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NoTEs ON SomE FOOTNOTES REGARDING
ART PuBLics AND CLASSIFICATION
Or ARrTs IN THE PHILIPPINES

PEARL E. TAN - PUNGCNMNGBAYAN

T'nalak wall hanging for sale at P300.00.
Galeria Filipina, U.P. Shopping Center,
Diliman, Quezon City.

. T'nalak ikat warp process documented in
Thelma Newman, Contemporary Southeast
Asian Arts and Crafts, New York, Crown
Publishers, Inc., 1977, pp. 90-94; featured a
decade later in the videotape "The Vanishing
Earth.”

. T'nalak hand bag, belly bag, purse, cap , key
holder, folder, ete. for sale in moblle tiangge
and souvenir shops in Metro-Manila,

. T'nalak cloth*as a "Philippine Ethnic Visual
Art® in Tuklas Sining video documentary
recently produced by the Cultural Center of
the Philippines (CCP), and scripted by David
Barradas.

. T'nalak as one of the Philippine ancestral
weaves- Marian Fastor-Roces, 1991,

H

. Joey Ayala at ang Bagong Lumad, Edru
Abraham at ang Konfra-Gapi, et. 2l - frem
campus performances to guesting in TV
variety shows.

. Raymond Red’s “"Bayani* and “Sakay" shown
in SM cinemas

. Pavarotti held concert at the Philippine

international Convention Center (PICC)
Flenary Hail; no "uncivilized reactions” toward
sudden postponent of concert to March 21;
mammoth crowd watched its lve telecast on
2 giant screen in the open space behind the
PICC building.

. Komiks exhibit by Art Studies 185 students

at the Faculty Center Gallery 2, U.P. Diliman,
7-11 Marcn 1934,

. Santi Bose exhibits “Marginalized

Merchandige” at the CCR

. Exhibit of stories and illustrations by Araceli

Dans Lee at thae CCP. 14 December 1993 -
3 January 1524,

. Japanese Film Festiva: at the U.F. Fiim

Center, February 14-18, 1954,

. Mabinl Art s © unvanted in SM Anwalk, still

in demand in Pistang Pilipino and other
Ermita ar. shops

1]

. AAP (Art Asscciation of the Philippines)

Annual Competition: Mobil At Awards: Aris
Biennials of Venice, Sao Paulo and Paris;
Gawad CCP; Mational Artist Award, Shell
Mational Students At Competition; Metrobank
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MNational Painting Competition; Thirteen
Artists Award;

. Republic Act No. 4165 (4 August 1964), an

act creating the National Commission on
Culture, Republic Act No. 7356 (22 July
1991), the "law creating the National
Commission for Culture and the Arts.”

. No space for tribal arts, pre-colonial arts, film,

billboard, komiks, Mabini Art, Senakulo, PETA
productions, "folk dances,” and many other
Philippine arts in At Phiiopines (1992). Juan
1. Gatbonton, one of its editors, notes: °...
that is what Art Philippines is -- the
collaborative work of the country's finest art
historians and critics, each focusing on one
aspect of the topic.” Purita Kalaw-Ledesma,
founder of AAP, declares: "Their book gives
us a panorama of Philippine At unavailable
from any museum. With its illustrations,
elegant design and engaging text, Art
Philippines is the definitive book on Philippine
Art in our time.” (underscore supplied).

. Some artists donated work to the Mational

Museum, according to director Gabriel S.
Casal in his foreword to the catatogue of the
National Museum Visual Arts Collection,
1991,

. President Ramos overruled the MTRCEB

{Movie and Television Review and
Classification Board). Schindler's List was
shown without cuts.

. Mational Media Production Center (now

Philippine Information Agency); MsEllaneous;
PEP Talk; Travel Time; Tatak Pilipino.

. NACIDA; Design Center of the Philippines;

Department of Trade and Industry;
Department of Tourism; Department of
Education, Culture and Sports.

. Anita Celdran revitalized Bila Pottery in the

Mountain Province and Elena Mirano the
Subli in Batangas; Diwa: Buhay, Ritwal at
Sining - a permanent exhibit at the CCP
Museo ng Kalinangang Piliping.

The first section reminds us of a familiar
conversation: “The question is,” said Alice, "whether
you can make words mean so many different
things * “The guestion is," said Humpty Dumpty,
“which is to be masier -- that's all.” Whoever is
right between the two, a crucial question no doubt,
is, nowever, not so much our immediate concem
as how the analogy applies.

T'nalak, a T'boli textile, has been regarded
differently by the T'nalak publics — as aesthetic
object in itself so that it is used as a wall hanging,
or a material which can have extra-aesthetic
practical functions in our daily urban living so that
it is fashioned into or used as enhancing element
in @ sundry of objects; as cultural heritage hailed
as a source of national pride so that the process of
production must be preserved; or as object of study
in art and culture with the emphasis on the
indigenous.

As aesthetic object and potentially
transformable material, T'nalak has easily lent itself
to fashionable everyday objects "proudly Philippine
made.” Its immediate public, the dealers of "crafts "
are usually not its ultimate users; T'nalak becomes
useful to them as they dispose of it {o the buying
public. The significance of T'nalak to business
people is ownership of its exchange value. The
actual use of T'nalak objects rests on the customers,
or the eventual owners of the objects.

As traditional weave or researcher's object
of study, one aim is to document the process of
production of the T'nalak as faithfully as possible.
The various particular aims of the scholars® work
bespeak of their individual political awareness and
positions regarding cultural phenomena and
activities, Quite independent of aims and claims
of writers who deal with the T'nalak, the quantity of
publications on the subject or its sheer publicity,
however, has made a place for it in establishments,
academic and otherwize. Thus its popularity
nowadays, Wittinghy or unwittingly, therefore, writers
on traditional subjects can at the same time become
popularizers of what they regard as traditional. The
boundarnies of the “traditional® and the “popular,”
have become fluid, and/for perhaps, blurred.

The sites of contact with the T'nalak vary;
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from stores to books to videotapes; from classroons
and museums to offices, cars, closets, and human
bodies. The various encounters with the T'nalak
happen among different publics owing to different
interests, or to the same public on different
occasions depending on one's "need” or concem
at the moment. Uses and contexts spell the
differences in the "meanings” or significance of the
T'nalak, and the publics determine the uses and
contexts in this case.

Going back to Alice and Humpty Dumpty,
the case of our T'nalak answers Alice's question
(or doubt) in the positive. The various publics do
attach different "meanings” to the word "T'nalak’
according to the various uses of the object T'nalak
to them. The assertion of Humpty Dumpty is
ancther question, and a weightier one at that, for
two reasons: first, arbitrary assignment of “meaning”
to a word, i.e., according to one's whims, which
can be practised as often as one likes is different
from assignment of "meanings” to a word according
to the uses of the object called by that word:
secondly, though "which is to be master - that's all”
may sound whimsical, such "arbitrary” assignment
of *meanings™ may involve ethical and ideological
dimensicns. To test whether the latier applies to
our T'nalak requires assessment of the relation
between the multiple “meanings" of the T'nalak and
the positions and relative influences of the givers
of meanings in society, that is, the socio-political
statuses of the vanous publics of the T'nalak.

We have caught merely a glimpse of the
ideclogical significance of words and things in the
case of the T'nalak and its publics. We will attempt
to loliow this problem more closely inthe suceeding
sections, using, however, a more general subject,
art publice and classification of arts in the
Philippines. The ethical dimension, e.g., questions
pertaining to moral correctness will not be the focus
af our discussion as it entails a separate inquiry

beyond the scope of this paper.
I

Let us talk about art venues. Art venues
are not just places where things and happenings
are shown and watched., Baoth arist and audience
are conscious of the reputation of venues:
academic and non-commercial, commercial and for

—

ligrit entertainment, commercial and for serious
entertainment; for intellectual elite only; for social
but not necessarily intellectual elite; for the
eccentric; for the nch, for the poor, or for the middle
class, and so on. An arl venue's reputation may
also consist in various compinations of the above-
mentioned characteristics.

There may not be fixed determinants of the
character of 2 particular venue. But among those
that tend to become defining factors are; geographic
lecation or the vicinity of the venues,its physical
design, technology, and the kind of audience who
frequent tne place.

The Faculty Center Gellery and the U.P
Film Center which are located inside the State
University are academic venues, Majority of the
viewing public who frequent the places are students
and teachers. Artworks that are shown in these
venues are expected to have intellectual substance
somehow.

The Phillppine International Convention
Center is located inside the Cultural Center of the
Philippines Complex. The plushiness of both the
PICC and the CCP is adapted to the rich andfor
famous, and looks uninviting to those lacking in
"soclal graces.” The rich and famous are not
necesearily intellectuals, however.

SM Cinemas and SM Artwalk are located
in commercial establishments, specifically, inside
SM malls. The gquantity and wide assoftment of
people who visit these malls any day of the week,
and especially on weekends, define the optimum
accessibility of these venues to anybody. The SM
Artwalk, though located on the fourth floor of the
building which is a iess frequented area compared
with the lower storeys, hardly exerts an exclusive
atmosphere.

Pistang Pilipino is in the tourist belt and
redlight district of Ermita, Manila. Besides tourists
and balikbayans, its customers are ordinary citizens
who can afford the relatively low-priced Mabini
paintings it sells.

Finally, television as a venue is one of the
most accessible because it is found right in our
very homes. It is not restricted to a single location

=
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The particular TV show which is used 3as venue
hag its more or less steady sudience. Thus,
“Vilmal,” a musical variety show caters lo the fans
of Wilma Jantos and other local mzss entertainman;i
audiences. Whoever uses {ni= show as vanue
gains access to its established audience, it 15
particularly the paining of such iarge audiances at
aone time which industrial technoiugy has made
possible. Indeed, television as & product of moZem
technology boeasts an audience cn a globs! soew

The art venues do not only have their mong
or less steady respective ant publics, What they
showy giso influences our classification of the arts,
or how we are going to regard a particular an form,
For instance, the staging of the very expensive
Pavarotii concert at the PICC Plenary Hall 2nd the
setting up of the giant screen outside did not only
define the "high society” art public inside the hall
from the middle class “high art® public who must
remain outside; it also reinforced the hierarchical
classification of art into "high arit” or "fine art” and
‘popular art” or "mass entertainment.” Live opera
is considered an instance of “"high art® which is
believed to be for the “civilized.” Mote what the
journalists wrote regarding the reaction of the
prospective audience of the concert towards its
sudden postponement: "no uncivilized reactions.”
On the other hand, the middle clags avdience had
to content themselves with projections on the glant
screen, while the rest of the masses had to catch a
TV replay of the "Tres Tenores,” featuring Pavarotti
also, Jose Carreras, and Placido Domingo or a later
data if they care to have a taste of "high culire”
Here ancther aesthetic bias is sustained, that i
live performance being better than screen showing,
just like stage plays are generally regardzd as
hawving a higher aesthetic value than movies. Being
“high art” had also been equated again with tha
market value of the concert. What with the
exarbitant prices of tickets the socic-economic elite
virtually claimed exclusive privilege to this "high art®
-concert.

Similarly, "art films™ are frequently shown at
the U.P. Film Center, a2 haven of both filmmakers
and moviegoing public who cannot reconcile art and
commerce, and who wish to preserve the “integrity”
of art against the lures and threats of
"commercialization.” This reminds us of the
marginalization of the "Mabini Art" in Ermita wiich

s penerally considered by the Philippine artworld
as "commercialized.” Thus, while by its location
e SM Amwaik 2ims at a wader public and at more
worous salss of artworss, it 3till refuses to sell
“Mathi Ar” and maintains an image of displaying
and housing only “noncommercialized” and "high
art”

Exnhiniting guite a cfierent attitude {owards
staivs quo o Philippine rausic but betraying a
similar essumption of an honorific aesthetic,
alternnile2 music.ans’ Josy Ayala at ang Bagong
Lumad 2.7 Edru Abraham at ang Kontra-Gapi
attcmpi 1o penetrate the "popular music™ industry
by performing at poouiar commercial venues like
TV musical variety shows rather than confining
themselves to campus performances. With their
brand of indigenized music, their mainstreaming
efforis contribute to redefining the "popular” and
the “indigenous” and the relations between the two.
The assumplion, of course, is indigenized popular
music is better than the dominantly Western
popular music in the Philippines. The showing of
Raymaond Red's two full-length
"noncommercialized” filme in commercial
moviehouses indicates a similar endeavor in the
field of cinema in the Philippines.

Against the Renaissance-rocted sharp
distinction batween “nre 2rt” and “applied art” and
its attendant cult of the ortigt es genius which was
carried ove: unti! the 1950's abroad 25 manifested
in the prevailing costampt for “popular cutture” and
for “mass culture” 3t that time (see the writings of
Dwight Macdonald, for instance), some quarters in
the Philippine artworid seem to have recently
expreseer dissent. Both Arceli Dans Lee and Santl
Rose usad tne CCF galleries, which are established
venues of “fine arts," for their exhibits of book
itustrations and folk technology-installations
respectively, Cwing a great deal to the kind of venue
that the CCP is, their exhibitions in effect tried to
glevate the status of the “popular” and the "folk” to
gain equal footing with the "fine”. The attempts can
be considered progressive and yet dnuhle—edqad.
For in the act of trying to remave the biases against
the "popular” and the “folk” the still dominant system
of hierarchial aesthetic values attached to the
different categories of art and imbedded in the types
of art venues is at the same time reinforced.
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However, if such & lexime usage of venusa
witri regard tc the (ypes of shows would be
consistently pracilsed, all in good time the hithero
established classilication of the 2/ts would possibly
ne longer hold, or if it still does, the biases against
gy kinds of art would =t least be eliminated. The
Facoully Center Gelisry in U.P Diliman proves to be
mee- liberating n this ragard. Being an academic
verts 1 oaccommodates a very wide range of
malenai: for exi bition, e, all kinds of arl. The
highly flexible vezps of thiz venue prevents it from
becoming = reinforcer of assthetic prejudices;
instead, its acadzmic reputa.on lends its viewing
rublic an educationsl orientat'on towards the show.
3= v the case of the Kamie sxhibit put up by a
group of Art Studies students. If this exhibit were
put up at the CCP by an established artist, it coula
have seemed like a condescending act of
legitimizing komiks as an art form, i.e., seaking an
art status for korniks. At the Faculty Center Galiery,
however, student exhibitors of komiks need not
assume a defensive stance. What is brought to light
is the nature of the cultural product and art that is
komilkes.

Besides vcos of art and cultural products,
contexts of encounter with them, and venues of
sites of contact, there are other mediating factors
between art and s publics entered in our selected
“footnotes” at the start of this paper art contests
and awards, publicity, personages, institutions,
establishments, and Republic Acts creating
commissions for culture and the aris. They may
be regarded as constituents of a system called art
world, which has great bearing on the relative
statuses of artiste, artworks, and artforms or types
of art. The relative degrees of influence of these
constituents depend on their attributes which may
be ane or an interplay of the following factors: power,
image, aggressiveness, social status, and
academic credibility or authority.

Among art contests, for instance, the Shell
art compatition is open to students only, presumably
those who intend to make art practice a profession
but have yet to shed their coccons. The Matrobank
Mational FPainting Competition specifies in its rules
and reguiations that it is open to Filipino painters
18 to 35 years of age who have not previously held

one-person exhibits. . acts like an initiating body
who conlers official recognition on the winners of
the contest and grants generous financial rewards
which could serve as capital in their “rite of passage”
(i.e., their first one-person show) into the art
establishment A Best Entry or first prize winner in
a Metrobank competition is automatically
disgualiiied in its succeeding contests.

If the Ketrobank Art Competition sponsors
baptic=n of painters into the Philippine artworld, the
Thirteen Artisis Award acts iike confirmation of
yvoung arisis in the mainstream. [nitiated by
Roberto Cnabst in 197C when he was still curator
of the CC2 the awardess who are chosen biennially
by a screening commitiee are supposed to hold a
closely coordinated but self-determined show at the
CCP  The show must not be commercially oriented
since each of the awardees is given a cash grant
ior this particular project. Though according to
Chabet “the succeeding shows were marked by bad
choices " the opportunity to express one's ideas at
a mainstream art venue unimpeded by
compromises is sufficient to place the awardees in
an entrenched position in the “legitimate” artworld.

Ancther prestigious prize to aspire for is that
granted by the AAP. Since the first AAP Annual
Competition in 1948, the contest had been open
to members of the Art Association of the Philippines
only, until it was changed to members and non-
members alike. People behind the AAP art contest
pride themselves on being arbiters in art in that
this "traditional” practice of holding an art contest
played a significant role in the aristic careers of
our National Artists. Participants in this competition
include amateurs as well as established artists.
Winners of past AAP contests are not discouraged
from joining the competition again; in fact, regular
participation is a traclice among many a member
of the AAP. Consistent winning of prizes in the AAP
competition is a sure way of eaming for oneself a
secure, respectable, and even influential position
in the Philippine artworld,

Nominees to the Mobil Awards are
seasoned and esiablished artists. To be an awardes
means outstanding achievement among
contemporaries. The level of recognition is higher
than an AAF award or any other art contest's prizes.
It is like being dubbed as the cream of the crop

9
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Ancther prestigious acknowledgement of
cne's artistic achiavement is (0 be chosen as
representative to the arl piennials of Venice, Sao
~aulo and Paris. It somewhat defines the reputation
o the recipient of tha grant as one of internationa!
caliber,

The Gawad CCP is bestowed upon an artist
ar 2n indmadual in recognition of hisfher distinction,
cadication, and achievement in a particular field of
cuitural or artistic endeaveor. It is suppos:ad to seal
the recipiert's authorily on a particular aspect of
Philippine art and culiure.

Finally, the Mations! Arist Award is the
highesl award a Filipino artist can aspire for. it
signifies lifetime achievement and contribution to
Philippine art and culture. It is sometimes awarded
posihumously. To obtain this award within one's
lifetima is ta enjoy the reputation of having achieved
the pinnacle of success in the art profession

Besides the nature and reputation of the ar;
contest or award, the constitution of the board of
judges and screening commitees in these art
contesis and awards is a crucial determinant of the
ariworld statuses attained by the winners and
awardees since the former have a direct hanc in
choosing the recipients of the prizes crawards,
There are instances when a paitem in the winning
entries can be discerned. Personal preferences,
biases and interests on the part of the judges
cannot be easily ruled out sometimes, Since the
credibility of the contest or award cepends greatly
on the competence and integrity of tha judges or
the award-giving body, publicity of thew crier- for
selection of winners and awardees is important on
the part of the art public who wishes to gain &n
honest appraigal of the results of the jucging.

Winning entries and products of awardees
may also influence the trends in artmaking in
virying degrees depending on the newly acquired
status of the awardee. Another factor which is
sffected by the artist’s status in the artworld is the
market value of his/her work. Needless to say, the
price range of an artist's products rises according
to hisfher ascending status in the artworld.

This status consciousness within the
Philippine artworld can be felt also in almost every

artist’s wish to be documented or publicized. It
might be surprising at firsi why artists, especially
those of less importance, suddenly were eager to
donats work to the National Museum, which lacks
adequate facilitizs, anyway. Surely, to be
documented in the catalogue of the MNational
Museum Vigual A1 Collection is more important
for posterity purposes and perhaps, for projecting
an image of nztichal imporiance at least in the
future. The Natiara! Mussum and the Cultural
Center of the Phiicpnes are nstitutions which are
rejatively s~fluential in the field of art and culture
by vitue of Jovernmant’s suppont, their image of
being nationsl establ snments, and more recently,
becauvzz of their representation in the National
Cemmiszion for Culture and the Arts. Most people
equate them with the national freasure house of
our cuiturai resources and the center of activity of
art and caiture in the Philippines, respectively.

Another case wherein such concern for
status and publicity was strongly felt was the
publication of Ant Philippines (Gatbonton, et.al.,
eds, 1992) which drew derisive remarks from artists
who were either overlogked or barely mentioned.
There is real cause for concern, however, on
account of Purita Kalaw-Ledesma's endorsement
of the book which says thai the book gives us a
pancrama cf Philippine Art and that it is the
defintive book oo Pailipoine Art in our time, In this
regard, to be exlv“=d fom the book would be
tantamount o bewwd nenexistent, or at most, to
being an inconsacueraz! arist who deserves no
R MO,

This 2dings uc w ancther point: visibility in
the an scene and puctcity by an authority or by a
saif-slyled authorty 3z tools for legitimation and
meinsireaming, and the concomitant
marginalizziion of certain art forms, cultural
practices and practitioners, and artists and their
artworks. Mot only does Art Philippines exclude so
many different atforms and artmaking activities in
the Philippines {(e.g., all those being done during
the pre-colonial period) and thus render them
virtually nonexistent, even the distribution of artistic
significance among the extremely limited topics it
covers is lopsided. The book which is claimed to
be a pancrama of Philippine art is restricted to the
visual arts and devotes only one chapter to
sculpture out of the eight. The rest are mostly on

10
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painting, with the exception of "Alternative
Tendencies™ which is about performance ar and
happening written by Cesare Syjuco, a
performance artist himself. This imphes that what
is represented as Philipping Art is only the so-called
“art proper,” or those that have been placed in the
limelight by members of the Philippine artworld
whose seat is in Metro-Manila. This further
foregrounding of the so-called "art proper” or fine
arts” at the expense of all the other kinds of art in
places outside Metro Manila does not only confirm
the privileged status of the *fine arts" but is also an
assertion of the writers’ and especially the editors'
leqitimizing power

VWhere and how members of the arworld
derive their legitimizing power is, of sourse, another
question. Some acquire it by earning a
considerable degree of intellectual credibillty or
expertise on particular matters pertaining to art and
culture. Others profess authority and try to hide
their inadequacy. Mot to overiogk are the social
climbers, socialites, and politicians who have
successfully carved out their niches In the artworld
By virtue of their charm andfor public relations,

Indeed, a careful and authentic
representation of our cutture requires more than a
“collaborative work™ of personages in the artworld
who did not even bother to at least consult
representativas of the vanous groups of people each
of whem contributes to a whole gamut of cultures.
With a self-constituting artworld not exactly devoid
of mediogre critics and writers, the artistic value of
an artiet's works should not be equated with his/
her artworld status. VWhat the artist's status in the
art world actually determines Is the commercial
value of his/her work. As suggested earlier, artworld
status also plays a significant role in setting up and/
or relnforcing particular assthetic standards. It Is
not a rare case where regardless of the aristic
value of an artist's work, i.e., whether meritorious
or not, he/she is able to set a trend In art by virtue
of his/her status in the artworld.

it follows that careful and competent cultural
researchers should be granted a stronger voice and
a greater space in our artworld in order to maximize
knowledge of our arts and systematize Its
development along suitable and rightful directions.
For instance, efforts should be made so that

important studies  such as the "Subli® by Elena
Mirano and the "Bila Pottery” by Anita Celdran
could safely reach (i.e., without losing their spirit
along the way) various publics, especiaily those
who directly participate in charing the course of
our arts, The permanant exhibit of arte and rituals
at the Museo ng Kalinangang Pilipine, & venue
with a rather limited audience, may not be an
altogether vain attempt, but surely such dynamic
processes must not be made to look like dressed-
up foesilzed hertage? Perhaps the CCP staff could
supplement it with somathing that uses 2 dynamic
audip-visual medium like the ona that they used in
the Tuklas Sining series, that Is, If they must stick
to static mueeum as venue and exhibition as
medium. Such dissemination of information about
processual aspects of culture Indeed requires &
conslderable amount of rethinking If the mode of
delivery must not be an Impediment In
approximating the subject.

While it iz important to remember that the
venue can be part of the medium as In the case of
the museum, and the medium can serve as the
venue as In the case of the television, we must
also coneider the fact that they are pan of a network
that Is subject to government Intervention, or
control, for that matter, depending on the political
climate,

The government machinery as regarde
culture end the arts involves among others the
National Commizssion for Culture and the Aris
(MCCA), various departments such as those of
tourism, education, culture and sports, and trade
and industry, various agencies, television programs
and other mass media, and [nstitutional
Infrastructures. The extent of Ite powers and
functions includes leglsiation, administrative
management, planning and financing, budgeting,
Implementation of programs, training of parsonnel,
diesemination of Information, education,
coordination of varlous cultural agencies, and
mediation In cultural conflicts.

In the Republic Act No. 7358, for instance,
we note some of the functions of the NCCA: to
formulate and Iimplement policies for the
development of culture and the arts, to coordinate
the implementation of programs of affiliated
agencies;, and to administer the National
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=ncowment Fund for Cultture snd tha At (== T8
which give grants for lhe cevalopmor! snd
cgzamination of Philioping cutura and the aijs
Sazides giving financial assiala oz such &s e
subsigies ana artist funds, it s &v Dancoied o
gxternd reccgnition of artishic screvainanl through
gwargds grastc and serdces o desanving arlisls
anc cultural grovos

Among s fauncen commssioners ang e
unasmsas oretaries of the Cepartment of Tounsm ana
the Deparirant of Educaiion, Cutyre, and Shons,
tne directer of the Cullurai Center of the Philippines.
the grravtor of the iNational Museum, and the head
of tre Subcommission on Cultural Communilies
ang Traditional Arts. The NCCA aiso advises the
presizent on matters pertaining to culture and the
arle, prepares budget and submits it 10 the
Fresident for inclusion in the annua: Ganeraj
Aporopriation Act, and receives funding om the
Fhilipping Amusemant and Gaming Corporation
(FAGCOR), the Philippinge Tourism Authonty, and
coverrment corpoarations, among others.

Based on this information alone, wa cen oe
sure that the NOCA can and does exerl variou
forms and degrees of infitence, direcily or
indirectly, on our system of classification of the ans,
¢ii the directions of the deveiopmeni of our ars,
and on the exposure of the vanous publcs to them,
Though it is an independent agensy and a body
distinct trom the artworld becavse of its close
affiiation to the government, it has a wider range
of power than the inner circle of ihe artworld, e.g.,
critics curstors, collectors, gallery owners, el al
HAowever, it can also exert influence on the artworkd
bacause some of the commissioners are main
raricipants in the artworld.

Another case which shows government as
an intervening factor in art development is the
Institutionalization of some “lraditional ans® under
the supervision of vanous estabiishments. This has
caused significant changes in forms and meanings
of the “traditional arts ~ Whether they are positiva
or negaive changes depend on the personnel in
chargs. Tne National Cottage Industry
Developrnent Authority (NMACIDA) and the Design
Center of the Philippines of the Marcos
administration gave the so-calied “folk an® and the
“ethnic at” a new developmental context which
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=1 3 corlEm hos been camried over to the
snd s been espanded 2nd sometimes

e fanghinkin ang sariling atin® may
= verousv fell in our export iIndustry of “native
=oorils, it the mainstreaming of the "indigenous”
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by =rsrnative” arhists, not to mention the promaotion
of "fols crfturas” _Lnder the auspices of the
Cepanmeant of Toarism and by privately owned TV
mepaines, From the ume of the Maicoses through
tne administration of Tory Aquino and up to the
presant, we have witnessed the births and deaths
tineludirg a resurrection and a reincamation) of TV
megarine:s While these efforts bring the "ethnic”
gnd the “Tolik” to the pubiic all over the country, and
are thus “populanzed,” @he tendsency to emphasize
or cverdevaion the acthetic aspect of the “folk and
atiinic” W, the exclusion, if not minimization, of their
axirg-2emnetic functinns and contexts seems to be
resisiiie The result 2imost 2lways is the products
ook ary

™. .
ne

Ar exampie of ditect and overt
amvemment iniarvanticn in conflict pertaining to
cuilure 2ad puble viewing is when President
Damos, n response bo public clamor, exercised
plankst auironty 'n overruling the decision of the
Movie anc Television Review znd Classification
Board (MTRCB) not to show Steven Spielberg's
*Schindier's List® without cuts. The general effect
of his summary act was = pacified public on one
hand and a more lenient MTRCB on the other, The
award-winning “The Piano® which otherwise could
be considered expliclt in some parts by certain
sectors of the viewing public was consequently
ghown in full. Accessibility of the public to such films
is thus no longer as limited as before. But again
the moral and lega! issues Iimplicated in this
intervention oy the President in the conflict betweaen
the MTRCE and the viewing public are not the
subject of thispepsr. What | wish to illustrate by
this particular instance is the directness of
imtervention and Immediacy of its effects.

In trying to estatlish relationships between
art and its publics, we discover a network of
interstices suirctuated wih noces and circles of
varfous densilios, intensles. and exents. Some
of these wa have tned o wentdy  Uses, contexts,
vazowe, medium, and artword are only five of these
mediating variakles that infuence the distribution
and consumption of the ans, which inevitably affect
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their production and classification, too.

The traffic along these paths is at least two-
way. On one hand, the consumers of art are
reinforcers of production and some are direct
producers of arl, too. QOn the other hand, the
producers of art are also consumers at one time or
another. For artists are the first audience of their
work. Indeed, the flows through the consumer-
prﬂdumr networks are circular and mutually
inclusive, and more and more the phrase “art and
its public™ seems like 2 misnomer. So now, ihe
question is, whether there can be arl wilhout a
Dﬁlb!it. Cr, the question is, ait is only "art’ -- that's
all.
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