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Interested parties may refer to Exhibit II for the screen captures of the relevant posts. 
 
Table A. Overview of source materials and plagiarized materials 
 
The sources are arranged in chronological order of the publication dates of the plagiarized material. 
 

Source 
designation 

Title and author of source 
material 

Publication history 
Title of plagiarized 

material 

Posting details 
(Accessed 3 Nov. 

2013) 

1 

Sampúng Taóng Sine: 
Philippine Cinema, 1990-
1999 by the Film Desk of 
the Young Critics Circle 
[Excerpt] 

Manila: National Commission for Culture and the 
Arts, 2002. 

[Part of introductory matter 
in blog and in Google+ 
profile] 

[Indeterminate] 

2 

“Historico-geographical 
imaginations in Ishmael 
Bernal’s Nunal sa Tubig” by 
Eulalio R. Guieb III 

Geopolitics of the Visible: Essays on Philippine Film 
Cultures, ed. Rolando Tolentino. Quezon City: 
Ateneo de Manila University Press, 2000. 125-141. 
 
[Earlier version] “The Cycle of Life and Death: 
Ishmael Bernal and Nunal sa Tubig”. Diliman 
Review, 44.2 (1996): 60-64.   

“Liwanag at Dilim In NUNAL 
SA TUBIG” 

Jun. 2011; 
http://goo.gl/A473Ss 

3 

“Nora Aunor Sails On” by J. 
Pilapil Jacobo 

Young Critics Circle Film Desk. Film Desk of the 
Young Critics Circle, 6 Feb. 2011. 
http://goo.gl/Rs4Nsj 
 
Today. Today Newspaper, 24 Jun. 2004. [No URL 
available] 

“Family Ties In I LOVE 
YOU, MAMA I LOVE YOU, 
PAPA” 

May 2012; 
http://goo.gl/1WDQXQ 

4 

“Aishite Imasu, Mahal 
Kita—1941” by Nonoy L. 
Lauzon 

Young Critics Circle Film Desk. Film Desk of the 
Young Critics Circle, 27 Jun. 2008. 
http://goo.gl/HZbYkm 
 
Sine Sipat: Recasting Roles and Images (Stars, 
Awards, and Criticism) 2004. Quezon City: Film 
Desk of the Young Critics Circle, 2005. 

5 
“On the Verge” by Patrick D. 
Flores 

Young Critics Circle Film Desk. Film Desk of the 
Young Critics Circle, 27 Mar. 2007. 
http://goo.gl/7psfkP 
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Sine Sipat: Recasting Roles and Images (Stars, 
Awards, and Criticism) 2006. Quezon City: Film 
Desk of the Young Critics Circle, 2007. 

6 

“Still Life” by Eloisa May P. 
Hernandez 

Young Critics Circle Film Desk. Film Desk of the 
Young Critics Circle, 16 Jan. 2011. 
http://goo.gl/DIQSwR 
 
ELOINDIGOART. Eloisa May P. Hernandez, 4 Aug. 
2008. http://goo.gl/sNvup6 
 
Sine Sipat: Recasting Roles and Images (Stars, 
Awards, and Criticism) 2007. Quezon City: Film 
Desk of the Young Critics Circle, 2008. 

“The Art Of Love And Life In 
MGA UOD AT ROSAS” 

Jul. 2012; 
http://goo.gl/VX3Wvr 

7 

“Look After” by Patrick D. 
Flores 

Young Critics Circle Film Desk. Film Desk of the 
Young Critics Circle, 16 Jan. 2011. 
http://goo.gl/wwFKd7 
 
Sine Sipat: Recasting Roles and Images (Stars, 
Awards, and Criticism) 2007. Quezon City: Film 
Desk of the Young Critics Circle, 2008. 

8 

“Sa paghahanap sa patay, 
natagpuan ay buhay: 
Etnograpiya ng sarili, lugar 
at mga ugnayang 
panlipunan sa Teoriya” by 
Eulalio R. Guieb III 

Young Critics Circle Film Desk. Film Desk of the 
Young Critics Circle, 28 Jun. 2012. 
http://goo.gl/Z9mVIr 
 
Sine Sipat: Recasting Roles and Images (Stars, 
Awards, and Criticism) 2011. Quezon City: Film 
Desk of the Young Critics Circle, 2012. 

“Hinagpis Ng Pangungulila 
Sa SANA MAHALIN MO 
AKO” 

Jan. 2013; 
http://goo.gl/bnl39l 

7 

“Look After” by Patrick D. 
Flores 

Young Critics Circle Film Desk. Film Desk of the 
Young Critics Circle, 16 Jan. 2011. 
http://goo.gl/wwFKd7 
 
Sine Sipat: Recasting Roles and Images (Stars, 
Awards, and Criticism) 2007. Quezon City: Film 
Desk of the Young Critics Circle, 2008. 

“ANG KWENTO NI 
MABUTI... With A Renewed 
Faith In Humanity” 

Sep. 2013; 
http://goo.gl/6E6Uz1 

9 
“Driving Miss Nora” by 
Patrick D. Flores 

Young Critics Circle Film Desk. Film Desk of the 
Young Critics Circle, 6 Feb. 2011. 
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http://goo.gl/qQnsIi 
 
Manila Standard Online. Kamahalan Publishing 
Corporation, 24 Jun. 2004. [No URL available] 

10 

“The Peregrine Son” by 
Jaime Oscar M. Salazar 

Young Critics Circle Film Desk. Film Desk of the 
Young Critics Circle, 28 Jun. 2012. 
http://goo.gl/BXVZpT 
 
Sine Sipat: Recasting Roles and Images (Stars, 
Awards, and Criticism) 2011. Quezon City: Film 
Desk of the Young Critics Circle, 2012. 

 
Table B. Side-by-side comparison of Source 1: Sampúng Taóng Sine: Philippine Cinema, 1990-1999 by the Film Desk of the Young Critics Circle 
 

Source material (Film Desk of the YCC) Plagiarized material (Devera) 

[…] this list recognizing achievements in film work is drawn not to forge a 
canon of "best" works as underpinned by formalist considerations, but to 
pinpoint certain strategic transgressions and tactical countervailing in Third 
World cinematic practice and discourse, as they assume complex and 
contradictory forms in terms of narratology, mise-en- scene and politics. 

Achievements in film work is drawn not to forge a cannon of best works as 
underpinned by formalist considerations, but to pinpoint certain strategic 
transgressions and tactical countervailing in Third World cinematic practice 
and discourse. 

 
Table C. Side-by-side comparison of Source 2: “Historico-geographical imaginations in Ishmael Bernal’s Nunal sa Tubig” by Eulalio R. Guieb III 
 

Source material (Guieb) Plagiarized material (Devera) 

In the opening sequence of Nunal dark clouds start to gather in the sky. The 
island is then drenched by heavy rains. The village enveloped in darkness. 
Life goes on, birthing and dying, both communal and individual. In the last 
sequence of Nunal we see the island bathed in the scorching heat of the 
sun. There has been so much death but very little life, yet people go on 
struggling for dear life. A cycle is achieved. But the cycle ascends to 
another level of life and death. 
 
At the start of the film, people stare at the darkening skies; they gather their 
clothes from the clothesline to prevent them from getting drenched by the 
rain. At the close of the film, Maria and Aunt Banang, while gathering wood 
in a nearby hill, stare at the sky and see the sun coming out from the 
clouds. So does Adyang, who hangs her panels of embroidered cloth, 

In the opening sequence of Ishmael Bernal's Nunal Sa Tubig (Crown Seven 
Film Productions), dark clouds start to gather in the sky. The island is then 
drenched by heavy rains, the village enveloped in darkness. Life goes on, 
birthing and dying, both communal and individual. In the film's last 
sequence, we see the island bathed in the sun's scorching heat. There has 
been so much death but very little life, yet people go on struggling for dear 
life. A cycle is achieved, but it ascends to another level of life and death. At 
the start of Nunal, people stare at the darkening skies. They gather their 
clothes from the clothesline to prevent them from getting drenched by the 
rain. At the film's close, Maria (Elizabeth Oropesa) and Tiya Urbana (Ella 
Luansing) stare at the sky while gathering wood at a nearby hill and see the 
sun coming out from the clouds. So does Adyang (Nenita Jana), hanging 
her panels of embroidered cloth which she has been working on for nine 
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which she has been working on for nine months, to have them dry in the 
sun. Another cycle is achieved, again rising to another level of life and 
death. 
 
At the start of the film, residents of the coastal community are going back to 
the island, the waters of the lake and the wind coming from the lake 
threatening to ravage the village.  At the end of the film, two young boys 
(who are circumcised at the start of the film) go to their banca, leave the 
island, and go fishing in the lake. We see the two paddling their way 
through the vast expanse of the now tranquil lake, tranquil at least on the 
surface. 
 
Nunal ends in an emotionally disturbing frame. The film frames a few small 
islands dwarfed by the vastness of the lake, imaged as moles on the 
waters. The islands look serene and static, yet we know the restlessness of 
the people and the contradictions of social realities they are confronted 
with. We also see the slow and quiet movement of the banca, also imaged 
as a mole on the waters, its size accurately picturing the state of small 
fishers in the country. The banca is made of timber, which suggests its 
reliability and sturdiness, like the fishers' courage to struggle for a sense of 
place and identity. The small boat creates ripples in the lake. 
 
Liwanag at dilim are presented in constant opposition to each other. It is 
only when Chedeng bathes in the moonlit lake as an expiation of the sin 
she has committed that liwanag at dilim are interplayed to put to fore not the 
contradiction but the dissolution of dilim to liwanag or of liwanag to dilim. 
What is at work here is Nunal's interrogation of the dichotomy. To cite 
another example, the fact that Aunt Banang, the village idiot whose vision of 
life is darkness and emptiness, is the only one in the entire island 
enlightened enough to reach a higher understanding of the social realities 
of their life in the island, points to the irony and paradox dispersed all 
throughout the film. Another case is Benjamin. Before he leaves the island, 
the people are queuing up for water in the community poso. When he 
comes back to the island, the same people have abandoned the communal 
poso which can no longer pump up potable water from the earth. 
 
Liwanag at dilim are also embodied in the aural text of the film. The stillness 
of village life (liwanag) is always challenged by the monotonous sound 
(dilim) of motorized boats scouring the lake. The solitude of Adyang, the 
quiet conversations between Adyang and Maria, the lovemaking of Maria 

months to have them dry in the sun therefore, another cycle is achieved, 
again rising to another level of life and death. At the start of the film, 
residents of the coastal community are going back to the island, the waters 
of the lake and the wind coming from the lake is threatening to ravage the 
village.  At the end of the film, two young boys go to their boat, leave the 
island to go fishing in the lake. The two are seen paddling their way through 
the vast expanse of the now tranquil lake, at least on the surface. Nunal 
ends in an emotionally disturbing frame. The film frames a few small islands 
dwarfed by the lake's vastness, imaged as moles on the waters. The 
islands look serene and static, yet we are aware of the people's 
restlessness and the contradictions of social realities they are confronted 
with. We also see the slow and quiet movement of the boat, also imaged as 
a mole on the waters, its size accurately picturing the state of small 
fishermen in the country. The boat is made of timber, suggesting reliability 
and sturdiness, like the courage to struggle for a place and identity. 
Liwanag at Dilim are presented in constant opposition to each other. It is 
only when Chedeng (Daria Ramirez) bathes in the moonlit lake as an 
expiation of the sin she has committed that liwanag at dilim are interplayed 
to put to fore not the contradiction but the dissolution of dilim to liwanag or 
of liwanag to dilim. 
 
What is at work here is Nunal's interrogation of the dichotomy. The fact that 
Tiya Urbana, the village idiot whose vision of life is darkness and 
emptiness, is the only one in the entire island enlightened enough to reach 
a higher understanding of the social realities of their life in the island, points 
to the irony and paradox dispersed all throughout the film. Another case is 
Benjamin (George Estregan). Before he leaves the island, the people are 
lining up for water in the community poso. When he comes back, the same 
people have abandoned the communal poso which can no longer pump 
potable water from the earth. Liwanag at Dilim are also embodied in the 
aural text of the film. The stillness of village life (liwanag) is always 
challenged by the monotonous sound (dilim) of motorized boats scouring 
the lake. Adyang's solitude, the quiet conversations between her and Maria, 
the lovemaking of Maria and Benjamin, of Benjamin and Chedeng, the 
storytelling sequences of Mang Jacob (Paquito Salcedo), the eeriness of 
the wake, Tiya Urbana's silent walks along the shore, the birthing scenes of 
women in the village, the confrontations between parents and children, all 
these are disrupted by the sound of motorboats roaming across the lake, as 
if death is about to strike, as if danger is in the offing. Nunal's rich aural 
metaphor, which is by itself a liwanag-dilim confrontation is another arena of 
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and Benjamin, of Benjamin and Chedeng, the storytelling sequences of 
Mang Jacob, the eeriness of the wake, the silent walks of Aunt Banang 
along the shore, the pausok of Maria, the birthing scenes of the women of 
the village, the confrontations between parents and children—all these are 
disrupted by the sound of motorboats roaming across the lake, as if death is 
about to strike, as if danger is in the offing. Nunal's rich aural metaphor, 
which is by itself a liwanag-dilim confrontation, is another arena of the 
dialectics of life and death. 
 
Space, in this regard is measured by the ear. The sources of such 
disturbing sounds, or silences, permeate their subject through the invisibility 
and the seeming invincibility of their power. On the other hand, the 
recipients of these sounds, who either prevail over these powers or are 
vanquished in the end, interpret them in a manner intelligible to their ways 
of life, and struggle. 
 
Obviously, Nunal makes use of earth, wind, sun, and water as objective 
correlatives of the movements, passions, desires, feelings and visions of 
the people, either communal or individual. Changes in any of these 
elements pierce the souls of the people of the island. 

the dialectics of life and death. Space, in this regard is measured by the 
ear. The sources of such disturbing sounds or silences permeate their 
subject through the invisibility and the seeming invincibility of their power. 
On the other hand, the recipients of these sounds who either prevail over 
these powers or are vanquished in the end, interpret them in a manner 
intelligible to their ways of life and struggle. Obviously, Nunal Sa Tubig 
makes use of earth, wind, sun and water as objective correlatives of the 
movements, passions, desires, feelings and visions of the people either 
communal or individual. Changes in any of these elements pierce the souls 
of the people of the island. 

 
Table D. Side-by-side comparison of Source 3: “Nora Aunor Sails On” by J. Pilapil Jacobo 
 

Source material (Jacobo) Plagiarized material (Devera) 

Observers would predict the end of Nora. At some point, with several 
missteps here and there, Nora could no longer prove everyone wrong, 
including herself. After five years of screen absence, Nora in Naglalayag 
traverses a territory both unknown and forbidden. Instead of shaming us 
though, she delivers beyond prospect and comprehension. Her 
performance is both touching and forceful, with a serene madness no other 
actress in this country can muster. 
 
Aunor portrays Dorinda, a Court of Appeals justice who falls in love with taxi 
driver Noah (Yul Servo), elopes with him, and bears his child. For any 
actress, portraying the said a role should be onerous. Not even a talent of 
reliable range can get away with it using the customary histrionics. 
Dorinda’s character requires not only intuition but an understanding of the 
strains of human relationships in a setting beset by political strife and 
hypocrisy. InNaglalayag however, Nora pursues it well, going beyond the 

In the more instructive instances of Philippine melodrama, the family serves 
as the microcosm of the nation. At the center of I Love You, Mama I Love 
You, Papa (Regal Films) is Flora (Nora Aunor), a barrio girl who falls in love 
with Rommel (Christopher de Leon), the landowner's son. She attends to 
his every need and bears his child. For any actress, portraying the said role 
could be onerous. Not even a talent of reliable range can get away with it 
using the customary histrionics. Flora's character requires not only intuition 
but an understanding of the strains of human relationships in a setting beset 
by social class. Nora pursues it well, going beyond the comfortable limits 
and traipsing along the quivery alleys of the trade. Her performance is both 
touching and forceful, with a serene madness no other Filipino actress can 
muster. The choice frees her from the defiles of glamour. With Flora, Nora 
is vulnerable in her clamor, potent in her silence. In that house blessing 
party, Flora gets so intimidated by the hugeness of the place and was 
shown at a loss on how to react in front of Rommel's parents and their 
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comfortable limits and traipsing along the quivery alleys of the trade. 
 
[...] 
 
In Dorinda, Nora embraces her age and the violence time has wrought 
upon her. The choice finally frees her from the defiles of glamor. With 
Dorinda, Nora is her mortal self again —- vulnerable in her clamor, potent in 
her silence. And why must we take Nora’s allure as the more bewitching 
and deadly? Well, only her gaze could betray a wisdom that is damned as it 
is blessed, helpless as it is unkind. 
 
Naglalayag's heroine is Nora's most complex character to date. Dorinda 
takes to task the fight of a woman desiring and desired even as she is not 
allowed to surrender to the love that she rediscovers. With the choice she 
makes, she finds herself the judge on trial, her integrity severely doubted. 
How can she love someone so infantile and underprivileged? Why must she 
compromise her position as gatekeeper of the home and the state for that 
stranger? Why does she choose this consort in her licentious escape? 
 
Nora reveals the answers in scenes where she negotiates the various 
aspects of love that make the most noble of women willingly play the part of 
the fool. Naglalayag offers us an unseen Nora spectrum: frenzied in a first 
date along the breakwaters of Manila, rapturous with Noah’s touch and his 
precious kiss, inconsolable when her beloved dies, wistful with a glimpse of 
a ghost or, maybe, love’s memory. 
 
[...] 
 
We see the tenuous boundary between joy and melancholy not just through 
Nora’s eyes but through her body, its gestures, and its many moments of 
paralysis while holding back or letting go of love. 
 
[...] 
 
With a screenplay whose plot stagnates in coincidences and a direction that 
drowns in a misguided sense of romance, Naglalayag could have remained 
stranded in the realm of good intentions. Nora salvages the whole project 
by offering the most provocative of possibilities. Because of her, naïve Yul 
Servo proves to be inevitable and listless Aleck Bovick becomes necessary. 
Providing formidable support to Nora’s conscience is Celia Rodriguez’s 

guests. It could have easily been a comical situation but instead, it pinches 
our hearts because we see the wide gap between the rich and poor in the 
scene. In I Love You, Mama, Nora plays one of her most complex roles. 
Flora takes to task the plight of a woman in love. How can she love 
someone so infantile? Why must she compromise her feelings in lieu of 
gratitude? Why does she long for her child's affection?  Flora reveals the 
answers in scenes where she negotiates the various aspects of love, first 
with Rommel, where she willingly played the part of the fool, second with 
Gilbert (Joel Torre), her faithful suitor and third to her son, Ian (Ian Kristoffer 
de Leon). I Love You, Mama offers an unseen Nora spectrum. Frenzied in 
her first encounter with Rommel, rapturous with his touch and kiss, and 
inconsolable at the crash of maternal sentiment upon realizing that her son 
has been taken away and that she cannot do anything about it. We see the 
tenuous boundary of affectation not just through Nora's eyes but through 
her body and its gestures. 
 
I Love You, Mama initially starts like a komiks novel, contriving the 
relationship between Flora and Rommel. It is an unlikely attraction at first, 
but inevitably torrid. With a screenplay whose plot stagnates and a direction 
that drowns in a misguided sense of melodrama, I Love You, Mama 
could've remained stranded in the realm of good intentions. […] Because of 
her, Christopher de Leon proves to be inevitable and Joel Torre's valiant 
effort becomes necessary. Nora and Christopher's real-life son Ian 
Kristoffer de Leon turns in a performance that shifts from endearing to 
hopeful and from confusion to enlightenment. Providing formidable support 
is Armida Siguion-Reyna's sense of urgency, which although brief is still a 
touchstone of thespic endurance. Caridad Sanchez gives a subtle and 
sometimes understated performance. There are many silent moments in 
her performance that shout inner tension making it all the more outstanding. 
It has to be mentioned that Jackie Lou Blanco as Agnes, Rommel's 
girlfriend is splendid and effective. 
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sense of urgency, which, although brief, is still a touchstone of thespic 
endurance. Her affirmation of Dorinda’s romantic getaway signifies an 
understanding that is so human, offered only by another woman. 

 
Table E. Side-by-side comparison of Source 4: “Aishite Imasu, Mahal Kita—1941” by Nonoy L. Lauzon 
 

Source material (Lauzon) Plagiarized material (Devera) 

The ill design tremendously fails and it is Trillo who ends up outshining 
everyone and outsmarting the very film rendered puerile by its filmmakers’ 
inability to pursue to the fullest the bold premise of their material. 

It is Aunor who ends up outsmarting the very film rendered puerile by its 
filmmakers' inability to pursue the premise of their material to the fullest. 

 
Table F. Side-by-side comparison of Source 5: “On the Verge” by Patrick D. Flores 
 

Source material (Flores) Plagiarized material (Devera) 

Its ultimate achievement is being able to calibrate commensurate dramatic 
impulse in varying situations and dispositions within an extended kinship: 
there is nostalgia for traditional roles, pragmatic responses to social 
advancement, and the realization that ties are contingent but intimate 
nevertheless. 

I Love You, Mama's ultimate achievement is its ability to calibrate 
commensurate dramatic impulse in varying situations and dispositions 
within the family. There is nostalgia for traditional roles and the realization 
that ties are contingent but nevertheless intimate. 

 
Table G. Side-by-side comparison of Source 6: “Still Life” by Eloisa May P. Hernandez 
 

Source material (Hernandez) Plagiarized material (Devera) 

The art of painting plays a central and integrative role in Still Life. The title 
draws a connection between the film and the painting genre of still life. 
 
[...] 
 
The lead character, James Masino (Ron Capinding), is a painter and the 
film dwells on the psyche of an artist, how he thinks about art, his art 
making process, and the role of art in his life – much like a portrait of a 
young man as an artist. Landscapes and seascapes also abound in Katski 
Flores’s film with beautifully shot scenes on location in Guinyangan, 
Quezon and Jala-Jala, Rizal. 
 
[...] 
 

The art of painting plays a central and integrative role in Mga Uod At Rosas 
(IAN Film Productions). The title draws a connection between the film and 
its three lead characters. Ding Daleno is a painter and the film dwells on the 
psyche of an artist, how he thinks about art, his art making process and the 
role of art in his life, much like a portrait of a man as an artist. Cityscapes 
also abound in Suzara's film with beautifully shot scenes in and around 
Manila. The film is replete with images of life and love. Ding's paintings are 
about life, albeit of the unconventional type, not filled with flowers or fruits. 
Suzara also paints his own images in scenes such as a sink full of dirty 
dishes, an empty canvass and flowers in the patio. He also literally 
transforms some scenes into paintings as seen from Ding's eyes. 
 
Sadly, the film reinforces some conventional and questionable notions 
about art. An artist as a solitary figure, an artist as a wretched-angst filled 
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Sadly, the film reinforces some conventional and questionable, notions 
about art – an artist as a solitary figure, an artist as a wretched angst-filled 
soul, an artist space as a room-of-one’s one, and an artist as a middle-class 
male. The film is also unabashedly conservative with its preachy pro-life 
diatribes on suicide and abortion. Emma’s role is also conventional as a 
woman, taking care of the house, preparing the food, doing the laundry, and 
washing the dishes. Still Life also suffers from excess - the repetitive piano 
score was haunting at first but eventually becomes unbearable; the 
dialogue is uneven, sometimes witty but turns cheesy at some point; and 
the symbolisms were contrived and the twist in the plot was predictable. 
 
In spite these excesses, Still Life is nominated for cinematography and 
visual design for its sweeping panorama of nature in its landscapes and 
seascapes capturing its transitory nature with almost painterly quality, the 
attention to details in indoor spaces with almost still life property, 
transforming the frames into hand-painted paintings and the evocative use 
chiaroscuro – the play of shadows and light - to create mood. Brian Uhing’s 
paintings and Christina Dy’s sketches are also vital component to the over-
all theme of the film. 
 
[...] 
 
Glaiza De Castro gives an impressive performance as Emma, the young 
care-free woman. She emanates an inner beauty on screen and is 
unpretentious in her role. But it is Ron Capinding’s portrayal of James, in 
his first on screen performance, who stands out in the film as he turns in an 
understated yet nuanced performance that shifts from haughty to 
endearing, desperate to hopeful, and from confusion to enlightenment. 
Capinding’s restraint and roughness as an actor is a contrapunto to the 
natural joie de vivre and exuberance of De Castro. In the end, the love 
between James and Emma becomes palpable, yet both De Castro and 
Capinding effectively evinced love without the romantic entanglements and 
sensual frills. 
 
Ultimately, as Still Life shows, there is still life for James even after art. 

soul, an artist's space as a room-of-one's one and an artist as a middle 
class male. Socorro's role is also conventional as a woman. Taking care of 
the house, preparing the food, doing the laundry and washing the dishes. 
Mga Uod At Rosas also suffers from excess. Ingenious at first was the 
musical score but eventually becomes unbearable. The dialogue is uneven, 
sometimes witty turning cheesy at some point and the symbolisms were 
contrived. In spite of these excesses, the film's sweeping panorama of 
cityscapes captures its transitory nature with almost painterly quality, the 
attention to detail in indoor spaces transforming the frames into hand-
painted paintings and the evocative use of chiaroscuro, the play of shadows 
and light to create mood. Danny Dalena's paintings are also vital 
components to the film's overall theme. Socorro is brought to life through 
Nora Aunor, the sterling performer. She emanates an inner beauty on 
screen and is unpretentious in her role. But it is Johnny Delgado's portrayal 
of Ding who stands out in the film as he turns in an understated, yet 
nuanced performance that shifts from haughty to endearing and from 
desperate to hopeful. Lorna Tolentino's exuberance as an actor is a 
contrapunto to Aunor's restraint. The critical scene and the episode that 
renders the film thoroughly cinematic is when Ding leaves Socorro. […] 
Ultimately, as Mga Uod At Rosas shows, there's still life for Ding and 
Socorro even after art. 

 
Table H. Side-by-side comparison of Source 7: “Look After” by Patrick D. Flores 
 

Source material (Flores) Plagiarized material (Devera) 
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At this point, melodrama flirts with melancholy, tragedy with the realism of 
soap opera, an uncanny liaison that takes us to the most fraught of ties, the 
most alienating of emotions, and an emergent tone and terrain of affection. 

At this point, melodrama flirts with melancholy, an uncanny liaison that 
takes us to the most fraught of ties, the most alienating of emotions and an 
emergent tone and terrain of affection. 

 
Table I. Side-by-side comparison of Source 8: “Sa paghahanap sa patay, natagpuan ay buhay: Etnograpiya ng sarili, lugar at mga ugnayang 
panlipunan sa Teoriya” by Eulalio R. Guieb III 
 

Source material (Guieb) Plagiarized material (Devera) 

Paanong sisingilin ng anak ang mga pagkukulang ng ama?  Paanong 
ipahihiwatig ng ama na hindi niya sadya ang kaniyang mga pagkukulang sa 
anak?  Paanong aalalahanin ng anak ang katiting na gunitang 
pinagsamahan nilang mag-ama?  Paanong mamahalin ng ama ang anak 
na hiwalay at inihiwalay sa tinagurian niyang ‘angkla ng buhay’ – ang 
pamilya?  Paanong mamahalin ang ama na nawalan ng angkla sa buhay?  
Paanong magmamahal ang ama na nawalan ng angkla sa buhay?  
Paanong tatayo sa buhay ang anak na tumiwalag sa angkla ng buhay?  
Paano sasabihin ng ama sa anak at ng anak sa ama na mahal nila ang isa’t 
isa sa gitna ng malalaking pagkukulang at malalawak na guwang ng 
pagkakatiwalag sa isa’t isa? 
 
[...] 
 
Hinimay ng pelikulang Teoriya ni Zurich Chan ang mga tanong na ito.  
Kinilatis nito ang mga buhaghag na damdamin at natitibag subalit lagi’t 
laging pinatatatag na mga ugnayang panlipunan – kabilang ang mga 
ugnayang pampamilya – sa payak na sinematikong rendisyon ng naratibo.  
Inugat nito ang ontolohiya ng sarili, pamilya at lipunan sa epistemolohiya ng 
lugar.  Isinagawa ito ng pelikula hindi lamang sa pamamagitan ng mga 
dialogo, kundi higit sa naratibo ng mga imahe, sa texto ng mga 
nagtatagpong kahulugan ng mga imahe. 
 
[...] 
 
Sa proseso ng pagsiyasat sa mga saloobin ng mga tauhan ng Teoriya ay 
nagawang bigyan ng matino at matalinong explorasyon ng pelikula ang 
etnograpiya ng sarili, lugar at mga damdamin sa sarili at lugar na 
humuhubog ng mga ugnayang panlipunan, na sa bandang huli ay 
nagbibigay-hugis rin sa identidad ng sarili at lugar.  Kinilatis ng pelikula ang 
mga tauhang naghahanap ng kahulugan ng kanilang mga kakulangan, o 

Paanong sisingilin ng anak ang mga pagkukulang ng ina? Paanong 
ipahihiwatig ng ina na hindi niya sadya ang kanyang mga pagkukulang sa 
anak? Paanong aalalahanin ng anak ang katiting na gunitang 
pinagsamahan nilang mag-ina? Paanong mamahalin ng ina ang anak na 
hiwalay at inihiwalay sa tinagurian niyang angkla ng buhay, ang pamilya? 
Paanong magmamahal ang ina na nawalan ng angkla sa buhay? Paanong 
tatayo sa buhay ang anak na tumiwalag sa angkla ng buhay? Paano 
sasabihin ng ina sa anak at ng anak sa ina na mahal nila ang isa't-isa sa 
gitna ng malalaking pagkukulang at malalawak na guwang ng 
pagkakatiwalag sa isa't-isa? Hinimay ng pelikulang Sana Mahalin Mo Ako 
(Regal Films, Inc.) ni Artemio Marquez ang mga tanong na ito. Kinilatis nito 
ang mga buhaghag na damdamin at natitibag subalit lagi't laging 
pinatatatag ng mga ugnayang pampamilya sa payak na sinematikong 
rendisyon ng naratibo. Inugat nito ang ontolohiya ng sarili at pamilya hindi 
lamang sa pamamagitan ng mga diyalogo, kundi higit sa naratibo ng mga 
imahe, sa teksto ng mga nagtatagpong kahulugan ng mga imahe. Sa 
proseso ng pagsisiyasat sa mga saloobin ng mag-inang Maria (Nora Aunor) 
at Catherine (Lotlot de Leon) ay nagawang bigyan ng matinong 
eksplorasyon ng pelikula ang etnograpiya ng sarili at damdaming 
humuhubog ng mga ugnayang pampamilya, na sa bandang huli ay 
nagbibigay-hugis sa identidad ng sarili. Kinilatis ng pelikula ang mga 
tauhang naghahanap ng kahulugan ng kanilang mga kakulangan, o naningil 
sa mga kakulangan, o kapwa humihingi at nagbibigay ng mga pampuno sa 
sarili at kapwa. Hahantong ang eksplorasyon ng pelikula sa mga damdamin 
ng paglisan at pananatili o ng pag-alis at pagbalik, mga engkuwentrong 
bunsod ng nayugyog na mga angkla ng relasyon. 
 
Sa kauna-unahang imahe pa lamang ay iniharap na ng Sana Mahalin Mo 
Ako ang pangunahin nitong layunin, ang tunggalian ng pag-alis, pagdating, 
pagyao, pagbabalik at higit sa lahat ng pananatili. Malalaman natin sa 
pagdaloy ng pelikula na napilitang ipaampon ni Maria ang anak nang 
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naniningil sa mga kakulangan, o kapwa humihingi at nagbibigay ng mga 
pampuno sa mga kakulangan ng sarili at kapwa.  Hahantong ang 
explorasyon ng pelikula sa mga damdaming ito sa paglalatag ng mga 
dikotomiya – at resolusyon ng dikotomiya – ng paglisan at pananatili o ng 
pag-alis at pagbalik – mga engkuwentrong bunsod ng nayuyugyog na mga 
angkla ng relasyon. 
 
Sa kauna-unahang imahe pa lamang ay iniharap na sa atin ng Teoriya ang 
pangunahin nitong tesis: ang tunggalian ng mosyon (galaw) at istasis 
(paghinto). [...] Mababasa sa unang imaheng ito ang mga idea ng pag-alis, 
pagdating, pagyao, pagbabalik at – higit sa lahat – ng pananatili.  Kasabay 
ng mga konseptong ito ay binuhay ng imaheng ito ang magkasabay na 
existence ng araw at buwan, sinasadya man ito ng pelikula o hindi. 
 
[...] 
 
Sa pangkalahatan, ang Teoriya ay explorasyon ng mga hinagpis at 
kagampan ng pananatili at pag-alis, ng mga inakalang istatiko at ng mga 
inakalang dumadaloy.  Punong-puno ang pelikula ng mga buhay, bahay, 
lugar at sariling nangungulila sa nakaraan at sa mga posibilidad ng ngayon, 
nangungulila hindi lang sa panahon kundi maging sa lugar na binubuhay o 
pinapatay ng panahon. [...] Patuloy itong hinuhubog ng mga nilalang nito, 
kahit patay na ang mga ito.  Madalas, gunita ng mga patay ang bumubuhay 
sa lugar.  
 
[...] 
 
Sa lahat ng bagay na ito, lagi’t laging may mga ispesipikong lugar ng 
interaksyon at interseksyon na tumatagos sa pagbubuo ng pagkakakilanlan 
sa sarili, sa kapwa, sa lipunan – kapwa sa loob at labas ng sarili, kapwa at 
lipunan. 

mabilanggo ang kasintahang si Ramon (Tirso Cruz III). Nabubuhay sa 
kontradiksyon ng buhay ang ginawang paninilbihan ni Maria sa pamilyang 
nag-angkla ng responsibilidad sa kanyang anak. Bubulabugin ang tahimik 
at marangyang buhay ni Catherine nang ipagtapat ni Robert (Ramon 
Christopher) ang kanyang pagkatao. Sa pangkalahatan, ang Sana Mahalin 
Mo Ako ay eksplorasyon ng mga hinagpis at kagampan ng pananatili at 
pag-alis at ng mga inakalang dumadaloy. Ang kahusayan ni Nora Aunor sa 
pagganap ay pinatutunayan ng kanyang epektibong pagpapamalas ng 
nagaganap sa kalooban ni Maria. Higit na makitid ang papel na 
ginagampanan ni Lotlot de Leon pero mariin ang bakas na naiwan ng 
kanyang pagganap. Si Tirso Cruz III bilang Ramon ay nabigyan ng 
mahaba-habang papel na nakapagpalitaw sa kanyang madamdamin ngunit 
matimping pagbibigay-buhay sa tauhan. Punung-puno ang pelikula ng mga 
buhay at sariling nagungulila sa nakaraan, sa mga posibilidad ng ngayon at 
ng pangungulila sa pagmamahal. Patuloy itong hinuhubog ng mga nilalang 
na kadalasa'y gunita lamang ng nakaraan ang bumubuhay. Sa lahat ng 
bagay na ito, lagi't laging may interaksyong tumatagos sa pagbubuo ng 
pagkakilanlan sa sarili at sa kapwa. 

 
Table J. Side-by-side comparison of Source 7: “Look After” by Patrick D. Flores 
 

Source material (Flores) Plagiarized material (Devera) 

The film may on the surface be uneventful. Thelma Manlangqui goes about 
her errands as mother and wife on a typical morning, with the banal bustle 
that attends the ritual, except that her family, with husband and two sons, is 
quite exceptional. 

On the surface, Ang Kwento Ni Mabuti (CineFilipino, Studio 5, PLDT Smart 
Foundation, Inc., Unitel Entertainment, Cinelarga Productions, 
Sampaybakod Productions And Colorista Digital) may seem uneventful. 
Mabuti de la Cruz (Nora Aunor) goes about her routine on a typical morning 
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[...] 
 
The event, therefore, ceases to be a mere element of the plot. It is an event 
that takes in a sense of the total, the totality of society inscribed in a fairly 
straightforward sequence of incidents that seems to happen in a day, in a 
singular stroke. We say this because such an everyday circumstance 
translates into a consequence of historical forces congealing to produce 
precisely an event of this nature, with contradictions of class, gender, and 
race playing out to generate exemplary pathos and profound perturbation. 
 
And this operates not merely in terms of discourse, but aesthetically as well. 
The ethnographic approach of director Brillante Mendoza intimates a 
stalking effect that threads us through the social thickness of what may 
appear to be everyday routine. [...] At this point, melodrama flirts with 
melancholy, tragedy with the realism of soap opera, an uncanny liaison that 
takes us to the most fraught of ties, the most alienating of emotions, and an 
emergent tone and terrain of affection. 

with the banal bustle that attends the ritual, except that her family, with her 
mother and four granddaughters is quite exceptional. The event therefore, 
ceases to be a mere element of the plot. It is an event that takes in a sense 
of the total, the totality of society inscribed in a fairly straightforward 
sequence of incidents that seem to happen in a singular stroke. I say this 
because such an everyday circumstance translates into a consequence of 
historical forces congealing to produce precisely an event of this nature with 
contradictions playing out to generate exemplary pathos and profound 
perturbation. This operates not merely in terms of discourse but 
aesthetically as well. The ethnographic approach of filmmaker Mes de 
Guzman intimates a stalking effect that threads us through the social 
thickness of what may appear to be everyday routine.  
 
[…] 
 
At this point, melodrama flirts with melancholy, tragedy with the realism of 
soap opera, an uncanny liaison that takes us to the most fraught of ties, the 
most alienating of emotions, and an emergent tone and terrain of affection. 

 
Table K. Side-by-side comparison of Source 9: “Driving Miss Nora” by Patrick D. Flores 
 

Source material (Flores) Plagiarized material (Devera) 

What is important is the undeniable truth that Nora delivers her most 
auspicious performance here since Bilangin ang mga Bituin sa Langit in 
1989. Granted that some of her gains were the better ones in the barren 
landscape of the period, it must be said that Nora could not speak of a 
single creditable venture in the ’90s worth her legend, notwithstanding the 
unexpected moments in Andrea, Paano Ba ang Maging Isang Ina and The 
Flor Contemplacion Story. The acting prowess of the country’s 
acknowledged Superstar would sign off during the decade, replaced by 
tired responses and mannerisms best suited to impersonation. It is here in 
Naglalayag that the actress redeems her stature and the command of her 
vast talent. The performance is shorn of affectation and is nearly flawless, 
from the subtle movement of neck and eye to respond to importuning, to the 
firm tone of an officer of the court who metes out sentences, and on to the 
catatonic wailing of a pregnant widow confronting the coffin of her soul 
mate. 

Nora Aunor delivers her most auspicious performance here since 'Merika in 
1984. Granted that some of her gains were better ones in the barren 
landscape of the period, it must be said that Aunor could not speak of a 
single creditable venture in the ’90s worth her legend, notwithstanding the 
unexpected moments in Bakit May Kahapon Pa? The acting prowess of the 
country’s acknowledged Superstar would sign off during the decade, 
replaced by tired responses and mannerisms best suited to impersonation. 
It is here in Ang Kwento Ni Mabuti that the actress redeems her stature and 
the command of her vast talent. The performance is shorn of affectation 
and is nearly flawless, from the subtle movement of neck and eye to wailing 
by her mother's death bed. 

 
Table L. Side-by-side comparison of Source 10: “The Peregrine Son” by Jaime Oscar M. Salazar 
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Source material (Salazar) Plagiarized material (Devera) 

Marked by spare dialogue and frequent silences, the movie is well-served 
by strong sequences that are vivid and picturesque without lapsing into 
gratuitous prettiness, being chiefly composed with a cool, somber palette. 
 
[...] 
 
Many scenes reveal the distance that Jimmuel covers as he moves into, out 
of, or across the frame—whether several steps or a few kilometers—
underscoring the amount of effort involved in changing position, in following 
a path, in initiating action. Recurring images of the horizon, of trees 
thrusting up into heaven, and of the sky at various times of the day all 
bolster the impression that what Jimmuel—an ineffectual, tentative man 
distressed by his quest—fervently craves is reprieve, is transcendence, 
though he also recognizes the impossibility of satisfying such a desire. 
 
Where a more conventional work might fall back on the familiar notion of 
the presumably redemptive power of a difficult journey, particularly one 
undertaken for the purpose of discharging a filial duty, the film equivocates, 
resisting facile sentimentality, and choosing to intimate rather than to 
impose meaning—a strategy fully realized in the character of Jimmuel, who 
is at once rudderless and resolute with regard to his mission. Ultimately, his 
search has less to do with the fulfillment of an obligation than with a 
confrontation with memory, which is both adhesive and solvent in the 
process of cultivating and constructing a sense of self—a confrontation, 
Teoriya suggests, that is necessarily arduous and ardently necessary. 

Marked by spare dialogue and frequent silences, Ang Kwento Ni Mabuti is 
well-served by strong sequences that are vivid and picturesque without 
lapsing into gratuitous prettiness. Many scenes reveal the distance that 
Mabuti, covers as she moves into, out of, or across the frame, whether 
several steps or a few kilometers underscoring the amount of effort involved 
in changing position, in following a path, in initiating action. 
 
[…] 
 
Where a more conventional work might fall back on the familiar notion of 
the presumably redemptive power of a difficult journey, particularly one 
undertaken for the purpose of discharging a moral duty, the film 
equivocates, resisting facile sentimentality and choosing to intimate rather 
than to impose meaning, a strategy fully realized in the character of Mabuti, 
who is at once resolute with regard to her being. Ultimately, her search has 
less to do with the fulfillment of an obligation than a confrontation with her 
inner self, which is both adhesive and solvent in the process of cultivating 
and constructing a confrontation, Ang Kwento Ni Mabuti suggests what is 
necessarily arduous and ardently necessary. 
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