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Doing AESTHETICS
AND THE CAse oF Magint ART

PearL E. Tan-PUunONGBAYAN

The valuation of art, far from assenting 3 subjectivist ot cliserwise arbitrary narmativiam, s
eoncerned with the teira firma of facts.
== Stefam Adorawshi

“Mﬂh;m Art” is commonly known as the painting: that can be bought gt low
shops along Mabini street aridd other party of Brmnita, Manita, The | label <3 from the strest, Mabing
where art business began 1o flourish in the 1950°, and “art,” which 70 the buyers of the products irl.
synonymous with “painking.” ].3.5.; ayse Th: paintings ate usﬂ}r‘ Esn:duccd_ anid ::-:Jr::pmd uced inquantity,
many art critics of note. cstablished artists, and wealuy ast caliezton d"m”_a Mabim Art as hack work
mediocre age, or simply fot artat all, Mevertheles, Mabini .f-_..._-{ a3 practice of Painting has Ptraistm:i
fot almost four decade: now.  Althoogh merely mentioned, i not alicgether armitted in Philippine art
history books, Mabini Art bas history distinet frem (though ror vacennecied o) whar i
comsidered “mainstream Philippine painting,” with no less than thiee genetstions of acgy
- ryetitioners! As commodity. it has become a very popuist decorstive irem. s outlers 5
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confined to the Erunta area, Practicaliy all shop-
png centers and malls in Metro-Manila today seli
Mabini Art, not 2o menton the commercial eseab-
lishinenis in outlyineg cities such a¢ Olongapo and
Anpeles,

The present puper zims to provide s more
wicquate upderstanding of the srtstic matute of
Plabini Art by employing 2 relational axiological
netietics that is based on socio-historical ot
This aesthetic method will be applised in the
following manner: {{) definition of e coatlcis
¢riteria or valvational critena detived from ac il
svaluative terms wsed by both the artiees and the
rlienes in describing Mabini Are; (2) validadon or
viufcation of the defined aesthetic criteriz. In
iddition, itis hoped that this explanatory essay will
sxpose the aesthetic and crivical fippancy mas-
izited in the derogation or condescemgion Wiin
which Mabini Arc has often been mer in the
academe and in “high society.”

T he discussion will focus on the art of the third-
genaration Mabini actiss, for itis their works which
are commonly called “wabini Art.” The third-
generation Mabini artistz are thoss who starced
painting in Ermita vatiously between the closing
years of the 1970 and the present,

A definition of terms 15 in order.

“Aesthetic criteria” and “waluational criteriz”
will be interc hangeably used to mean the definiug
- srditions of the armess/acticity ofa class of nbjecrs,
processes, or acts and the standards by which o
scales along which the artistic qualities of tuch
objects, processes, or act may be judged ot --.mke.d_.
For instance, ¢ raftsrmanship (valovarional crzenon,
w:[Ves 3¢ 3 basis for scaling degrees of coadiry of
fchicacy (artistc quality).

“Artistic qualities” ard “waluatoml gualities™
Loth refer to the perc eptible traits of actually
(% r{ial'ing OF OCCUITINg j-l.\!.'-l.-"iﬁf- artignic ﬁhj#ﬁ . pro-
- mstet, or acts whichmay be ranked along the scales

of valuational eriteria. n comtradistincnon
“aesthede coteria’ or “waloational criteria which
functon 5 shatract m::ltu:ing standard-scales,
“artiseie qualives™ oo “valuarional qualities® are the
concretely raniitchircrarsncs whichare svalo-
ated. Fou stance, “recopnizable as an artistic
qusiity exhibieed by two different paintings oy be
judget & 'mMote recogrizable” of “less recogniz-
able” relanve to each orther on the basiz of the
vilmatiomal criterion mimesis.

“Wilganon” refzee o the sk of defining the
assthetic critenia - that if, in the words of Swfin
Iorawski, "the discovery ofthe common distin-
guishing traits for 3 clas of object called works

of are ™ It iz 2 mode of 3ﬂ':_|'l.1:il"!|l' ﬁln‘iaMl to
A=sthetics 85 2 rti:f:iph:. v

"Bealuation” i taoricrad mj“dﬁﬂtur sank-
ing aElTic qualities, given the valuatigng| Criteris
Ae sach, it s property 2 onction of art exiriipmy,

The term “Mabini Azt
ro refer 1o the art of the
arhsts.

"will be uied in this
y paper
Siird-generation Mahing

Now to do the aesthenic of Mabing Ay,

In order © 2void a0 arbitrapy e .
aesthetic criteria on Mabini Arr. l?h't?:l:::lhttﬂn _uf
deriving the aesthetic criteny Kot T cut by
actualiy used in describing the il ‘a"-'ﬂr.d;
which the Mabin: a:tists sim ag gpg the e qualines
baok for ina Nabin painiting, Onsuriers

: “g pahid
tarrarg, Hmpla ng plitars; binurines

kohang-kuba o kaya'y Rﬂ[-“."-‘.t'-,g-.kﬁpﬁ :
be T GOMOSt THLERy surtr saokes; :iﬂh; C
wetculousty doae; cioge 5a
copy.) The dealec: would
whsn atked the same queg;
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21, 3 good painting, whichis what theyare looking
for, is “yung makspagpapiganda ng whanan o
dekorasyon sa dingding na babagay sa kassnghkapan,
halimbawa sa sala; yung maganda and kumbinasyon
ng kulay; yung tamang-tama ang ayos — balanse at
may pagkakatugma angnigs porma; yung madaling
maintindihan — hindi zbstrak.” (...one that could
beautify 2 house or a wall decoration that would
match the furnitvre; one that has 3 good color
combination: one that has balance and harmony;
one that is easily understood — has a readily
recopnizable subject).

Such descriptions ate evaluative in charactel
in that they are applied to ranked artistic gnalities
possessed by good Mabini paintings. Thess artistic
qualites occur in varous degrees amang Makini
sintings. They correspond to the following acs-
tfiastic criteria; workmanship, virteosity, atiracuve-
ness, time and efforc invested, imitation, and
familiarity. Thus “puiido is the highest degte: of
wm-krmmi-ﬁp; “siguradong h:gnd"‘ is a2 r-:nn:r:m
ruanifestation of virmosity; Hamang ':l_l’“F‘I_a “E
pintura,” a proofof atteactivensss, “hinutingting,
the amount of time and effort invested; "k.u]:m.'lg-
kuba," success in iritation; and “madaiing
maintindihan,” famnilianity.

Although these artistic qualities can be men-
tioned (and in [@cr, are psually mentonead) in
great spacificity, they are mostly allied rather than
separately occurring gualities.  For amstance,
“pulido," requires the "sigu‘radnﬂg“]'ng:udi”
“binntingting” wsually cccurs With the _pul:dﬂ.
“tarmang timpla ng pintmra” may 'E:cl seem indepen-
dently of the other qualities, especially in the case
of the “gbstract” paintings, but may almﬂ e
considered a reguirement of “kohang-kuha; z_n-:]
“madaling maintindihan” usually cones with
"h]hlﬂg—kuhg_“

Sirnilurly, the valuational criteria to which the
arligtic qualities rﬂpecﬂ\'ﬂ‘l’ corfespond '_mfl’ ap-
peat as discrete categories, yet upon scrutimy they
orove o be distinct yet Dﬂﬂappiﬂg assthetic

criteria. The overlap: may be seenin the following:
workmanchip and virmosity; wirteosity and imit-
tion; effort imvested, imitaton, and fmiliarity; and
so on. The workmanship of the product is largely
dependent on the degres of skill of the arusr
masterfil wielding of the Loosh greatly conuibutes
to Imitsticn; sxact imitston demands efforr and
wenaliy resnle in Boiliacdny

A more rigorous pinnivg dewn ofthe heretorore
idendlied ovedapping valuational coreria based on
the zetistic qualities conudered by the Mabin:
artists, the Mabini art dealers, and the conspmers of
Mabuai Artin describing snd judging the painitings,
teduzes the number of assthetic criteria intn four:
craflzmanship, laboriousness, visual appeal,
and convention. They constitute the basie 1es.
thetic criteria  of Mabini Art for gt least thres

resons: one, each can group together myg op more
specific artstic gualities which are closely related
without divesting thers of their Particularities: two
ag & set, the four basic  acothere ::it&:j; ;_-;,-;
accommedare all the specific artiste qualitics and
all the tpecific valuations! critariz upplied to Mabini
Art by the people involved in e producting,
distribution, and consumption;

and  three, the
consttate 2 sufficient Sasie for defim and ﬂ,:FL sl ?
mg Mabini Axt. & i

CRAFTEMANSHIP digec tlyaffec s the woik.
mamship of the pinducr, The more “pulid '_'
the work is, the hizher the degree of cragl:s :
ship is involved. In fire, Mahip artists *|.nI:im
dealets attibute being “pulide™ o the :ki{l ﬂ"'l‘:t
painter. A prear dagree of crafismanshy Hfir'=
contibute: to the atiractivensay of 2 I'E;. 1:.ﬂI
painting and iz 3 :ec-:::-':am:nmfimitaﬁun ?ITH
attzinment of faithivl fikenass, A sufficient ;‘:g:!:ﬂ
£

of crafumanzhip is likewise tequired .
Eamiliarity, explicines, of sl W] fiﬁ!:';}‘::h:h

highly valued meticulousness of the

it a sign of the time and affort iﬁm ey

artist in the work, isalso annciated writh rnf::“tht
: n-

ship becanse meticulonsias i enhane
jass e
finizh. e

=t Tmm
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LABORIOUSNESS specifically pertairs to
ihie process of painting. [t involves the amount
of fime and effort the artists invest in their
work in relation tothe envisloned finished praduct
which must be one that iz meticolovsly dore . Chis
may depand on the skill ofthe artst. Between two
artists of unequal degree of skill, less time and
effort are required of the more  skilled cne tw
sccompiish the samne task, However, when wpplied
to the individual artist regardless of the degres of
skill he or she possesses, a laborious task means
investing mote of his o1 her tme and effort in 2
patticular painting than in other paintings. Thus
laboriousness involves extea tme and efforr on
the pare of any Mabini artist whoe wishes to
produce a  demiled paintng. A painting thar
mvolved much time and effort is described as
“pinagtiyagaan,” “binusiti," or "binutingting.”
Although laboriousness is often associated with the
skill of the artist because meticulousness, the exhib-
ited characteristic of the former in  the finished
product, often comes out "pulidn." laboriousness
15 quite distinct from craftsmanship. A painting
may be meticulously done but mot “peiido” in
SO CAses,

111 cazes where “binusisi™ and “pulide™ G
together, the painting is comidered attractive.
Attractiveness 35 3 [unction of laboriousoess o
therefors contingent onthe combination of “binm 1"
and “‘pulido.” Attractiveness, which mmin valu-
stional qualities are “mmang dmpla ng prara,”
“mugandang kumbinasven ng kulay.” "balanse at
may pagkakatugrma ang mga porma,” s a dirsce
func tion of visual appeal.

VISUAL APPEAL i one of the twe maost
inclusive aesthetic criteria —the other being con-
vention — of the four basic aesthetic coitegia of
Mabini Art. It can accommodate ali the specific
valuational gualities actually applied by the people
concerned abour this a:t and all the valuatioral
criteria to which they pestain. Thus, besides having
to do with the above-mentioned valuational goali-
ties, it also invelves “madaling maiatindihan,™

kopyang-kopya,”” and “nagpapagande ng
mhanan;™ and besides time and effort invested,
workmanship, and victuosity, the other es-
thetic cniteria —-atteac iveness, familiarity, and
imitation -—cn be considered a5 functions of
viceal appeal inthat they canzll be subsumed under
1K,

it may be wortinvhile to note at this point that
craftsmanship | liboticusness, and visual appeal do
not only involve vatiors overlapping combinations
ofthe particular sesthetic criteria, bot also smpha-
size different acpects of Mabini Art. Craftsman-
ship and laboriousness parain o execution of
the work or the act cipaining, while visualappeal
has to do mainly with appreciationof the qualities
of the puintings.

Finally. CONVENTION is not only an all-
inclusive basic aesthetic criterion of Mabini Art but
the most pervative one. It appliss both o the
production: and the comrumption of the paintings,
thatis, inthe process of paintiog and in the act
of pppreciation. As s they governthe choice
of the medium, the tepertoire of fubjects and
technigues, the stvle., the modes of painting, and
the sroist's manner ﬁfﬁcquiring p.im:g tkills 4
Indeed, convention i at the core of the v
Lonept of art that operates in Mih‘iﬁi. Art. Asids
fromthiz, conventionalso determines the commer-
cial aspect of Mabini At — the distribution and
oarketing of paintings, the market value and price
vanges of paintings, the tracket trends, the business
relationship between th: painters and the dealers
ete.” However, for present parposes, | shal] d.“i
only with two of the ax spacific aestharie CEiterig
determned by convention, mmel'gr, [‘a_miﬂiﬁt’,
and imitation. | lave chosen Bmiliarity and
Lq-:qjut.u:n Jbrr.:u:e: in eddidon m being normative
cnteria of aesthetic apprecistion and evalustion
among the Mabinl artisis snd Mabing Art clients
{like the other tour aesthane criteria), they alse
define the contingmn of the modes of [:l-njnu'ng in

Mabini Art, mamely stereotypi
: . ping, reproduc-
tion, and replication ,

Ton-Punsnghayen/3)



ART STUDIES JOURNAL

Stereotyping invelve: eablishing formulas
winch ingredients are uied 3: the major elements
cithe paintings belonging to a particular class, ¢.g.,
v:ndscape. The works are not identical botare the
sarrw: in character. Only minor variations are done
1ithe particular paintings: no radical alterations are
done on the major slements. Thus kindscape
comsists of seven major clements: (1) one or moe
coconut reet on 2 tiverbank that i pirly showr
onone side of the tareground; (2) a calen river that
stretches from the foreground towards e back-
tround: (2) an islet found halfeay the dver in the
direction opposite the foreground rivarbank; {4) 2
mountain or 3 mountain range with clonds above
forming the background; (5) one or more bancas
found on the river or on the riverbank of the islet;
(6) one or more nipa hut: and trees on the islet; and
(7) 2 perzon or two mwlngﬂnlgmg;aﬂﬁ Or 3 person
tending @ banca. Variations in reproducing the
sterectyped landscaps may be doneinthe following
manner: (1) the number and diseribution of coconut
tees may be varied so lang as at least one coconut
Liee s present; {2} the river mast ﬂ]‘ﬁ'l‘j'?i ke calm,
otherwize the overall effectof the picture would be
dramnatically changed; (3) the islet must a2t b loft
aut, for the middle ground whichitmarks m?ldlbt
undefined and the :gmpn;iﬁnﬂ would be Sl.gm.ﬁ
cantly affected; (4) the shape of rl'n: mountain or
moontaing may be varied a8 long as l_t.-l"ti‘u!:]l' are seLn
(o3 alar, stretching slong the hotizon and parthv
covered by the things locared in the islet; the 2un
may may be hidden behind the mourniain v the
clouds, or, itmay be shown rising nr.m_mrﬁg,_b.zc*.h:
details of the mountain/s mustremain indistinct; (3)
the banca rnay be depicted from d:'EEhreT:t angles,
wiisther being rowed or parked on the riverta -af-;,
(&) the nipa hut and trees are found together with

o1 without other thingssuch a3 fish net, 3ome more
LoEonat trees, etc.; the mees other thanthe coconut

o113y be of various kinds, so longas their thick foliage
is emphasized so thatit would serve asian ormamen-
tal background o the nipa hut (7) the inclusion of
the human figure i -.:I-p'l:iun:tl‘. whenever present, it
it very srnall and is reduced to the basic shape of 2
frun wearing hat and e elothes of a typical

fitherman in & village®

Other sterectyped features of the landscape, in
the s=nse of standardized cnaracteristics, are color-
ing patterrs, texture, styte of represennation, and
compasition. Normally, two to four hues are used
one of which domimates the picture. The domi-
rance ofvne Dus is 1o & greatextent sffected oy the
amal gradation which covers 3 wide area in the
painfing. Textre &5 generally smooth and i
enhanced also by the madation of tomal values,
Maturalism 15 the style of tepressnntion involving
cne-point perspective, forashortening and use of
light and shade to create voleme. In tergy of
composition, symneincal balance is obtained whan
the picture plane is cut diagonally, Horizontally, it
ay be divided inro theee main pary: the fore-
ground which s marked by the bigcoconut treafs),
the middie ground which contairs the isley and the
nipa hut(s}; and the background which consiste of
the mountainfs). the sky with the clouds, and
gometim=s the jun

The above [ustration shows shat ing as
s made of painting reinfo:ces tharagh lity ofims
and structure: between the Mabini artim and H;F:
clients. Tlw ardss Hu'ﬂwmtuﬁmud of their
work and they RIR thee expectations Or
firuliar images and idews are wed which a:ma!L!T
defins the types of painings, Thu, Helcotyping 5
1 mods of painting funcoons 3 Convention ﬂrfi.:
Caweti's sanse of “::pa‘u!entl[iug] Erniliar thared
image: and cwzmngs” and ":m:t{tng} in ongni
continuity of values.'” o

The aesthetic crireria Eumiliaﬁt}. and im;j
tion operabing i riod=s L}Fp:inﬁng can be mt::
aged 15 1 _t.'cnnti:nwmhamun w2 pales: ope Ie
is that of stereotyping based on £ mﬂﬁiﬂ |
which we have already dizcuzsed, and . Dﬂf}'.
pole consisting of 2 subcontingug, be twean 2o ;i
duction and replication, with the latter o diy
ing the extreme pola, g

Rﬂpfﬂduﬂtlﬂ'ﬂ 233 mndd= L‘lf Pﬂ';:"l'.,‘i_“E

. i W
reproducing the liketss: of the ap e

Work proper

T Puneksayans
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e.g.. the picture in the painting. The saze and the
medinm may not be the same a2 those of o e model,
‘uchasa phorcgraph-reproductionofa painting, or
5 copy ol an oil painting in tinting coler, Replica-
tion, on the other hand, invelves copying exactly

ot only the artistic aspects proper but also the
sivysical aspects soch sz ths size and the mediom
werd in the model. Underlying both repro-
duction and replication is the sesthetic criterion
imitation, which iz understcod as s copy of
appearance.,

The process of reproduction wsually involves
two steps, mmely, drawing and painting. Some-
times it involves only painting, a: when practiced
by seasoned painters. Dirawing may be dope using
any one of the three methods: scaling, vsing a
pantograph, or the freehand technigue,

In :caling,, a grid iz drawn on the pictore to be
copied and the squares inirare numbered. Anathe;
grid with the same number of squares is drawn
ona bigger ground, wsually a primed canvas, and
then the squares are numbered similacly, &fe
wards the lines and forrme that BU within cach
wjuare of rhe spaller prid are copied in the
rocresponding squares in the bigger grid. The
result iz 2n enlarged copy. The “reference,” ic
the picture to be copied, is normally smaller than
the copy o be made, especially in portraitare where
flie “reference™ is msvally a 3 1/2" x 5" - photo-

TR

When using a pantograph, the picture can be
copied on various scalez withour using grids. The
pantograph is used like a compass. One of its lags
has a point which is rested on the particular figure
to be copied, while the other leg is controlied by
an adjustable scale and to it is attached the pencil
used indrawing. Itis said that copying with the aid
of a pantograph takes less affort and time,

in the feehand method, the artists rely on the
i« ucacy of their sight, their highly developed senge
of proportion and maseerfinl skill in drawing. As the

term suggests, there is no need for drawing aids.

Abfer drowing the figurss. the arhst proceeds to
paint. Thisinvolves copving the colors as closely as
possible, simulating the tmxtare ofthe "raference”
and filling in the derails.

As menticned eaclier, the drawing step may
be skipped, Thismannes olregroduction, freehand
paining, 18 even more dewanding than freehand
drawing. Because there 12 0o preliminacy derwnng
eo guide the painting, only the virtuesos can atmin
“kuhang-kuha™ using this method.

Replication s virtally the same a: reproduc-
tion, only it has the more stiingent requirement of
producing a re plics o1 an exact copy of the
“reference’’ tather thanjust a copy which may vary
in ooy of lkeness, Thus, replication  uges the
saime methods a5 those of reprodoction with the
differentiz r_:fu;iug the sime medium 2 that of the
“refetences" and producing the same size. More-
over, when producing replicas, the Mabini artists
are concsrned main'y witl: the reproduoction aspect
of replication, for the repli-ation oftheir ownwork
is just contingsnt on the availability of the same
enedium. For this reason, we do oot osed, to discnss
the processes again

In practice, only “'ons's own works™ are repli-
cated. Replication is dons only when there is 2
demmnd in the art market. “One's own work™
could be the artist”s invennon or 2 reproduction of
2 work by another ardsr, Except for the exposed
single case of Mario Casa’s: who replicated works
by other artiscs, orginal works of other artists —
whether foreign or local -= 310 not eplicated.
They are onl; reproduced. Tha reproductions
bear the sigmature of the a5 who teproduced the
work. Sometimer, in addinan to the signamre of
the Mabini actist, 3 repraduction ajsg bears the
mame of the artist whose work js copied. The
rep:cudu.' WO ale condidersd "':.;igim]" b‘f the
Mabini arast in the serze that they exec uted the
wark,

Tan-Punongbayan/ 24
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Thus far, distnctions have been made among
stareotyping, reproduction, and replication
wilich define the continuum between the poles of
familiarity and exact imitaton. The relationships
among these three modes of painting may be
wummed up thug: (1) stereotyping does not entail
sither reproducton or replicadon; however, ste-
reoryping also operates in both reproduction and
lcplitaliﬂn, p:rti:uh:l}r in the choice of “refer-
ences;" (2) replication entails reproduction, but not
vice versa; replication is a function of reproduction.

Inthe foregoing discussion, the aesthetic criteriz
of Mabini Act have been identified based on the
words the artistz and the consumers actually use in
desciibing the artstic qualities, Although these
worisas used suggest the degree of fulfillment ot the
aesthetic criteria pertaining to Mabini Art, hence
evaluative, | wonld like to emphasize that the
aesthetic criteria themselves as idenufied are not
meant to  be evaluative. If they hnd o be
'fmtingu:;ha_-,d from orther aesthatic criteria, the
distinction must only be a descriptive one, that is,
« matter of differsnce pot in any way qualifying
eicher aesthetic criteria as superior or inferior. This
“‘eliberate avoidance of honorific aesthetics in favor
ol socio-cultural justification of acsthetic criteria
makes way for a more adequate anderstanding of
Mabini Arr,

Mow to validate the aesthetic eriteria of Mabini
Are,

It has been noted it the four basic aesthetic
criteria — craftsmanship, laboriousness, visual ap-
peal, and convention — primarily have to do with
th> execution and the appreciation atpects of
painting tather than with conceptualization, [t is
the act of painting with a view t© minﬁg the 'ﬂ.hl'l:ll'k
vinally appealing when completed which prins-
tily concerns the arpst. ©On the parr of the
consumers of the paintings, they aie primarily
concerned with how the painting looles, the forms
and colors st visuel sdmuli, rather than what the
printing says or whether o not it says something at

all. In this semse we can sy that Mabini Axt
appearance-oriented rather than ides-oriented,

The aesthetic critecia are primariiy determined
by the fllowing factors: the purpose of the Mabini
artists for painting; their edecational and perrons]
background; their arritude towrards act and life is
general; the function the painting is expectad o
fulfill and for which it i also patronmized. These
factors are reinforced by the marginalized position
of the Mzbini artists in the Philippine arcwrorld.

The Mabini artists paint primarily to earn 3
living. They are concerned with producing paint-
ings that would sell. Most of them come fiom poor
fmiles and have abmined very litde schocling,
They lack background in arthistory and thecey and
are not inclined o treat are inldhcmily. Having
a very limited academic and stylistic vocabulary
and being treated 25 outsiders by the domvinan:
artweorid, they rely on their discovered or ac quired
skill in painting and catet to 2 different clientele.

Likes their clisnt, they consider painting mainly
as a decorative itern, and thut are always concerned
with making their work visually appealing. To
achieve this, labor and skill are necessary. Labor
depends only on the artiet's diligence and patience,
while skill, which iz partiva natural potential, iz alsa
partly developed. Skill 1 scquired or developed
through practical learmng: by imitating the acruzal
process ol painting and the techniques of friends snd
relatives who aleeady know how paint. Through
constant practice, victuosity may be amsined.

Because the painting: must sell, the artists mast
satisfy the taste of the customers, The -
shate certain conventional general ideas ghout
painting which are distinct Gom thase of the
members of the institutionalized attworld, ie. the
academucs, and/ar the sesthetes, and/or the ;4;.;...
nomic elite. These conventions, ideas, and expec-
tations, which determine the demand in the Mabisi
art market, are fulfiiled, reinforced, and enhanced
by means of stereotyping, reproduction, and repli-

Ton-Punonghayan/ s
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cation, which thenuelve: have becomne conven-
nionzl modes of painsing in Mabini Act.

Convention: in Mabini Arr emphasize the ex-
‘=tnal, the physical, and the practical aspects of art.
"2 both artists and clients convention dictates that
w real painting it sn oil painting, or ome thur
sinwlutes the effect of vil, thae it must be framed
when hung, and must bear an artst’s sigasiure,
These practices have been establiched for  centu-
ties all over e world and have become a very
popular idea of panting.  Externality is cloely
linked wich the visual and practical erientation of
the Mabini artist: and those who parranize their
products, A painting is seen more 33 an object
performing  the physical-aesthetic funcrion of
tecoration rather than a disembodied idea o be
contemplated upon. The making of 3 painting
could be a source ofincome and at the same time
3 source of aesthetic pleasare. It isa work-leisyre
activiry, an enjoysble means of living. This aui-
fnde  towards art iz consistent with the artist's
down-to-sarth artitude  rowards life in general,
They seem to take things lightly and see what they
can do when problems arise.  Self-development
it NOt seen as a problem, not a responsibility
religiously attend to. Perzonal recognition is nor
their primary concern but inancial success. They
do nor regard painmng as & spizitual of 2 menm)
activity, or something "noble” which they oms:
engage in to develop thei: character. A painting is
41 ordipary activity which serves =« very
practical end. The product of this activity may be
admited butis generally not regarded us something
1 venerate and proserve at all costs.

in the light of the explanation of the astistic
wasis of Mabini Art, it is worthwhile to note that
the imposition of such “high art™ zesthetic cri-
iz as origimality” and “uniqueness” on Mabini
Art is invalid. Bven such categories a3 “high art”
wnd  “popular art” which are based on a hier-
archical and honorilic sesthetics lose their

round.

The dirsct relation between uniqueness and
artistic value stems from the concept thata painting
i3 persona! expresion of an idea, cr a feeling, or
an expression of the artist. Furthermore, it is based
on the asumpton that sach person/artist ic a
umgue individuzl and chis individuality of the
painter is embodied in the painting. While this
criterion may be applicable in the comtext of
painfing-as-srrasanend ioitself, we may recall the
fullowing reasons why they are not relevant o
Mabint Art: (1) for the Mabini artist, painting 1 not
justan enjoyable sctivity (an aesthetic activity) but
faremest 2 means of living; (2) Mabini painting a:
a decorative object for i users does not reguire
eniquensss; (3) the Mabmi artist does not put
primacy on development of his/her individualiry;
(4) his/her conceptofpainring i based primarily on
the possession of skill in mxecuting 3 work rathes
than on the conceptionofan idea. Itis therefore not
surprising that signature in Mabini painting may be
real or ficritions. Sigrature in Mabini Art is more
of a convention than a ]:]'Emﬂﬂl af idﬂﬂ:lll‘lll'- The
artistis oo particalar abour :uthl:ﬂ:hip t:x:nptwhnn
4 particular sryvle, or 2 technique, or 2 charactetistic
that has been identifi=d with him/her has become

Popular in the magker.

J'r‘-l'-'}l"-:r;:imlit?" a§ an aesthedc issug raised aganst
!'thah:m Art has 1o dowith the practice of reproduc-
Hon - and replication. Imitation, which is the
:ltrftht-.!ic critetion underlying these modes of
pam-‘.!hg, s amathemia to advocares nfc-rigtimh'-'.'l’ in
I"““'I'”ﬂi:f- Not only s ap imirtion fﬂﬁild'-"d s
having a lowsr srtistic value than the criginal, the
oreuirence of 2 replica (exact copy) i slimost
lway: o threat to the owner of the origimal
Authentication of painting has become 3 practice
irache “high artworld” as 3 resultof rampant forgery
of frandnlent replicatian. Fresurmbly, there &
temethicg important in the original which makes it
mare valuable than its copy,

_th- things sccribed to the original assunge
particular importance in the case of painting: (1) its
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aeing ths fivst in che chronelogy of creation of a set
oi simiiac things; and (2) genuine authocship.

As regards the (rst, the Mabini artist does not
consider important which among the replicas or the
reproductions was made fiest, This is because all the
teplicas are done by che same Makini artist, and a3
long 25 he or she executes the work, the copy is
considered “originad.” As for the clients of Mabini
Act, they patronizs the paintings despite the many
reproductions, and in [act, they often fook for
semething similar to the painting they have seenin
a friends’s house.

The paintings of Mabini artists cannot be gues-
tioned of genuine zuthorship because ﬂ‘ﬂ:_irmu_@
not claien originality in the senss of having m.@]
rated the ideaofa IEPIrJi.IUCﬁ'Dﬂ. Iemay be recatled
tat they do not replicate (they only reproduce]
works by other artists. and in some case:, ey ?r.r
the signature of the artist whose W k they vopied
together with theirs. 1n many cases, they put only
their sipmatuie to sigaify that they execated the
Fainting. 'The Mabini argsts cannot be 3-.4‘1.15?1 of
r[.‘-;':l_'ﬂul;.qlt auﬂm::hip bps 21158, :._Ill.'E]‘f, 8 nid
ristess copy cannot be mistaken fof the origiral.
Such copy is not a replica, and rnistaking it fot an
Miginal betrays the cring’s ignorance of hb::ar
‘eatures (e.g., size, tnedium, ete.) and of facts ; ni
the ariginal for which he/sheshould be faulted, not
the Mabini artist. The consumers of Mabini Art,
on the other hand, do not expect IS find origirul
Buropean paintings in the N_lahim :hﬂ'- TT:I;
Anybody who is interssted in buying 28 )
Miasters' i certmin that it is 3 copy, oot ﬁﬂ_ﬂl!@{lm .
I face, one reason why hedshe goes to Erputa to
buy an "old masters’ i3 because he/she cannpot

afford an original!

The a=sthetic of abini Art 13 ju;riﬁ(-.d_b.jl' 13
swrn artworld. The casual dismissal of Mabini A
¢ second-rate act, of prostituted att, of I_Elﬁid'i-*l ars
Jeserving no more than 3 mention |:1I1-*h.11|p5.'-l'=: s ALt
history books reveals the acadepuc '-".‘-3“* g e Atk
of the galleties and musenms. [|F such s be

preferred  to Mabime Art, the preference gaine
validicy only on grounds of personal taste, not by
virtus of some supsrior aesthetics, Acsthetic crite-
riz are not bosorific, Thatis because doing sound
aesthetics 15 valuative, not evaluative. By zpplying
this sound aesthetic method we can show why
Mabini Act and the Mabini Artists do not deserve
the stigiaa ofcultural infenority which it/they suffer
bafore the dominant (2nd dorminsering artworld in
the Philippines.
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NOTES

! See Pearl E. Tan. Mabini Art: History,
Practice, and Aestheiics, Master's Thesis, Uni-
varaity of the Philippines, 1592, p.78.

? Axiological aesthetics deals with theories of
artistic values, The= kind of relational axiclogical-
aecthetic merthod which | employ in this paper &
socio-culrurally oriented, [t is an aesthenc meothod
that recognizes objectiviry in celativiy. For discus-
sion of variou:s axiological paradigme including
other types of relationism, see Stefan Morwski,
Inquiries into the Fundamentals of Aesthetics
(Massachussetts: The MIT Press, 1574), pp.46-57.

* tkid., p.6

“ Por a detailed discussionofthis subject, ses Tar
2pcit., pp.B3-92.

. Lhi,{_l,,rr_-. 10| 10

* llysreations taken from Tan, ibid., pp _9‘5-.4"?-
Eor more illustrations of stereotyping inMabin A,
#e: L 1@0- 106

! John Cawelti, "T he Concept of Formula in
the Study of Popula: Lirerature,"Jou roal of Popu-
lar Culture 3 (Winter 1969): 383.




