Cristetta Ratunil · Raoul Ignacio 
Rodriguez · Piya Constantino Rodriguez · Amihan Ceres 
T. Ruiz · Spike T. Ruiz · Ma Teresa Pinky Ruiz · Agnes Ruiz 
· Philip Ruiz · Josephine Gonzales Ruiz · Cecille Batalla 
Ruiz · Art and Mitzi Ruiz · Paul and Janise Aldor Ruiz 
· Rachel Rillo · Silk Cocoon · Silverlens/SLAB Gallery · 
Mariel Sagario · Zeus Salazar · Harold Andre C. Santos 
· Dolores and Joselito Saulon · Pietro and  Breba Sterle 
· Tin-aw Gallery · Jun-Jun Talorong · Candida Tañedo · 
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Genghis Khan (1950)
Manuel Conde, Carlos Francisco
Film and production design drawings

A Dashed State (2015)
Manny Montelibano
Sound and video installation

Shoal (2015)
Jose Tence Ruiz
Installation
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