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Folk Activities as (
Minority Practice:

A Post-Colonial
Response

by Alden Q. Lawzon

Much of the theoretical /critical perspective thatinform this paper are greatly
influenced by two introductory texts written by Abdul Jan Mohammed and Day id
Lloyd (in Cultural Critique 6). Though particularly dealing with minority cultures
which have suffered material and cultural deracination, their theory is expanded to
Prnbigm&tize Philippine folk activities in general as minority practice, and its practi-
tioners as minority subjects.

Folk activities /arts are “work done totally outside professional art w
done by ordinary people in the course of their erdinary lives, work seldom honett &
by those who make or use it as art at al_l. eyenlhqugh. as ofien happens, others from f
outside the community it is produced in find artistic value in it.” (Howarg ok ‘:
Art Werlds, 1982,pp. 246-247) . Becker,

orlds , work

The introductory partof th’ns_papcris an empirical research on the Bage -
weaving process. This was Hrstwljtten with little oreven nmhmreﬁfﬂlfcnﬂgﬂ a:_
spective but for mere documentation purposes as an undergraduate rEquifE‘menfr'r_
research class. Buttimes have changed,‘m_:w ideas/paradigms have been utilized 1 ora
ground specific concerns; and so for this journal the original paper has uiideris to
some revisions. To start with, this research is by no means exhaustive. e -553'5 ne
preliminary inguiry ona specificalternative tradition which, fﬂ"ﬂ‘ﬂ-‘ing Bigtia thp;}. 3
the dominant social formation smooths over as gaps and contradictions, Salv ’-'H:hﬁrq_-,.-
tion or the processes involved in, say, mat-weaving deprives anyone of mysti; estiga.
Lloyd and Mohamed states “one aspect of the struggle between hegemonic llfatmn_
minorities is the recovery and mediation of cultural practice which haveh Culture and
continue to be subjected to institutional forgetting. Thus, archival wopy i:’-"c‘_‘n and
the critical articulation of minority discourse.” (“Introduction: 7 OWard F??\SEI\lmi to
Minority Discourse,” p.8) eory of

This is the raison d’etre of this paper: an (‘I'I'EPiIiL'Hl work ground
cal discussion on minority culture. The information contained i yh.

E'd. 'l:'l‘l'l a 1'“'3:}:'?1.;-
Paper comes from
the Socratic and
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observation method inconducting the
research. He used the former {albeit
informally) to get relevant facts especially
those concerning the technical aspects of
the activity.

Basey is a Samar town approximately
40 kilometers away from the city of Tacloban
and can be reached by a bus or jeepney after
traversing the weil-known San Juanico
bridge. 1t is an agricultural town, bul it is
famous for its banig - the local term for
mats. There are two distinct activities in-
volved in the production of a Basey mat.
The first is weaving the mat itself and the
other is the embroidering. In this, there are
two prime materials used: the tikog and
buri palms (for further information on these,
see the appendix). The former is used to
weave the matand once woven the latter is

vsed to emborider it

The Weaving Preparations

The following are the operations and
preparations involved in the mat-weaving
process specifically in making the tikog us-
able.

They described the process inanalmost
step by step fashion. (At this point the
phrase “step by step” must be clarified
because this will occur in other discussions,
too. Its use is purely for academic purposes.
Although the steps existin the real activity,
the conditions are not strict.}

1. Owing to its slender size, the tikog
plant does not need cutting and division
into strips like the buri, The first step after
harvestinvolves sun-drying the sedges mod-
erately. If too much heat dries them, they
become brittle. And if this happens, weav-
ing will be difficult.

2. After drying them, the dyeing of the |

sedges starts. Weavers fill a recesptacle full
nfwater. Once thisstarts boiling, the dyeis

mixed in it, and eventually the sedges. It
must be understood that the dye used in
both the fikog sedges and buri strips are
thesame. (The dyeing process on buri will
be tackled differently.) if the dyeing is thor-
ough, then they are removed.

3. After the dyeing process, the dyed
sedgesarc exposed to the midnight dew for
one night.

4.Thefinal processinvolves the paglago:
method, which makes use of a four-inch
bamboo to polish the sedges. After doing
this, weavers make a sheaf out of them. A
sheaf contains 200 straws ( is approriate to
call the “sedges” by this term, now.)

Both steps 3 and 4 are done to prevent
brittleness on the sedges and to make them
flexible especially during the weav ing proc-
E55.

To weave a Basey mal, the ratio is 1:4,
Inother words, one mat needs four bundles
or sheaf of tikag straws. Since a bundle con-
sists of 200 straws and a mat needs four
bundles, approximately 800 straws are
needed. This matis actualiy the family size
type which has a length of 2 meters and a
width of 1.6 meters, A maximum of two and
a halt days are needed to weave this type.
However, thisis accomplished if two weavy-
ers do the job. What, then, do they do to
lessen their mat weaving days? :

Since a family size ma
bundles, the two wea versd iv:dﬁﬂ-?‘n T‘rl:;
two. Both use the two bundles on different
sides. They do this simultaneously = .ch
that they ey entually meet in the m}. d};i.;l

Basey mat- weaving is hang -woven, thus

Up of weavers mostly

women, withanage v4 nge of 15-28, weaving
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and embroidering at the same time.

The processes thathave been mentioned
appear simple and easy. But readers must
undersiand that mat-weavers themselves
face a lot of difficuties, such as scarcity of

materials, overproduction butlow demand,

and the like. These become problems pre-
cisely because mat-weaving is their source
of income.

Embroidery Preparations

Before dyeing the buri strips, there are
post-harvest preparations involved to make
them functional just like the tikog. The fol-
lowing are the steps involved in the pre-
dyeing process.

1. After harvesting the mature buri
palms, they are washed with hot water to

remove the impurities attached to them.

2. After doing step no. 1, the palms are
immersed in a receptacle full of water.
Accordingly, a * blackening effect”will re-
sult if this will not be followed.

3, Once 3/4 of the water in no. 2 has
evaporated, another washing ensures the

removal of the stains. (In step 1, not all
impurities are removed. These are removed

after the harvest,while the stains are the
result of the soaking step.)

4. Once the stains have been removed,
the palms are sun-dried for three days,
obviously to remove the excess water.

5. After three days the palms are ready
for dyeing. But if the embroiderers wish not
to dye them, it is just fine. The stepsnos. 1-
4 are done to preserve the buri palms after

the harvest.

The dyeing process has been mentioned -

in the discussion of the tikog asa materialin
the weaving process. But the process seems

easier and simpler because itonly involves
one hue. In other words, the tikog straws are
either colored red or green in toto. But
dyeing the buri strips is more delicate be-
cause ituses, ordinarily, three hues, namely:
red, yellow, and green. For both materials,
Basey mat-weavers do not prepare their
own dyes.

They justbuy from the bigger stores in
the town. These dyes are, therefore, com-
mercially made What the local stores do is
make packages of dyes (of particular hue)
and sell them through a retail basis.

In Basey, a package usually weighs 5
grams, which as of May 1990 costs fifty
cents. And this amount can dye a large
number of tikog straws and buri strips.

The Dyeing Procedure:

1. In abig container, water is boiled. As
mentioned above three hues are utilized.
The first one to be used is the color red. But
notthe whole 5 gram package, only a small
amount of itis putin the boiling water. This
will produce pink strips, I

2. If the desired number of pi i
nk strips
is enough, then, a greater amn]::mt of rfd

dyeismixedinﬂ'uewater.mu rer :
yield fuchsia strips. ddition will

3. Finally, the remainin i
: ) ; red dye is
mixed wlj:h the same water usseﬂ in 5!;]::5 1
and 2. This will produce the red strips

4. The water used in b x
then another boi Iing Et:::ﬁl? %['Eiiilf;::-l;dfﬁé
yellow dyeis used. Unlike the red dye which
was divided in varied quantities m"": il
amountof yellow dye is mixed inrt.he s
Obviously, yellow strips are produced,

5. When 4
through, they
tainer. If finis

yeing the strips in step 4 is
;re removed from the con-
ed , the water is not dis-
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carded.

Instead a small amount of green dye is
mixed in it. This process will produce strips
of yellow-green saturation.

6. As in step no. 3, the remaining green
dye is put into the water, producing green
strips.

The whole process involved indyeing

mats invitescomments especiallyonthemanner
it is being done. And if one indulges in
academism, one is surprised that this mat-
weaving practitioners know something
aboutcolor mixing similar to the ones found
in the color wheel. Of course, one is sure
that they have known this through possible
experimentation with the dyes used, and
not from art schools.

Furthermore, it is evident that after
decades of weaving and embroidering, they
have developed a keen sense of color mixing
in dyeing, especially in the buri stips.

The Process of Embroidery

Itis through the process of embroidery
that the Basey mat becomes a product of
dexterity. What then does an embroiderer
do to prepare for this activity? The
undecorated mat is laid on the floor. The
embroiderers hire or requestsomebody who
can draw a particular design on the tikog
mat. She (the use of this pronoun is more
approriate since the most number of people
engaged in this activity are women) usually
uses a big needle to insert the dyed buri
strips and a household knife to cut them.
This entails precision because a long or short
strip may alter the design. The major de-
signs that the Basey embroiderers use are:
the image of Sto. Nifo, the San Juanico
bridge, and flowers mostly of unknown ori-
gin. The use of design is, apparently, re-
gional, The image of Sto. Nifio, for instance,

is the most popular icon in the region and

the whole Visayas itself. Furthermore, most
of their mats are sold in the city whose

patron “saint” is the Sto. Nifio himself. Like-
wise, the religious ferver that pervades the
city is another significant factor. As men-
tioned, the San Juanico bridge is another
favorite design. This piece of architecture is
well-known throughout the Philippines,
especially during the Marcos regime, be-
cause it was once heralded as the longest
bridge in Asia. True enough, the bridgeisa
marveloussightand truly a triumphant sym-
bol of science and technology. On the other
hand, the San Juanicobridge is specialamong
the people of Region VIII because it con-
nects the islands of Leyte and Samar. With
this infrastructure, the business contacts be-
tween the region and other provinces from
the North were strengthened.

Another constantand recurring design
is the flower. There is difficulty inidentify-
ing the flowers because they are not in
cultivation in the country, but rather West-
grown.

This writer was surprised to find out
that the embroiderers got this design from
the front covers of high school notebooks.
Since manufacturers have stopped repro-
ducing this kind of notebooks, the embroi-
derers have preserved them through the
years. They only retrieve this when the time
to draw /weave a flower design comes.

Aside from the designs mentioned, the
matalso has motifs on the sides and near the
edges. It funtions asaborder or it contains
the design such that beyond the motifs no
dﬂlgns are embroidered. Often the motifs
are zigzag and rectilinear lines,

Thus, from these observatio
ns, ONe can
conclude that the Basey mat as folk art is

basically representational in i
s i in its mode of

Although the weavers ;

: embroider de-
signs such as those mentisned, tl':e}r also
make some §bshacﬂuns of it. For example
t;le San Juanicobridge, They abstract some
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parts lo suggesta water here, a mountain
there, project some curves to shorten the
bridge and so on.

Itis worth noting thatafter his assassi-
nation, Ninoy Aquino’s portrait became a
popular design among the the embroider-
ers. This came to being because some buyers
ardered from them his woven portrait. In
this kind of enterprise, the mat has become
a canvas for portraits not only of famous
personalities but eventually of the middle
class people themselves.

One type of portrait thatis quite unique
is that of newly-wed couples. What these
couples dois they submit their photographs
to the embroiderers for patterning. This
relationship brings to mind the portraiture
that developed in the late 19th century Ma-
nila— the miniaturismo. There are similari-
ties: for example, both are commissioned,
the subject matters come from the moneyed
class (obviously, the ilustrados were more
affluent), and both recognize the talent of
the home-grown artists. With the aforemen-
tioned innovation, scales of mats likewise

changed.

There are now small and medium sizes
of mats. In the former category, framed
mats predominate. The mats or any other
folk objects have to adapt to the changes
taking place in the society for them to sur-
vive. “As living traditions they are notstahc,
but possess a dynamism thatadapts to his-
torical change and permits their transfor-
mation in the historical process.” (Alice G.
Guillermo, Kultura: p33)

Notes On Contemporary Basey Mat-
Weaving

In previous years, especially during
the former regime, a number of programs
had been implemented which affected the
mat-weaving conditions in the town. For
example, the former government's effort

to promole mat-weaving and basket-mak-
ingasacottage industry, through itsagency
MNACIDA, had repercussions on the work-
ing relations among the weavers in the town.
(and this continues to the present) What
was it? What NACIDA was hire trainors
from the town and let them disseminate the
information and technology aboui mat-
weaving process itself. Thus, many a per-
son, mostly from the province of Leyte,
underwent training to learn the skill, “in-
stead of acquiring the knowledge through
the immersion-type found in the town,

The idea here was, precisely, to pro-
vide jobs for more people. On the other
hand, the government's thrust was {and is)
to have anabundant production of mats and
baskets for the world market. Thisis g gj -
nificant point because town-based wea -.r e:s.
responded to this development by alterin
the modes of production and F‘I‘D{Iucﬂng
relations within the town. .

A significant change that ¢
_ ook place
ﬂ_‘le_ decentralization of the mat-wea Ein;z::f
twut}:: It was no longer confined in towns
and. “barangay.” But, as mentioned, the
Basey weavers responded to this by er-.

wise decentralizing the whole
* s
the town. P

The production of tik i |
pendent process and so iggtmaéﬁf;:jndg_
'[nsteagi of weaving and emb roidering af trh
same lime, the emroiderers justh Uy woy 7
tikog mats from the weavers of Base Bﬂn
usually they buy dozens of tikog mm}}'mﬁf

nearby coastal towns. They do this beea,.
=0

2 i ﬂ’ls >
inadequate. 3 N the town i

One must remember
sell their producis to t

::;:.: -_'-ﬂ:-t 'O a larger market This is the
ase with the M2t weavers - they

resort t0 weavin
2 I]E'Caugfl 'hf“i." h

: _ 1 ave the

NECessary market In other words alt

T [ ] .
p {_SEnt. (WD EﬂE“E!HTIEEd aftlFileﬂaFE f""r"il-

that they nelonger
he town or region
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dent: emroidering and mat-weaving. Butil
does nol mean that an embroiderer does
not know how to weave a likog mat. So the
phrase “mat-weaving” (and the word
weavers,too) bears two meanings. Specifi-
cally, it means using ikog straws to weave
a mat, and the more emcompassing one
which refers to the two specialized activi-
ties. (Uinless specified, the phrase refers to
the latter in this paper.)

Which other agencies, aside from
MNACIDA, coordinate with the Basey weav-
ers?

One of the non-government organiza-
tions (NGO) that is very much involved in
the mat-weaving process is the YMCA, one
of Basey's prime buyers. What it actually
does is set a quota on mat production of a
particular weaver before the acquisition.
The YMCA buys both bare mats and deco-
rated ones. Itbuys bare mats because ithas
embroiderers employed in the company in
the city of Tacloban.

The mat-weaving process in Basey has
endured the test of time. It will undergo
changes but always determined by forces:
social, economic, cultural.

After introducing a certain folk ".adi'
tion in the form of the Basey mat-weaving,
how is it possible to construct thisand other
practices such as pottery, basketry, etcetera
as post-colonial activities and not fall back
on exoticism? But first,how can intellectuals
interpeliated by the dominantideology and
formed along its apparatuses, tra ncend their
constraints?

The text, “Introduction: Toward a
Theory of Minority Discourse,” points oul
that “an emergent theory of minority dis-
course must not merely be negative m ifs
implications.” (p.10) Butit should be posi-
tive in its theorizing and should involve "a
critical-discursive articulationof alternative
practices and values which areem bedded in

the ofiendamaged, fragmentary, hamperad
or occiuded works of minorities.” (ibid.) If
50, then, What is a minority? Who/What
qualify [for it? Is it possible to conflate
ethnic and folk cultures/activities as both
minority? How can an academic inteliectual
become a minority intellectual? Again, these
are questions that must be addressed before
proceeding to the problematization. The
other text, “Introduction: Minority Dis-
course - What is To Be Done?” critiques
Westernhumanistideologybecause this stili
continuously constructs former colonies “as
the ontolegical, political, economic and cul-
tural other.” Itargues that themanichaean
ideclogy (i.e. light vs. dark) still operates
and still seems to be the central trope of
Eurocentric colonialist/humanist discourse.
This inspite of the abolition of slavery, “the
success” of Civil Rights movement or in this
paper the institutionalization of mat-weav-
ING Process as an artistic ﬂl:l;ivit}r_

Now, how does this interpellate aca-
:Ir:ln:nr intellectuals? The text distinctively
eritiques the traditional humanistacademic
!nteilﬁ-:tual because this systemic function
‘has always been the legitimization of the
sets of discriminations which the economic
and social domination requires. ” {p. 12} This
practice is very much evident among aca-
demic intellectuals who treat/study cul-
tural products (i.e. mats) as folk objects
with beautiful patterns and motifs. This
kind of study is problematic because it fo-
cuses orl formalistic aspects (i.e. designs),
umiversalizing them instead of historicizing

and locating their existence agai
s o i
social matrix. gainst the large

The projection of an academic intellec-
tual into a minority one involves “knowing
th-‘:lt exploitation aand discrimination aie
neither the inevitable pProducts of univ ersal
h!slur:_l,rnur fationally justiable, bu', rather,
h:stnrrcf“ll developments, the mi nority intel
lectual is committed o the critique of the

structures which cont! jtimate
them.” (p.13) vue o legib
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In final terms, one becomes a minority
intellectual not on essential and natural
grounds butas Lloyd and Mohamed citing
Caren Kaplan state “becoming a2 minority is
# question of position... subject-position
thatcan only be defined in the final analysis
in “political terms.” Patrick Flores, like-
wise citing Kaplan explains, “ the idea of
positionality resists a totalizing reading of
the World and refuses the privilege of
universalizing paradigms.” ("Cracking the
Canon, Repositioning the Other: Towardsa
Reterritorialization of the Philippine Visual
Arts," Diliman Review, 1990, p. 53} Hence,
it is possibie for a white South African intel-
lectual critiguing the Western humanist
project to become & minority worker in the
same way thata male homo /heterosexual
can qualify asa feminist.

5o, after knowing that a minority intel-
lectual positions him/herself against the
totalizing universalist ideology, then how
can s/ he position folk activities such as mat-
weaving as minority practice? Lloyd and
hMohamed writing in the same text {*What
is To Be Done?”) explain that “given such a
historically sustained negation of minority
voices we must realize that minority dis-
course, is, in the firstinstance, the product
of damage, of damage more or less system-
atically inflicted or cultures produced as
minorities by the dominant culture.” (p.7)
It is, then, perfectly invalid to speak of
damaged culture asessentially inherentina
particular society. In the context of the
writings of Lloyd and Mohamed, the minor-
ity cultures are those which have experi-
enced a damage /destruction of various so-
cial formations, functional economic sys-
tems, deracinated populations.

How did this affect the cultural forma-
tions? To quote: “In lime with this material
destruction, the cultural formations, lan-
puages, the diverse modes of identity of the
‘minoritized peoples’ are irreversibly af-
fected, if not eradicated, by the effects
andtheir material deracination from the his-

torically developed social and economic
structures in berms of which alone they ‘'made
sense." " (ibid.)

One need not think hard but simply
invoke the colonialist experience of the
American-Indians, the colored peoples of
MNorth America and "Latin Americans,” and
of course the “Filipinos.” But, first, how did
the aggressor make sense out of this de-
struction? The displacement of various
mode of cultural development intoa single
line modei of historical development con-
structed the minority culture as “the under-
developed, the imperfect, the childiike or
where already deracinated by material domi-
nation - a5 inauthentic, perverse, crimi-
nal.”  And this continued even after the
colonizer had letgo of its stronghold. What
engenders this? Edward Said has a term for
this phenomenon: orientalism. Said de-
fines this complex process as * a distribu-
tion of geopolitical awareness into assthetic,
scholarly, economic, seciolagical, historical
and philological texts, it is an elaboration
notonly of a basic geopraphical distinction
{the world is made up of two unequal halves,
Orient and Occident) but also of a whole
series of “interests’ which by such meansas
scholarly discovery, philological reconstruc-
tion, psychological analysis, landscape and
sociological description; itnot only creates
but alse maintains; it is, rather than ex-
presses, cerlain will or intention to under-
stand, in some cases to control, manipulale,
even to incorporate, what is manifestiy dif-
ferent or alternative and novel world.”
{ﬂrlunlalism,l‘??ﬂ,p-ll}
In her article “Introduction: Discourses of
World-ing and Philippines Post-Colonial
Responses,” Prisceling Patajo-Legasto ex-
i:'lﬂl_l'!!'- how Orientalism constucted the
“Third World” and supported/ maintained
itseif through institutions such as foreign
service, Department of Oriental Studies/
Languages and Literature ang History, vo-
cabulary such as the use of waomen’s name
for vanquished areaswhich, following Pe-
ter Hulme, is a collusion between sexism
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and Orientalism: America from Amerigo

Vespucci,  Filipinas from King Phillip;
scholarship like conventional anthropol-

opy; doctrines exemplified by “white man's
burden,” “evangelical mission,” “benevo-

fent assimilation;” and through imagery.

Legasto writes on the latter: imagery such

as colonial postcards and Macaulay/

Conradian type novels and later-day ad-

venture literature and movies like the Indi-
ana Jones series perpetuate the "Orient”

and the “Dark Continent” and the “Pearl of
the Orient” as the virginal lands to be con-
quered; images of veiled women behind

wrought iron grills, “pintacdos,” bare bos-
omed women, inscrutable Chinese, despotic
Hindu rajahs, thick-lipped Africans, dark
deceitful Arabs, Filipino manengs and now
Filipina domestics form part of the
colonialist/and today’s white racist reper-
toire of stereotypes for non-whites. To add,
there are at present institutions that con-
tinually perpetuate the Philippines as a fes-
tive, enchanted, and exotic nation. Among
these are PAL, Department of Tourism,
Trade and Industry, and others.

The bottomline of the alorementioned
discussion is that ethnic and even folk ac-
tivities are minority practices because the
circumstances under which they evolved
underment colonialist expansion/experi-
ences. Again, to reassert but not to excuse,
this is a commonsensical notion but must
still be interrogated for this has far reachin
consequences and implications in Philippine
cultural formabion. For instance, how did
the Spanish colonialist expansionism affect
the indigenous traditions? In hissame arti-
cle Patrick Flores states:

Spanish colonfalist discourse onart, which
was mainly articulated throwgh the educational
ideological stafeapparatuses (the system of e
different public and privale schools), imposed
upon native Filipinos this particular notion of
an artworld governed by the sacrosanct tenets of
the bellas artes or the beaux arts. Philippine
visual arts from then on was to be buill around

the assumplions of @ European criferion which
considered only the academic forms of casel
painting and sculplure, rendered in a certain
“manner” topresumed be laving ortistic value
and aesthetic import, and excluded the indig-
enous traditions, say, in weaving, carving. mot
making, el celera by giving them the seconda ry,

derivative, and lowly status of crafts; indeed,
para-art. (p.55)

Thus, this colonialist experience radi-
cally altered certain cultural practices by
repressing the discourses that informed
them. Why? How? The noted French
philosopher Michel Foucaultin his discourse
theories talks about discursive fields: a par-
ticular social formation has various dis-
courses, for instance, to explain a single
phenomenocn. In the Philippine context. for
example, the Church has its awn disc m:u'-w
onfamily planning which inevitably collides
with thatofthe State. Butare these the on;

possible discourses? What about the rura};
folks’s discourse on this subject? {5 it not
valid? Foucaultisafter the nterrogation of
these. Whathappens/happened to the yari.
ous discourses that supposedly exisy in a
society? Why does one only articulate thi‘-.:
and not the other? Why valorize scientific
discourses over the intuitive ang perso
Foucault explains thatin “every soc
production of discourses is at DRCe ¢
led, selected, organized and redistribute
by a certain number of procedures Whl:l':
role is to ward off its powers and dangs ‘:
to gain mastery over its chance o o

nal?
ety the
ontrol-

% vent
Evade_ 115 ponderous, furmi{E:Ir;::_:
materiality.” (Modern Lite

1989, p.221) TRy,

sex iz the prime example)

sive/privilege right to «

(the popularity of Masoac:
: argarit

Coymis for this), proced UFE'PE- u? dlj:!rw i

rejection {fine arts ys, s1on and

tive art) and opposilion between :rfé‘r:an;:j

peaking Subjects
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talse discourse. The Spanish and, later,

American colonialist discourse triumphed

over the indigenous because, following the

Foucauldian thesis, these procedures espe-

cially the latter are institutionally sup-

ported. As he succintly putsit: “thiswill to

truth, like other systems of exclusion, rests

on an institutional support, it is both rein-

forced and renewed by whole strata of prac-

tices such as pedagogy, of course, and the

system of books, publishing, libraries,
learned societies in the past and laborato-
ries now. Butitisalso renewed, no doubt
more profoundly, by the way in which
knowledge is put to work, valorised, dis-
tributed and in a sense attributed, in 2
s o ciety . "(p.2223)
This explains, further, the continuous val-
orization of certain texts such as painting as
in oil/easel, of sculptures as in marble/
bronze, and yes, works of art in schools/
colleges of fine arts, galleries, museums.
The billboard paintings, the takas of Pacte
are not painting and sculpture respectively,
hut commaercial objects and deserve little
recognition. Itshould be stressed, however,
that minority forms/texts achieve their sta-
tus because of the overdetermination not
just by historical, but also by economic,
technological, religious forces, and by cuyl-
ture itself.

How canone position folk activities as
minority practice in conlemporary times?
Whatisits relation to the hegemonicculture
that is urban, such as Manila, Cebu, Davao.
Further, when we speak of Manila as the
center of hegemonic culture and to position
rural culture as the site of certain folk/
minority practices, what notion of culture
do we implicate here? Jim Colling, writing
in the Uncommon Cultures: PopularCulture
and Post Modernism, revaluates the notion
of culture as “no longer a unitary fixed
category, but a decentered, fragmentary as-
semblage of conflicting vowes and institu-
tions.” (p.22) Where now does this situate
essentialist aspirations of National Art/
Identity as advocated for instance by Ricarte

Puruganan in his book Folk Aet:The Thread
To National Arct ? (1933, printed by Herit-
age ArtCenter) Puruganan believes that:

Nationalart, therefore, issomething wede
not yet have, and will never have through ali
eternity if we remain complacent with Weskern
ariasisand donod gradueate fromiit, We shou!d
stir and shake ourselves  free from it o if is.
Surely we can find o way. but, we must sigrt
finding the way, and tie time is now.(p. 58)

Artists could inveloe themselves in this
sigrificanl venture inio the gore lafiy aspira-
tioms of our race, into the seqrcl for the very
substance of our being, and cur new society,
into the realization of our petional identily in
ferms of our ark. (p.39)

Example of national arts in the world are
Jovanese or Indomesian art, Moslem, A zter,
Egyptianand Hindu... (p.40)

But whatrace? Whatbeing? Whaoss iden-

tity? Of course, il is valid to call for a

contextualization of exogenous “influences,

but apparently Puruganan has this siill

convoluted notion of culture as a monolithic

empire. But, following Collins, Philippine

Culture is a differentiated and decentered
terrain just like Javanese or Hindu culture /

art. Itshould notbesingularized but rather

pluralized so thatitis possible to speak of

(Philippine) cultures: the culture of the eth-

nic peoples like the ltnegs, T'bolis, Manobos;
the urban / puepular cultures of Manila, Cebuy,
Davao and so on; the folk/rural culture of
Basey, Pacte, Pakil, Taal; the minority cul-
lL,res of the various Muslim communities
ﬂ:i‘-‘ﬁf?ed throughoutthe archipelago. But
2 rh:‘ﬂ;"ﬁ;;{iﬂlf mustagainbe interrogated
il Mt::- l;l;lll'l.i World /post-colonial
this S5 hbmic h med and Lloyd state that
B But an aspiration /project

also of white, liberal and . _ i
They write: nd conservative alike.

The semblance of plyraiism disguises the

prlft!.':h:ﬂm;ﬂ of excluzion, in so far o= §t s
FHIFFHf on th i’hDSE ﬂ'ﬂf'.ﬂ-ﬂt’f ﬂfr{-“dyﬂssfﬂjr'_

laked the values of the dom imant culture. For
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firts pluralism, ethnic or cullural difference is
merely an exolicism, an indulgence which cax
Yorelished without in any significant way,
o tfiping e individual who is securely embed-
dedd in The protective body of dominani ideology.
{ “Introduction: Toward a Theory...,” pp.9-10)

A glaring example is the T'boli’s T'nalak
fabric which is made inlo bracelels, bags,
covers, wallets, etcetera. These are ubiqui-
tous and one might think this group is pros-
perous, belying the embattled condition
this group faces right now: they are being
driven away from their ancestral lands to
give way to business ventures of multina-
tiopal corporations.

The aforementioned exposition is con-
cisely  articulated by Gayatri
spivak ina forum with American intellec-
tuals like E.D. Hirsch jr., Roger Shattuck,
and others on whatto teach American fresh-
men. Says Spivak. “I'm not arguing for the
fabrication ofa national culture or suggest-
ing that there is one. We should teach the
young American to recognize that thisisa
mul tiracial, multicultured country.” (Harp-
er's Magazine 1988, p45)  But how? On
what basis? ls tobe aware/to be tolevant of
all these differentcultures that exist in the
country and to acknowledge that differ-
ences can existenough? Spivak states:

Tolerance is a louded virtue, because you
have to have a base of power lo practice it. You
cannot ask cerlain people o tolerale "a culture
that has historically ignored them. . (p.46)

In the same vein, those advocacies for
national culture/art/identity always relate
to certain position/class/race/ gender at the
expense of shutting a lotof people /culture.
After problematizing the notion of culture
as non-monolithic entity, the category
“dominant” mustlikewise be understood
in this manner. Thus, the category “urban/
hegemonic culture” is not a single mass but
is composed of heterogenous elements: folk
practices, beliefs, superstitions which are

frequently associated with the rural/folk
cultureare likewise found in Manila, which
isconsidered the highlyurbanized /modemn-
ized area in the country. Similarly, popular
forms such as radiomelodramas, fan maga-
zines, comics, and so on which are produced
in urban centers verily exist in the country-
side.

Having been constructed as a dynamic
entity, how does the dominant culture make
sense of these folk activities ?
RaymondWilliams writes in “Dominant,
Residual, Emergent” (Marxism and Litera-
ture, 1977, Oxford University Press) pro-
poses for an amplification of the epochal
analysis on culture to include notonly the
dominant/hegemonic butlikewise variable
elements thatexist within an existent social
formation. These elements arewhat he
termed the residual and emergent which
have both alternative and oppositional char-
acter in relation to the dominant culture /
practice. William defines the residual ele-
ment as those “created in actual societies
and actual situations in the past which still
seem to have significance because they rep-
resent areas of human experience, aspira-
tion and achievement which the dominant
culture neglects, under values, opposes,
Tepresses or even cannot recognize.” (p.125)
Folk activities such as mat-weaving then are
residual elements in relation to the domi-
nantculture, although in those specific soci-
elies such as Basey, Samar such practice 15
adominantone, In other words, to position
4 particular practice/activity as either
: Srzr:.ﬂmw residual is itself overdetermined
tion, Hnﬂr:;'::ms DF Prudu;ﬁnn, {iiﬂ-”hw
Pl Retthas o WARE
ype mats ‘;Er;ng, hand-woven, organic-

; * Produced earlier than the
machine-made, Plastic/synthetic mats. But
the Eattﬂrinmntempnrar ti : “:ml . ely
consumed in urban ceny ik

e 2 ers while the former

are utihized in rureat areas. Hence they
drﬁ'mi"aml' Here, the worg g ominaie” F'-’lr'
t;;-'::i.i;ig ::ﬁtﬂ::;h?i:”v of the product in
' U5, In relation to the
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dominant culture, organic mats are residual
products, the synthetic mats, on the other
Band, though cannot yetbe considered domi-
nant in rural culture, prefigure the event.
Why? The hand-woven mats are numeri-
cally few because these are subject toavail-
ability of resources and manpower, while
the syntheticmats are mass-produced and
owned by huge corporations. This differ-
ence creates traces of imbalance and, yes,
domination. What the dominantculture does
is o exotify it, to undervalue its durability,
and to de-emphasize its erganicity. Accord-
ing to Mohamed and Lloyd,” in relations
with the dominant culture, the syncretic
movement is always assymetrical: while
members of the dominant culture rarely
feel obliged to assimilate various ethnic cul-
tures, minorities are always obliged, in or-
der to survive, lo master the hegemonic
cultures without thereby necessarily gain-
ing access to the power thatcirculates within
the dominant sector.” ("Introduction: To-
ward a Theory...,"p.9) This is particularly
true to ethnic cultures like the T'boli, as
exemplified in the preceding discussion. The
cultural products of this people abound in
say, Manila, but the distributicn is beyond
their control. The video Vanishing Earth
{1985) shows that several Visayan traders
exploit the intellec ual comprehension of
these people on matters of business and
trade such that they are forced to vend/
exchange their products -- the T'nalak fab-
ric, pongs, bracelets, musical instruments,
and others.

1s it valid to once again conilate the
struggles between ethnic and folk cultures?
Folk cultures in the Philippines tend to be
lowland, rural, communal, Christian as op-
posed to ethnic cultures which are usually
upland, animist, though still communal, The
interpellations of hegemonic ideology then
is immensely evidentin the former, though
as shown historically the latier suffered
economic, social, physical displacement. Bul
even interpellations are by no means total

and complete. The members of a certain
folk community occupy several positions in
relation to the dominant culture. As a
subject/citizen, 5/he participates in several
elections; as a Christian, s/he gives dona-
tions to the Church; but as weavers, s/he
becomes minoritized. Their becoming a
minority is overdetermined by the kind of
practice they perform, by which (economic)
class they belong, by gender (which in Basey,
for instance, is dominated by women, by
their access to the materials, by their con-
nections with other local organizations /capi-
talists, etcetera. The task of juxta posing the
twocultures—dominant/ hegemanic and re-
sidual/folk/rural—is not o create a binary
opposition, but, as Llovd and Mohamed
states, “relations of domination [which]
permeate every facet of our personal and
social Ii"l"'E'S-, as well as our literature and
culture, a critique of culture that IgNores
such relations can be, at best, a distorted
one.” ("Introduction; Mi nority Discourse,”
p.13-14) The juxtaposition is founded on
a premise that culture(s) is a site of domi-
nationand most significantly of resistance.
To view culture in this way dispels the
notion that things can remain immutahble.
Must one forever COnsign cultures /prac-
tices as “minority?” Cne can neither mys-
tify nor glorify folk culture fart as the true
national culture/art as maosy scholars are
wont to do. But one can critique relations/
structures of domination that trv to
minoritize itin order to unmask the PE:W.E-_:'

investedin them tdeologically and discur-
sively. 1

And herein lies the possibility of change.
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APPENDIX

Tikog

Seientifie name - Fimbrystilis globulosa

Local names - tikog, tayok-tayok, anahiuvan (Big.); badang -badang
{Ilk.): sud-sud{Buk.); pilokong-kabo (Mbho.};

anahvan (Sub.)

Description - The tikog plant is leafless and has branches in sev-
eral directions from the base. It is a slender zedge
which ugually grows to 1.5-3 meters high.

(irowing conditions - Propagation of tikog is by means of seeds, It
ahounds and grows best at low altitudes such
agin wel grasslands and rice paddies.

Places of Abundance- Tikog is widely distributed in the country. But it

is more sbundant in the southern part than
in the north. Further,very few people have really
cultivated it a= a major agricultural product.

Harvesting - Harvesting the mature fikog sedges almost coincides

with the reaping. In Leyte and Samar as well as in
other parts of the country, this occurs in the months of
April,May, and June.

Buri

Scientificname - Corypha elata

Local names - buri, buli, piet, busi {Tag.); silag (1lik); buli (Bis.);
buri (Waray) buri, silad (Bik); buri, buli, ebus
(Pamp.) piet, buli, silag (Pang.)

Description = The buri plant looks like 2 coconut tree. The reason
for their resemblance is that both belong to the
Palmae family. 1t reaches 30 meters (maximum) in

heightand bears fan-shaped, rounded leaves of
aboutd meters long. These leaves are used for mak-
. ingt hats, bags, mats, and sven roofs.

Growing conditions - Like the tikog plant, buri is propagated by seeds,
which have hard fibrous covering. The cover must
be broken hefore the seeds can germinate;and it
usually takes 1 or 2 years. When the seeds are
rEmﬂ"-"Hd fru m the hard cm’&r, thﬂ EEEI’.’IQ may start

to gﬂﬂlﬂﬂatﬂ w.i.t.h.i na m_‘_q“ttl_ ThE -p!:a-nt ﬂﬁw“ra
only once and dies. .

Places of Abundance - The buri plant grows i
Cebu, Bohol, Leyte, 8
areas.

Harvesting - For mat weavers and embroiderers. the buri palms
can only be ready after tepn years, :I‘hglr&a.ﬁiﬂn is
that it takes ten years for the mature trunk Lo
appear. A thirty year oid bur; plant can likewisge

- yield “tuba,” a local wine. But "tuba" extraction
can kill the ].'IIEIJL

nabundance in Quezon,
amar, and in Mindanao
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