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DissoNANT NoTES oN "WORLD
Beatr Music witH A FiLipino Lit®

FLAUDETTE May V. Daruin

Iﬂ the Pebraary 20-26 1993 issue of the Philippine Daily Inquirer Duatebook, Nestor Toris
“ulled gtrantion to what Prof, Pedro Abyaham jr. refess to 25 "Werld Pupolai Mu*iE'FEHPinE." 2 term
bbby inlieagive of muoltnatonal capiral’s ability o :fa:nra: m subversion inta 3 MaInstream producy
Wiuted by this term are dissonant notes Masqueraditg a5 Rannony and cacophory disguised as PﬂlFPhﬁ“F-

How is this charade possible? Permit me 0 counz the ways '
Sirse, the signifiec “World,” More than = E;l.'-:'-gi:aphi{.a! corptract, this term s & manifestation oF the
Wi. .opelitan center’s internal dislogues, 1ts <rizss and anxiedies, cepecially when confronted with the
' vw of hitherto invisible cultures. The encounter with the Other dttcnt{-rﬂd#disruptnd the basic
prions ¢f Buro-American aesthetics, compeliing them to realize that their cultge is only one

o Ph:[:'hr!l" -_I-Fl'qf.l]"-'i ﬂEF-I.:IT:-L-l"'j'p'EI'IE fﬁﬂ.“;l’_"l' arnd DEga rji.?.mg = [EPreseT A0S in artand social practice.
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“World ' then perforns 2 double functicn - 2
crrsry v o sorance and sssimilation of the world’s
per ofw il mald-culoures, as well 35 3 hegemonic
st ape b contain these diversities ander one ull-
gizi v ingeategoery. At hed to the word “world™
i give Comstune tof univessality - no mateer how wide
we. differ and diverge, we ate imagined to be, in the
firal analysis, one and the same Word/ World,

The binary opposites along which “difference”™
i5 constructed are hrought to high welief in the
qualifier “popular.” Thouoghgrudgingly assimnilated
a5 5 “legitimate”, it occupiss 4 less privileged space
in the pantheon of artistic canonm. “Pﬂpu]st"
because not classical, high brow and avant-garde;
popular because commeicial.

“Pilipino® for its part signifies the way racial
pride hus been cornmodified and neutralized as one
among many of a plurality of ways to express und
aticulate the metacategory "Would™ and itsarmi i
exXpreszion - ““World F‘qpu]nf busic.” -EL:I-: i'.-'-'.‘:ll.':-
difference it Emﬂumggd and the valoe of the Ll
iz acknowledged as different. it is never ;dlpwmi 11-.:
fenction ina way that will challenge and dismiantls
the hegemonic metropolitn culture’s canons and
values, As Hazel Carby says in her analysis l:frlb.:l:
prezesee of Blacks and Black American Etl:d-EEl in
American universigies: “we are performing aniials
and wrapeze artists, Allowing black folks 1o play the
sideshow is mot threasening to the main event
(Carby 1990; 84)."

Such is the case with Waorld Popular Mausic, 3
fision of “authentic” Alfro-Latin strains on the one
hind, and "Western” Baro=Amerncan ele mltnl:.:. 3
the other. This is evident [or instance, 1 Paul
cimon's Geaceland, 2 vesult of s journey Lo
apartheid-racked Alrica. One reculls the ﬁcﬂlﬂﬂ.
t90, who in one phase of theit cxperimentanom,
ccllaborated with Ravi Shankar to produce a fation
of pop and Indian music. In more recent RIMES,
other worthy musicians come [© mind, otably
David Byine, formerly of Talkiog Heads and

Peter Gabriel, among others.

To complete the multicaltural sec-op, Yothu
Yindi, an Australian aboriginal group has already
earired ifs iche in the Waorld Popular Music canon,
azide of course, frorm Cugat, Mendes and the like.
This is the canon tiat World Beat Music with a
Bilipino Lilt hopes to pensirate, but not disouantle.
Az Abrabarm puts it, World Popular Music-Filipine
hopes to do for the Philippines what Xavier Cugat
and Perez Prado did for Cuba and what Villalobas,
Jobim and Sergio Mendez did for Brazil. After all,
why would Willizm Jeflerzon Clinton's New World
Order listen ro o "Gary Valenciape, when in
Detroit alone, there are thousands of Jacksons

{Inquirer 1953)2"

Waorld Popualar Music and it Filipino mutant dig
not however, anise cut of a vacunm, springing Eally
blown 30 w0 speak, fiom the forehead of contemno-
cary tirnes. Debussy and Stravinsky, 25 earty as the
wrn of the century, wete among the fist o
ineotposats some of the principles of The African
e wiat we now kuow st Clastical Music The
fascination with Africa and The African (Jlater to be
expanded rainclude the Lati-Americ an, the Asian,
the hyphenated and ail the other Others) and the
arristic vocabulacy that would arise fom thiz Gsci-
ratien, are offthoots of what Asherofi, Griffithy and
Tiftin would call 42 the Modernist “Scramble fiog
Alfrica” inthe 1850's o the 1890"%. Bven while the
domimant cultures were =ngagsd in Vielently sup-
pressing the “savage” coltires they encournitersd in
West anrd East Afiica, “rhey wers 'mperting into
Burope as loot, the revelation of snalerparive View
of the world in the ioros of Afriean masks, caryi
and jewelry - artefictv which were, for the most
part, stored wway oo the bstemenw of the nevws

museurns of ethnologyand ant leik
Gritithe and Tiffin 920 EED},"! Slogy | heroft,

The discoveey and plunder of ARica would in
EIJ-F.I'I T'I'.-E'L'L'.Rﬂl::i muknens ﬂrplﬂlﬁund erisis Whi{'h
artists like Jarry, Hovssean, Rimbaud, Artaud
Lawrence, and Picawo feit in]mgdinmw after thu:
Fist Woeld Wat, cne in which the claimg of
Eufcpc?.". art 5o universal ?3]1',;1“-}, ate questioned,
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and in which the consmucted and inperunnent
nature of “crvilization™ is exposed.

Thiz rrizis inits tacn, would form the bas: for the
rormauon of the central texts of the modernist
canor. among them Picasso’s Les Demoiselles
I¥Avignon, Lawrence’s The Rainbow, Jarry's
Ubu Roi, Contad’s Heart of Darkness, and
Stravinsky's riot-causing Rites of Spring. The
production and reproduction of this canon shows
that “the “discovery’ of Africa, ina very significant
way, became the dormnant paradigm for the self-
discovery of the twentieth century Buropean world
in all its self-contadiction, seif-doubt, and sl

destruction (Asheroft, et al: Ihid)..."

One of the stack images of Euzope's uneasy
response and unequal relationship to Aftica in
particular and to the non-Buropean woild in gen-
eral, is cut by the dying Rimbaud jouneyiog
through French Somaliland on the backs of native
bearsra, For itis theough its journey from the 1125
f Reeason to the Heart of Dackness that the dving

West found its selimage, or more appiopiaie.

negative image - the black Other o the ‘Wh:::_

Morm, the demonic opposite 0 the angels of
reason, the Dionysiac liberation force o f;h-;
Appolonian certainty of 19th century hﬂhliﬁi*f'lllﬂt
society, The formation of Western man's “Seli,”’ in
all irs decadence and instability, was seen to depend
on the existence of 3 Non-European Other and on
the other-ing of a Non-European World,

Unwittingly or not, this process of sutaring 3
splintered identity by othr-ing an Other World is
repositioned/restited in what World Popular Mu-
sic-Filipino. Putin the context of an anti-imperi-
slist populist movement, this prictice could be
traced back to Pinoy Rock of the 70', Pinoy Punk,
Pinoy Rap and Pinoy Pop of the 80's and the 50%
In the 70', Heber Bartolome unequivocally de-
:lared: "Tayo'y Mga Pinoy,” Florante barred for
car own national language in “Ako'y lsang F&my.‘“
ind Joey Smith called atrention to our OWN Nsic

n “Ang Himig Matin.”

Let i not forget Prancis Magaloma's rap-ist
admuonition to unite 2r a people in *'Mga Kababayan
Eo" and the Dawn's assertion, with a littde help
from the frish U2, that though we have our own
gendes, class and ethnic groups, we ate in the final
analysis, all in the same boat (“lisang Bangka
Tayo"). However, unlike Pinoy Rock/Rap/Pep
which derive heavily rom Afro-Latin and Bure-
American folk, pop and rock traditdons, World-
Beat-Bilipino 2ims to insert the specificity of the
“"native” or “indigenous” within a Southeast Asian
matrix. Asinwithits"Masdan Moang Kapaligitan”
and Penpen with it “Pen-pen de Barapen™ has
started s weerd 33 early ae the 70%s. Highlighted
were such populist issues az environmental degrada-
tion and the search for our nadonal identity. A
remirn to 3 more innocent, ecologically safe bygone
era was invoked tnough a fesion of Buro-Amnerican
straiz 2nd the instrapent, meladic lines and other
elemnents appropnates hom minogity groups of
Mindango, the Cordilleras and the like,

Befare it could fully exnlore the possibilities of
' exporinentitions however, Asin was Gted 1o
melr into other groups with Lolita's Nene and
Pendong's Grupong Pendong, esch moving into
other directions. Hopes for an artistic reunion js
farther irtevocably shattersd by the mutder of
Cesar Bafaces, . Meznwhite, other singers will
fater catch on: proiest movemant veterans Susan
Pemandes-Magno, Gary Gramads, Pedro Abraham's
Kontra-Gapi or Rontemporaryeag Gam elang
Pilipino, and Patateg; Jory Avalasnd his Bagong
Lunzad; Loka! Browan, 3 conglomeration of indj-
viduals from cther hands, including Lolita Carban,
Pendong Aban, i, Chikoy Pura of the Jerks
among others. '

Although, w5 Abrbam says, the eXponsnts of
World Beat-Filipins "have yet to penetrate the
consciouaness of the mar on-the-street (what by P
pems to woman-oi-the-stree?),” they have more
of less gone mhiretraam and have taken advantape
ol the perks of technology, print and broadesg
media. Kontra-Gapi ety out of the confines ofirs

—— e
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TJP horre base and frormn time o tmes invades such
showsas “Vilma!" andsuchvenvesas KuhLedemma's
Music Museum. Joey Ayala and hi; Bagong
Lumad, which came of age via the campus concert
citcuit, is now rubbing elbows with the stare of
"That's (Entermainmeny}” and the Apo Hixing
Society.

At first glance, the mainstreaming of these
croups represent s posiive development in the
Philippine music :cene. No longer relegated to
zlternative venues and ¢ hannels, the ardsts’ exporni-
mientations are now reaching a wider audience.
The dominance of American top 40' is soimchow
challenged, making us realize that there ate indeed
other universss out there aside from Detreit sod
Hollywood. Through massed gongs. dror, flutes
and similar instruments, World Beat- Filipino hopes
to foreground the Southeast Asian farthercd/en-
richad/enhanced by Western Elements.

It would however be naive to rejoice at the
popularization and .;-;.:qui.mal" musir.:ulvnr.labralan'
alone. Forsuspiciously rusingin this theteric is the
unequal power relation: between the Maml:nuhas_td
Center and i periphecies. The sncounter with
cultures other than the Non-Tagilog and Non-
Christian could be our cwn banila-based, Chris-
tiun-middle clags-heterosexual version of the
“Scramble for Africa," a scramble that du_t: rot
undo, 10 2 meaningfil way, the canter-patiphery
dichotomy operative even with our relarions tl:-r_thc
imperialising West, As the Westcolonizes satellites
by savaging and ravaging, not only theit ¢ u}n:-.::t.a but
also their economies, ours included, wes unwittingly
~slonize our own “backyards.” While the appara-
tuses of the Manila-based nation-state conftifiue i
disenfranchise and marginalize the paripheties vo-
litically and economicaily, the samc FatL O A
contindes to irnpork it ciloaral artefict. 53 loot, 1o
the Canter.,

Hlere s of the mative find their way, not oaly

in muesnme of art, anthl'ﬂplﬂﬂﬁ!r' and ﬂlhﬂﬂﬁﬂpli-j‘.
bt aleo in the homes and bodies of the elite and

middle class, and the chop: af Megamall. They find
their way oo, i sa-sull=d indipenous Art, where
the “native™ it approprisied a8 eXonc crmaments.-
tions or “palabok™ to contemporary/modern Ma-
nila-based “line ars.™

With Weald Popular Music-Pilipine, the natve
has also crepi inte Manils-besed music, spicing up
and lending exobe ai to popular music forms, and
even o e MNanocnal Anthem, as recent perior-
mance: of Lontra-Gapi will show, In describing his
latest cazsette, Abraharm would say that “the num-
bers ieatured thers attempt to pur in Filipino
Rrvoting anc bl to Bure-American foros (In-
quicer 133307 lsa't the alter-mative mere ica
on i pre-dominantly Western, Manila<centared
cake!

| thunk this is the caze, with very few EXCceptions,
if we are 1o make a brief survey of the current
alernative music scene. Tnthe process of popular-
aticn/ contempotanzanon, the "natives™ more
interse and improvisational characoets are domss-
ticated, neurralized mangled. The fluidity, the
dissonant and melismatic flourithes of 53y, 3 T'boli
chant, are tamed, whittiad s0d pruned o conform
to the lumtatons of the Western distomic scale.
Pamtag irsistr o0 bel canto harmonizations, while
Grace MNurc. die latest of the alarns tive artists, ends
up with esoteric | aftentimes tortured, overly con-
scious vocuitations maore apt for consumption in
polite drawing roce: s d ves, such yuppis havens
at Cluk Dredd (which, s of this writing, i out of
busines:}.

Ayale, wiw showed promise in his ficse two
alburs, fins Rimseli preduced sleeker versions of
“Agile" a "'J:i:-'i::qr}r-;;l-ﬂ Tao™ polished to high-
ek perfection. The dramatic micratopes and
poiyphonic texttures oi'say, the hegalong are muted
to the point of paleaes. draining its drone of its
nightful hee and vigour,

Lyniceare carried w the height ofinanity in Lokal
Brown's T hisis Mot America:™ the ervironmsntal
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iszue, so vigorous in Loliz Carbon's "Masdan ang
Kapaligirtan™ degenerates into invocations 1o
"Kalayzan," “Kasaysayan,” “Kalikasan” in Nono's
bordering-on-the-obseene Ayl Ayayay! Salidurmay,
Salidumay Diwaalay.”

The above exampls: only demonstate that
while such efforts are welcome, they must ar least
be informed with a more thoroogh knowiedgs of
what Guillermo calls as “indigenous” musical tra-
ditions. While a purist approach is untenable
Cueillsimo nonstheless orges the arrists to innovate
inaway thatwill netsacrifice these traditicns’ moze
vigorons elements. They must be able 13 srody
carefully the differences between Western and
indigencus tonality, vocalization and inttrumenta-
nons. They must be abls to understand, too, the
ileclopies ambedded wathin the Western diatenic
scale and indigenons dissonance; the bel cante M.th
its precision of tone and the chant, a highly mellif
leass and eomraunicative delivery; hanmony snd
hetetophony; the -"mtfaum-::r-::nbem:d and thr.
communal/ritual-oriented. Otherwise, _imwvanlm
and appropriation would resuit, "ot in grnehn
development and popalarization, but in sterile
commodifieation in which art and culture are
produced and packaged according to the u:tcf of
urban bourgecise patrens fof whom Western crite-
ria still prevail (Guillermo 1988 174)."

Admonighing arriss o be mote ensiuve, Ir:-
spectiul and knowledgeable about the musical
forms that thev asppropriate dots 1ot however
confront the central problem- thatofthe imbalance
of power between the “parive* on the one kaad,
and Westernized Manila- based centef o0 the other,
matched in a complex and distarbing wey by
another imbalance: the *Filipino™ music |.m. :J.I:'.I'j hwe
eonsuming world beyond the “Indigenous, where
the Pilipino sells his/her wmlll:- Tndl:hﬂ jpnrlit:ri:
cectperatngfappropriating slenced cu ,
djgml:uuy ;Ei:ﬂ? uEditic-ns negotiate the Jnum:y
[y commumality to commadity: from village to
srorid from commupicy 1o multinatonal. Al-
:cugh many traditions e still being practiced for

non-public ceremonial titnals, mest of them are
now being produced 23 products for sale at the
global market.

MNo smounrof “resesic ™ and “more authantic "
approaches, by mtives and nor-natives, will bridge
the gap hewween ons maode of production and
another; betwreen object and symbol. Por even as
the artiss go on to :dentfy the various slaments of
theindigenous, they are instted and overdetermmined
by the complex interaction of processes and modes
that the so-called indigenous undergoes. Percep-
tior: and grasp of “suthentic” characteristics are
univoidably filtered and mediated through eyes that
proceed (o recomstruct and re-image “data” the
very moment they are parceived.,

Endeavoring to rermain true o communality and
viger remains an ilienion, for these charseteristics
will necessarily be reinterpreted in various ways s
they become transformed via mass reproduction.
As they leave their cuitursl and social space, indig-
enous traditions are exiendad into icons, mastly of
class and inteliectual stamas, Freshness and “rough-
ness” ina T kol chant for nstance, are valuable not
in the way that they are viluable for 2 T hali village
and nat because aftheir sigrificance as practices per
s, but us symbols of symbols, relics of' remote past
which the West and Westermzed Filipinos lack and
want. The ephemess] i placed jn 3 cassatte:
unprovisation character i ceinterpreted a5 orna-
mentsuicn; twne color become: exctica,

Cerrxal o the problen: wo, iz the gap between
the culiure that produce: most indigenous musie;
and the coltars that buvs and colleces ir and ases it
ro promate tactal pride and the nationa) image. In
their joarrey fiom the periphery to the center, the
“pative’’ styles and formr are re-imaged and re-
imagined, in the service of the naton wehich,
ollowing Bene=dict Anderson, may in the fins!
anysis be, imagined.

This gap is smoothed over when Guillermo
declares that “our indigencus traditions belong to

Datuim/33
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the matrix of our nabanal culoece, atonce Asianand
distincdly Filipinn, from winch the revolutiomary
people's calture must coninoally deaw o bring sut
the specific natiomal «hatacter of our stuggle
(Guillermo 1983: (70"

While [ agree that we must position and deline
i cselves as Filipinos, o that we canclaio asocic-
Listerical ground" [rows which we can decertec
distmantle the imperialist's narsatives and st: 2tegles
the assertion of nationhood elidesand eludesweveral
problematiques.  In this sage of whai juneson
describes ar “The Period of Late Capitalism,” the
ration-stabe s audhocity is continually being eroded
a2 the center ﬂfFﬁm[l but remains PJ"iI"'I'.'IH] a3 a
g wntor ofspacs for the smooth flowr of t-:mr:m:d—-
ity 3 capital. The uation-state also retmains
wipertant to mans-national empites Vin so Broas it
s 2 inodel whis h offers an organizational framewotk
in which the present imbalance of power and
contral can be maintained (Hoftie 1993: 12).7

Thus, in the process of self-naming and self-
identilication, we also conveniently occlude our
insertion into the netwock of international and
mltinational control which reguiaces pote r:u:iunl-efly
distupuive and subversive impulses by mming,
identifying them through the category of race and
‘thagined nationhood, Even as we insert ourselves
az 3 “difference” within the framework, thetotic
and thematics of multiculturalism, the metropolitan
cerger is quick to arrogare for iell the ideals,
immipuless and struggles of this subversion by tanurg
cnanneling, reconsteucring and transformg thes
into comsensual  produdcts i the maatkrtplice

This bac omes punfally apparent in ot effcrtsto
mp our mark in the World Popular Music map.
As e Pibpino lilt in World Beat Music daimon-
ttiates. dizsomance, cacopheny and dishaimony are
- Cspnoned, recomstrucred and edirected along the
(i1 of harmony and unity in the mnidst of diversity.

1t is high time o us, and 2!l the ather Others o
reclaim this dissonance.
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