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Doing AESTHETICS

AND THE Case of Mabini Art

Pearl E. Tan-Punongbayan

The valuation of art. far from asserting a subjectivist or otlj«wise arbitrary nQnnarivism^_ is
concerned with the terra 5rma of fects.

— StefiSH Aiorau/ski

iVfabini Ait" is commonly known as the paintings that can be bouglu at low ptic^
shops along Mabini street and other parts of Ermita. Manila. Th^r label came from the street, Mabini
where art business began to flourish in the I9?0^s. and "ait." which to the buyers of the ptoduots is
synonymous with "painting." Because the paintings are easily produced and are reproduced in quanhtv
many art critics of note, established artists, and wealthy art ccslectors dismiss Mabini Art as hack work
mediocre art. or simply not art at all. Nevertheless. Mabini Art .as a practice of painting has persisted
for almost four decades now. Although merely mentioned, if not altogether omitted in Philippine art
history boob. Mabini Art has a history distinct from (though no.c u.icoauected to) what is generallv
considered "maimtream Philippine painting," with no less tbri ihtee generations of actively eneaoed
; ractitionets.' As commodi!:^^ it has become a very popuhi decorative item, la outlets are no longer
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confined co the Ennita area. Practkaliy all shop
ping cencerr. and malls in Metro-Manila today sell
Mabini Art, not to mention the commercial estab

lishments in outlying cities such as Oiongapo and
Angeles.

The present paper aims to provide a more
-c.icquate understanding of the artistic nature of
Mdbini Art by employing a relalional axioiogicai

that is based on socio-historical fects.*

I'his aesthetic method will be applied in the
following manner: (i) definition of vhc
criteria or valuationa! criteria derived from actuwl

evaluative terms used by both the artists and the
rliencs in describing Mabini Art; (2) validation or
]M:iificati-..')n of the defined aesthetic criteria. In
addition, it is hoped that this explanatory essay will
pxpose the aesthetic and critical flippancy mani
fested in the derogation or condescension with
which Mabini Art has often been met in the

academe and in "high society."

The discussion will focus on the art ofthe third-
gene-tacionMabini artists, for itis their works which
ate commonly called "Mabini Art." The third-
generation Mabini artisn: are diose who started
painting in Ermita variously between the closir^
years of the 1970's and the present.

A definition of terms' is in order.

"Aesthetic criteria" and "valuationa! criteria"
will be interchangeably used to mean the definmg
conditions ofthearttiess/articit^-ofaclass ofobjects.

processes, or acts and the standards by which o:
scales along which the artistic qualities of sucli
objects, processes, or acts may bejudged oi tanked.
For instance, craftsmanship (valuationa! criterion)
'-•eives as a basis tor scaling degrees oicmdity or
doiicacy (artistic quality').

"Artistic qualities" and 'Valuational qualities"
both refer to the perceptible traits of actually
existing or occurring specific artistic objects, pro-
•; esses, or acts which may be ranked aior^ the scales

of valuational criteria, 'n contradistinction to

"aesthetic criteria" or "valuationa! criteria" which

function as abstract measuring standard-scales,
"artistic qnalitios-" o: "valuarional qualities" axe the
concretely imnifcstch^rr-cteristicswhicharcevaiu-

aced. For jastance, ''r'ic.:<gnizable" as an artistic
quality exhibited by trvo diiferent paincir^ rruv be
Judged as "more iecogi:iizable" or "less recogniiv
able" relative co each other on the basis of the
v.5iuafional criterion mimesis.

"VMiuation" referr to the task of defining the
aesdietic criteria — thai is. in the words of Stefan
Morawski. "the discovery ofthe common distin
guishing traits for a class of objects called works
of it is a mode of inquiry fundamental to
Aesthetics as a disciplin.'.

"Evaluation" is c^srricted tojudgingor rank
ing artisnc qualities, gr.'ea the valuationa! criteria
As such, it is properly a function of art criticism."

The term "Mab...uyw.|, be u.ed in thi. paper
to refer to the arc o.-- tlie thitd-geoetation MalLi
artists.

Now to do the aesthetic ofMabinl Art

In order to avoid no aibitrarv
aesthetic criteria on Mabm! Art, I shah sm "'k
deriving the aesthetic niteria &om

,, j • 1 "^m the word«!actusliy used in describing the arcisti-
which the Mabini aitists aimar ►u ""
look for i,:, 0 IVUbini painting

When the Mabini artists of today are ask^H u
qirdihes must a painting possess to be "
good, invariably their answers would b
siguradong hagod o .iguradong p^hid
larnartg, timpla ng pintura; binutin«incr f
kuhang-kuha okaya^y kopyang-kom?wr
to the utmost -'f-ety: sure strokes; riehrf- ,
meticulously done; do.e resemblance
copy.) The dealers would give rhe
when atked the same n'ues'aon for

■ ^ seethe custom-
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f rs, a good painting, whichis what cheyare looidng
for, is makapagpapaganda ng lahanan o
dckorasyon sa dingdirig na babagaysa kasangkapan,
halimbawa sa sala; yung maganda and kumbinasyon

kuiay: yung tamang-tama ang ayes — balansc at
may pagkakatugma angmga porma:yungmadaling
maintindihan — hindi abstrak." (...one that could
beautify a house or a wall decoration that would
match the furniture; one that has a good color
combination; one that lias balance and harmony;
one that is easily understood -- has a readily
Incognizable subject).

criteria. The overlapsmaybeseeninthefollowing;
workmanship and virtuosity; vutuosity and imita
tion; efibrt invested, imitation, and familiarity; and
soon. The workmanship of the product is largely
dependent on the degree of skill of the artist;
mastetfulwieldingofthe brush greatly contributes
to imitation; r^^act imitauon demands effort and
usually results in fainiliario/.

Such descriptions are evaluative in character
in that they are applied to ranked artistic qualities
possessed by good Mabini paintings. These artistic
qualities occur in various degrees among Mabini
paintings. They correspond to the foilowirrg acs-
tl.ietic criteria; wotkmanshipiVirtuosityiattractive-
nsss, time and effort invested, imitation, and
femiliarity. Thus "pulido" is the highest degree of
v/orkmanship; "siguradong hagod" is a concrete
manifestation of virtuosity; "tamang timpla ng
pintura," a proofof attractiveness; "binutingting,
the amount of time and effort invested; kuhang-
kuha," success in imitation; and "madaling
maintindihan," familiarity.

Although these artistic qualities can be rnen-
tioned (and in fact, are usually mentioned) in
great specificity, they are mostly allied rather than
separately occurring qualities- For imtance,
"pulido," requires the "siguradong^ mgod;J
' binutii^ng" usually occurs with the "pulido;
"tarnang timpla ng pintura" may be seen indepen
dently of the other qualities, especially m the case
of the "abstract" paintings, but may also be
considered a requirement of "kuhang-kuha;' and
"madaling maintindihar/' usually com«s with
"kuhai^kuha."

A more rigorous pinning down ofthe heretofore
idendlicd ovevlappingvaiuational criteria based on
the ardstic qualities considered by the Mabini
artists, the Mabini art dealers, and the consumers of
Mabuii Art in describing and Judging the paintings,
reduces the number ofaesthetic criteria into foui-
craflsmamliip, laboriousaeM, appeal,
and conventioD. They constitute the basic aes-
tlietic criteria of Mabini Art for at least three
reasons: one, each can group together two or mote
specific artistic qua!iti.-s which are closely related
wichoutdivestiugthemof their r»"icularities;two
as s set, the four basic aesthetic criteria can
accommodate all tlae specific artistic qualities amd

alt the specific valuational criteria applied to MabiniArt by the people involved in ics production,
distriluhon. and consumption; and three, thev
constitutea sufficient basis for defining andexplai
ing Mabini Art. ^

Similarly, the valuational criteria to wliich the
artistic qualities respectively correspond may ap
pear as discrete categories, yet upon scrutiny they
prove to be distinct yet overlapping aesthetic

CRAFTSMANSHIP directlyafF^ctstheworfc
manship of the product. Tlie more "puiido"
the work is, the higher the. degree of crafeman-
ship is iir/oyed. In firct., Mabini artists and art
dealers arcnbute being "puUdo" to the skill h'
painter. A great degree of craftstnamhip
contributes to the etttactiveaess of a m k
painting and is a recuirement ofiniitatio ^ u
attainment of faithful likeness. A suffici
of craftsniamhip is likewise reciiirM

liighlyvaluedraeiiculousnessoftheprodurr uis a sign of the rime and effort iLS ̂ L
arhstm the work, is aboassociatedwithctafti
ship because meticulousnas i, enhanced b-» aTeT.
finish. ^ "
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LABORIOUSNBSS specifically pertains to
the process of painting. It involves the amount
of rime and effort the artists invest in their

work in relation to the envisioned finished piodacc
which must be one that is meticulouslydont-. liiis
may depend on the skill ofthe artist. Between two
artists of unequal degree of skill, less time and
effort are required of the more skilled one to
dccomplishthesame task. However,when applied
to the iiiciividual artist regardless of the degree of
skill he or she possesses, a laborious task means
investing more of his oi her time and effort in a
particular painting than in other paintings. Thus
laboriousness involves extra time and effbrt on

the part of any Mabini artist who wishes to
produce a deuiled painting. A painting that
involved much time and effbrt is described as

"pinagtiyagaan," "binusisi," or "binutingting."
Although labociousness is often associated with the
skill of tire artist because meticuiousness. the exhib

ited characteristic of the former in the finished
product. oftencomesout"puHdo,"iaboriousne8s
is quite distinct from craffsmambtp. A painting
may be meticulously done but not "pulido" in
some cases.

kopyang-kopya,'* and "nagpapaganda ng
tahanaa;'* and besides time and effbrt invested,

worlcnianshlp, and wrtuosity, the other aes-
thetif. criteria—attracdveness,fiimiliarity, and
imitation —can be considered as functions of

visual appeal in that they can all besubsumed under
it.

it may be worthrvhile to note at this point that
craftsmanship , laboticusness. and visual appeal do
not only involve vaiious ovedappir^ combinations
ofthe particular aesthetic criteria, but also empha
size diffeient aspects of Mabini Art. Craffamao-
ship and laborluusness pertain to execution of
the work or tiie act of painting, while visualappeal
has to do mainly with appreciatiooofthe qualities
of the paintings.

In cases where "binusisi** and "pulido" ocr in
together, the painting is considered attractive.
Attractiveness as a function of laborlousuosvs is
thereforftcontingeoiontheconJoinationof"binusisi"
and "pulido.'' Attractiveoess, which main valu-
ationa) qualities are "tamang timpla ng pnitura,"
'•'magandang kumbinasyon ng kulay." "baUns'^ at
may pagkakatugma ang mga porma," is a direct
function of visual appeal.

VISUAL APPEAL is one of the two most

inclusive aesthetic criteria —the other bcir^con-
vendon — ofthe four basic aesthetic criteria of
Mabini An. It can accommodate ali the specific
valuational qualities actually applied by the people
concerned about this art and all the valuational
criteria to which they pertain. Thus, besides having
to do with the above-mentioned valuational quali
ties, it also involves "madaling maintindihan,"

Pinaliy. CONVENTION is not only an all-
inclusive basic aesthetic criterionofMabiniAtlbut
the most pervasive one. It applies both to the
production and the conrumption ofthe painting,
that is, in >:he proces-s ofpaintiogand in the act
ofapj»eciatIo«. At notmstheygoverathe choice
of tiie medium, the -epercoire of subjects and
techniques, the Myle., the modes of painting, and
the artist's manner of acquiring pairn-ty^g ikills*
Indted, convention is at, the core of the very
concept of art that operates in Mabini Art. Aside
fiomthis, conventionalsodetermines thecommer-
ciai aspect of,Mabini An — the distribution and
marketing ofpaintings,. the market value and price
ranges of paintings, the market trends, the business
relationship between the painters and the dealers
etc.^ However, for present purposes. 1 shall deal
only with two of the SiX specific aesthetic criteria
determined by convention, namely, &mi!iarity
and iniitution. ! have chosen familiarity and
imitation because in addition to being normative
criteria ot aesthetic appreciation and evaluation
arnong the Mabini artists and Mabini Art clients
(like the other tour aesthetic criteria), they aho
define the continuum of the modes of painting in
Mabini Art, namely, stereotyping, reproduc
tion, and replication

tu-ftui|biygi/22
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Stereotyping involves establishing fotmulas
which ingredients are used as the major elements
cftlae paintings belonging to a particular class, e.g.,
i Midscape. The works are- not identical but are the
same in character. Only minor variations are done
-n the particular paintings: no radical alterations are
done on the major elements. Thus landscape
consists of seven major elements: (1) one or mor-e
coconut trees on a riverbank that is partly shown
on one side of the roregtound; (2) a cairn river that
stretches from the foreground towards the back
ground: (3) an islet found halfway the river in the
direction opposite the foreground riverbank; (4) a
mountain or a mountain range with clouds above
forming the background; (5) one or more
found on the river or on the riverbank of the islet;
(6) one or more inpa huts and trees on the islet; and
(7) a person or two rowing the bancasA or a person
tending a banea. Variations in reproducing the
stereotyped landscap-e may be done in the following
manner: (1) the number and distribution ofcoconut
trees may be varied so long as at least one coconut
tree is present; (2) the river must always be calm,
otherwise the overall effectofthe picture would be
dramatically changed; (3) the islet must not be left
out. for the middle ground which it marks would be
undefined and the composition would be signifi
cantly affected: (4) the shape of the mountain or
niountains may be varied as long as it/they are seen
from afar, stretching along the horizon and partly
covered by the things locared in the islet; tht sun
may may be hidden behind the mountain or the
clouds, or. it may be shown rising or setting, but..be
details ofthe mountain/s must remain indistinct; (5)
the banca may be depicted &om different angles,
whether being rowed or parked on the riverbank;
(6) the nipa hat and trees are found together with
or without other things such as a fish net,some more
c oc onut trees, etc the trees other than the coconut
may be ofvatious kinds, so long as their thickfoliage
is emphasized so that it would serve as an ornamen
tal background the nipa hut; (?) the inclusion of
the human figure is optional; whenever present, it
is very small and is reduced to the basic shape ofa
man wearing hat and the clothes of a typical

fisherman in a village.®

Other sterecr/ped features of the landscape, in
tire cense of standardized characteristics, are coior-
ing patterns, texture, style of representation, and
composition. Normally, tv;o to four hues are used
one of wiiich dominates the picture. The domi
nance ofone hue is to a greatextent effected by the
tonal gradation which covers a wide area in the
painting. Texture is generally smooth and is
enhanced also by tiie giadation of tonal values.
Naturalism is the style of representation involvir.^
one-point perspective, foreshortening and use of
light and shade to create volume. In terms of
composition, symmetrica! baianccis obtained when
the picture plane is cut diagonally. Horizontally, it
may be divided into three main parts; the fore
ground which is marked by the big coconut tree(s^-
the middle ground which contains theislet and the
nipa hat(s); and the background which conswi of
the mountain(s), the sky with the clouds, and
sometimes tlie sun.

The above iilustrationsh^wsi^mttftwotj^gj
3 mode ofpainUng reinforces sjiareability ofirnages
and structure.- between the iMabini artists and their
clients. Thei.rd5tsknowwhatafft«r:pr«:tedoftheir
work and they fulfill these expectations. Only
familiar images and ideas are used which actualiv
define the types cfp-aimings. Thus, stereotypine as
a mode of painting functions as convention also in
Caweiiib sense, ol-kepi-esent(ing) ferniliar sh«ed
images and meanings" and "'assertCing) an oncoinc
continuity of values."' ® ^

The aesthetic criteria tamiiiarity and im'ta
tion operating as modes of painting can be enli
aged as a continuum.between two poles; one JC
is that ot stereotyping based on familial
which we have already discussed, and the oth
pole consisting ofa subccntinuum between ren
duction and replicwdon. with the latter occLv'
ing the extreme pci.e.

R»producticn 3, a mod: ot parting i-avolvo-
reptoducing llK of the a,, work propot'

ISII-WMIIgtajH/JJ
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e.g., the picture in the painting. The iize and the rerm suggests, there is no need for drawing aids,
medium may nor be the same as those of the model.
:uchasa phorcgrapb-reproductionofa painting, or After drawing the figures, the artist proceeds tc
a copy of an oil painting in tinting color. Replica- paint. Tliis involves copying the colors as closely as
tlon, on t.he other hand, involves copying exactly possible, simulatir^ the texture ofthe "reference."
• or only the artistic aspects proper but also the and filling in the details,
phyiiical aspects such as the size and the medium
used in the model. Underlying botla repro- As mentioned earlier, tlic drawing step may
duction and replication is the aesthetic criterion be skipped. Thismannei orreproduction, freehand
imitation, which is understood as a copy of painring. is even more demanding than fteehand
appearance. drawing. Because there is ira preliminary drawing

to guide the painung, Oiilv the virtuosos can attain
The process of reproduction usually irr/olves "kuhang-kuha" using this method,

two steps, namely, drawing and painting. Some
times it involves only painting, as when practiced Rfiplicadonu virtually the same as reproduc-
by seasoned painters. Drawing may be done using tion, only it has the mote stric^nt requirement of
any one of the three methods; scaling, using a producing a replica ot an exact copy of the
pantograph, or the freehand technique. "reference"r<ithet thanjjstatopy whichmayvary

in terms of likeness. Thus, replicatioo uses the
In scaling, a grid is drawn on the picture to be same methods as those of reproduction with the

copied and the squares in It are numbered. Another differentia of using the. s'-ime medium as thatofthe
grid, with the same number of squares is drawn "reference" and pioducins the same size. More-
on a bigger ground, usually a primed canvas, and ovc-r. when producing replicas, the Mabini artists
then the squares are numbered similarly. Afrei- are concerned main'ywith the reproduction aspect
wards the lines and forms that tall within each ofreplication.forthereplication oftheirownwork
square of the smaller grid are copied in the
corresponding squares in the bigger grid. Tfie
result 13 an enlarged copy. The "reference," i.e.,
tlie picture to be copied, is normally smaller than
the copy co be made, especially in portraiture where
tlje "reference" is usually a 3 1/2" x 5" - photo-
grapfa.

"When using a pantograph, the picture can be
copied on various scales without using grids. The

is just contingent on the availability of the same
medium. For this reason, we do not need to discuss
the processes again.

In practice, only "onc'.s own works" are repli
cated. Replicatio.n is done only when there is a
demand in the art market. "One's own work"
could be tiie artist's invention or a reproduction of
a work by another artist, Except for the exposed
single case ofMariopantcgnph med like a compass. One of iu legs by "other at tist^Trig^rr"

an adjusuble scale and to it is attached the penc.l beat the signature ofthe^rist^h^reZdlced to
used in drawing. Itis said thatcopymgwithtne aid work. Somccim.=^^ in , reproduced the
of a panmgraph takes less effort and time. tire Mabini artist, a tepmrcrion alsoTaTs'to

name of the artist wboae work is coni^d The
in the freehand method, the artists rely on the reprodu.-.tions ace considered "orieim " bv \Z

••icaacacyoftheir sight, their highly developed sense Mabini artists in the sense that thev execuZ rhe
of proportion and masterful skill in drawing. As the work.

Tai-niHHayii/M
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Thus far, distinctions have been made among al). In this seme we can say thatMabini Art is
slfirootyping, reproduction, and replication appearance-oriented rather than idea-oriented,
wiiich define the continuum between the poles of
ftmiliarity and exact imitation. The relationships The aesthetic criteria ace primarily determined
among these three modes of painting may be by the followingfactors: the purpose oftheMabini
summed up thus: (1) stereotypi:^ does not entail artists for painting: their educational and personal
cither reproduction or replication: however, sto- baci^round: their attitude towards art and life in
reotyping also operates in both reproduction and general; the function the painting is expected to
replication, particularly in the choice of "refer- fulfill and for which it is also patronized. These
ences;" (2) replicationentaiis reproduction, but not factors are reinforced by the marginalized position
viceversa; replication is a funccionofreproduction, of the Mabini artists in the Philippine artworld.

Intheforegoingdiscussion.theaesthetic criteria The Mabini artists paint primarily to earn a
ofMabini Art have been identified based on the living. They are concerned with producing paint-
words the artists and the consumers actually use in ings that would sell. Most ofthem come fiom poor
desciibing the artistic qualities. Although these families and have obtained very little schooling,
w-ords as used suggestthe degree offuifillmeritofthe They lack background in art history and theory and
aesthetic criteria pertaining to Mabini Ait, hence ate not inclined to treat art intellectually. Having
evaluative, I would like to cmphusize tliac the a very limited academic and stylistic vocabulary
aesthetic criteria themselves as identified are not and being treated as outsiders by the dominant
meant to be evaluative. If tliey had to be artworld, they rely on their discovered or acquired
distingui.shed from other aesthetic criteria, the skill in painting :ind catet to a different clientele,
distinction must only be a descriptive one, that is.
u matter of difference not in any way qualifying Like their clients, they consider painting mainly
either aesthetic criteria as superior or inferior. This as a decorative item, and thus are always concerned
deliberate avoidance ofhonotific aesthetics in favor with making their work visually appealing. To
of socio-culturai justification of aesthetic criteria achieve this, labor and skill are necessary'. Labor
makes way for a more adequate understanding of depends only on the artist s diligence and patience,
Mabini Att. while skill,whichispartiyanaturalpotential,isalso

partly developed. Skill is acquired or developed
Now to validate the aesthetic criteria ofMabini through practical iearnmg: by imitating the actual

Art. process oi'painting and the techniques offriends and
relatives who already know how to paint. Through

It has been noted that the four basic aesthetic constant practice, vLctuosity may be attained,
criteria — craftsmanship, labotiousness, visual ap
peal, and convention — primarily ^ Because the paintings must sell, the artists must
the execution and the appraciatioo aspects of satisfy the taste of the customers. The customers
painting rather than with conceptualization. share certain conventional general ideas about
the act of painting with a view to seeing the work painting which ate distinct from those of the
visually appealing when completed which prima- members ofthe institutionalized ariworld. i,e., the
riiy concerns the artist. On the part of die academics, and/or the aesthetes, and/or the eco-
comutners of the paintings, they'iie primarily nomic elite. These conventions, ideas, and expec-
concerned with how the painting looks, the forms tatiom, which determine the demand in the Mabini
and colors as visual stimuli, rather than what die art market, are fulfilled, reinforced, and enhanced
pt inting says or whether or not it says something at by means of stereotyping, reproduction, and repli-

Tfti-piuiimra/25
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cation, which themselves have become conven

tional modes of painting in Mabini Art.

- .r

The direct relation between uniqueness and
artistic value stems from the concept that a painting
is a personal exptession of an idea, cr a feeling, or
an expression ofthe artist. Furthermore, it is based
on the assumption that each person/artist is a
unique individual and this individuality of the
painter is embodied in the painting. While this
criterion may be applicable in the context of
painring-as-art as an end in itself, we may recall the
following reasons why they are not relevant to
Mabini Art; (1) for theMabini artist, painting is not
just an enjoyable activity (an aesthetic activity) but
foremost a means of living; (2) Mabini painting as
a decorative object for its users does not require

Conventions in Mabini Art emphasize the ex-
•"'•-mal, the physical, and the practical aspects ofart.
o both artists and clients convention dictates that

:i real painting is an oil painting, or one that
simulates the effect of oil, that it must be framed
when hung, and must bear an artist's signature.
These practices have been established for centu
ries all over the world and have become a very
popular idea of painting. Externality is closely
linked with the visual and practical orientation of
the Mabini artists and those who Datronize th^ir , . . >
products. A painting ,s seen more as an object P) fi'' does not p«
petfoinring the physical-aesthetic function of P"™=y ™ development of hrs/her .ndiv.doal.ty;
decoration rather than a disembodied idea to be W pnmany on
contemplated upon. The making of a painting executing a work rather
could bea source ofincome and at the same time '^^^i^ontheconceptionofanidea. Itistherelorenot
a  source of aesthetic pleasure. It is a work-leisure tha^ signature inivlabini pamtingmay be
activity, an enjoyable meam oflivir^. This atti- fictitious. Signature in Mabini Art is more
tilde towards art is consistent with the artist's ^ convention than a signifier of identity. The
down-to-earth attitude towards life in general, ^^'^^^isnotpaiticularaboufauthoishipexccptwhen
They seem to take things lightly and see what they ^ Particular style, or a technique, or a characteristic
can do when problems arise. Self-development been identified wth him/her has become
is not seen as a problem, not a responsibility to P°puiar in the market,
religiously attend to. Personal recognition is not
their primary concern but financial success. They
do not regard painting as a spiritual or a mental
activity, or something "noble" which they must
engage in to develop their character. A painting is
an ordinary activity which serves :: veiy
practical end. The product of this activity- may be
admired but is

Originality" as an aesthetic issue raised against
Mabini Art has to do with the practice of reproduc
tion and replication. Imitation, which is the
aesthetic criterion underlying these modes of
puinong. IS anathema to advocates oforiginality in

„  . . . , , Pointing, ivjoc only jj arj imitation regarded asjenerally not tegatdod tometb.ng hav.ng . lowor artisti
to Venerate and

c value than the original, the
prosotve at all costs. occurrence of a replica (exact copy) is almost

always a threat to the owner of the original.
In the light of the explanation of the artistic . of painting has become a practice

basis ofMabini Art, ir is worthwhile to note that ^"S^"^^^^'^^"^^"3saresultoframpant forgery
the imposition of such "high art" aesthetic cri- ftaudulent replication. Presumably, there is
ECita as "originality" and "uniqueness" on Mabini original which makes it
Arc is invalid. Even such categories as "high art" "^tire valuable than its copy.
••.md "popular arc" which are based on a hier
archical and honorific aesthetics lose their Two things ascribed to the original assume
ground. particular importance in the case of painting: (1) its
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i)eing fh'; fust in che chronology of crearjon ofa set
similar things; and (2) genuine authorship.of

As regards the first, the Mabini artist does not
consider important which among the replicas or the
reproductions v/as made first. This is because all the
replicas are done by the same Mabini artist, and as
long as he or she executes the work, the copy is
considered "origiriid." As for the clients ofMabini
Art, they patronize the paintings despite the many
reproductions, and in fact, they often look for
something similar to the painting they have seen in
a friends's house.

preferred to Mabini Art, the preference gains
validity only on grounds of personal taste, not by

virtue ofsome superior aesthetics. Aesthetic crite
ria are not honorific. That is because doing sourrd
aesthetics is valuative, not evaluative. By applying
this sound aesthetic method we can show why
Mabini Act and the Mabini Artists do not deserve

the stigrna ofcultural inferiodty which it/they suffer
before ihe dotnimnt (and Jomineerir^ artworld in
the Philippines.

The paintings of Mabini artists cannot be ques
tioned of genuine authorship because the artists do
not claim originality in the sense of having origi
nated the ideaofareproduction. Itmayberecallcd
tirac they do not replicate (they only reptodu>-e)
works by other artists, and in some case.,, they pn.
the signature of the artist whose wo,k they copied
together with theirs. In many cases, they put only
their signature to signify that tiaey executed me
painting. T he Mabini artist.^ cannot be accused of
fraudQlent auchorrhip because, surely, an o
masce:£^' copy cannot be mistaken for the origirjal.
Such copy is not a replica, and mistaking it for an
-'■nginai betrays the critic's ignorance o asifeatures (e.g.. siz-i, medium,etc.) ando
the originalfor whichhe/sheshould be ^
the Mabini artist. The consumers of Mabini Art,
on the other hand, do not expect to find on^ru
European paintings in the Mabini Art "
Anybody who is interested in buying an
masters" is certain that ;t is a copy, not an original.
In fact, one reason why he/she goes to brmita to
buy an "old masCJrs" is because he/she cannot
afford an original!

The a«thetic of Mabini Ait i, Justified by .«
ow.n artworld. The casual dismissal of Mabini Au

second-rate art. or prostituted art. or
deserving no more tJian a mentioij in Philipp^in- art
history books reveals the academic bias fu; -iit-,
of the galleries and museums, h such iiitJ be
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NOTES

' See Pearl E. Tan, Mabini Art: History,

Practice, and Aesthetics, Master's Thesis, Uni
versity of the Philippines, 1992, p.78.

^ Ajcioiogical aesthetics deals witli theories of
artistic values. The kind' of relational axiological-
aesthetic method which I employ in this paper is
socio-cuiturally oriented. It is an aesthetic method
that recognizes objectiviryin relativity. For discus
sion of various a>dologicai paradigms including
other types of relationism, see Stefan Motawski,
Ictquiries Into the Fundamentals ofAesthetics
(Massachussettsr The MIT Press, 1974), pp.46-57.

^ 'bid., p.6

* For a detailed discussion of this subject, ie« T in,
9pcit.. pp.83-92.

ibid..|)D.ll!P^119

^ lilusriations taken from Tan. lizii, pp
For more illustrations ofstereotypinginMabini Art,
see pp.lflO-106.

' John Cawelti, "The Concept of Formula in
tne Study ofPopuiai Literature,"JoumalofPopu-
lar Culture 3 (Winter 1969): 385.
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