The Bayanihan:
How Authentic
is its
Repertoire?

Usopay . Cadar

THERE IS an ever growing number
of countries participating in the promo-
tion of international understanding
through the medium of touring cultural
dance troupes. One of the most popu-
Jar and influential troupes is the Baya-
nihan Philippine Dance Company.

The popularity and influence of the
Bayanihan have been manifested in va-
rious forms: (a) the continued demand
for Bayanihan performances, (b) the
continually enthusiastic critiques of its
performances, (¢) the abundance of itg
documents such ag brochures, film strips
and recordings, and (d) the use of Ba-
yvanihan materials as a source of infor-
mation by music and dance educators
of many parts of the world.

The Bayanihan claims suthenticity,
implicitly defining its goal as well as
the set of standards or norms by which
we should appraise its performance,
Here is the kind of guarantee the Ba-
yanihan gives the public:

Bayanihan features - authentic
Muslim songs and dances as part
of ite program.!

The musie, dance and costumes
of this portion of the Bayanihan

. performance provide an accu-
rate mirror of the Muslim Philip-
pine life . . .2
The Bayanihan does niot describes its

reperfoire as a stylized version of eth-
niec Philippines dances based on indi-
genuous themes, Neither does it say
that the repertoire is inspired by Philip.
pine indigenous themes, music, move-
ment or color. The intention, however,
to undertake the enormous job of stag-
ing authentic music and danee is as va-
lid as it is praiseworthy.

1 Record MFS 428, see discography, 4.
2 Record MFS 322, see discography, 1

45

The Bayanihan is supposed to be a re-
presentation of living cultures. It deals
with Philippine contemporary life.?

The center( Bayanihan Folk Arts)

was created (1957) . with the

purposes of research and presenta-
tions, Teams of students and teach-
ers were sent to all parts of the
country to tape-record, photograph
and learn dances, to colleet authen-
tic costumes and musical instru-
ments . . . The dances unearthed
were taught to the Bayanihan Com-
pany members
The intent i to educate, to project the
real Philippinc culture, to serve as a ca-
talyst for the dchlevemont of mutual un.
du*st(mdmg and appreciation among va-
rious Filipino cultural groups, and be.
tween the Filipinos and other national-
ities.

One of the most provoking eomments
on the Bayanihan was given by a know-
ledgable American edueator, Al one
time, Dr. Robert A. Garfias summed up
his cla% discussion by saying that there
is no question in the way the Rayanihan
interpretes Hispanic-Filipino dances,
“but for dances other than that the in-
terpretation iz highly questionahle.’s

The people who, educationally: or
otherwise, make usc of the Bayanihan
material on the agsumption that it truly
represents Philippine culture are enti-
tled to an explanation of backgrounds
and relevancy. But considering that the
repertoire involves numerous cultural
and ethno-linguistic groups, it is beyond
the scope of this paper to examine the
entire repertoire,

The music and dances of the Bayani-
han came from at least twenty-eight cul-

3 For information about a very niodern ap-
proach to Philippine dance, see “Filipinism in
Dance,” by Mari H. Alonza, bibliography; and
for information about the first, as yet the only
attempt to stage a show devoted to pre-Islamie
Philippine, see De Manila and Teodoro L. Loec«
sin in bibliography.

41968 Bayanihan brochure, p. 2, and 1970
brochure, p. 2.

5 Dr. Robert A. Garfias, the head of the oth-
nomusicology program at the University of
Washington, has done, in 1966, a voracious
audio-visual documentation of Philippine music
and dance,




46 Solidarity

tural and ethno-linguistic- groups, In
most cases the Bayanihan classifies itg
repertoire into five major categories, i.e.,
one category for the dances from the
hill-people of northern Philippines, three
categories for lowland-Hispanic dances,
and one for the Muslim dances in south-
ern Philippines, From the Muslim re-
gion alone, at least four groups are in-
volved: (a) the Maranao people of La-
nao, (b) the Magindanao of Cotabato,
(c) the Yakan of Basilan, and (d) the
Taugog of Sulu.

Just as the scientist investipates a
moon saraple, we must be content here
to focus our attention upon a typical
sampling from the Bayanihan reper-
toire. The Maranao bamboo dance has
been used as the cover illustration for
one of the Bayanihan records and for the
1968 Bayanihan brochure, for poster an-
nouncements in Washington State, and
equally emphasized in the 1970 Bayani-
han brochure. Maranao elements are in-
volved in half of the eight “Muslim dan.
ces” included in the Bayanihan record-
ings. Let us example specifically the
Malong Dance, the Kzadoratan, the Sas
gayon and the Singhil.

The Malong Duance

The Maranao (People of the Lake)
dwell mainly around Lake Lanao, in the
province of Lanao, southern Philippines,
In Lanao musicians, singers and dancers
start their fraining from childhood:
They have a quite unique dance-song
called Kaganat so Darangen. It is al-
ways done by one dancer. One way a
Maranao woman sings involves walking
around. The song has no accompaniment;
as the Maranao have only two types of
musie, instrumental and vocal. As the
singer sings, she walks around before
the audience to demonstrate the ideal
ways of walking, cne of which is kea-
doratan. In her occasional poses she
changes the position of her malong (tu.
bular loose skirt), thus demonstrating
the various ways it i3 worn. To be able
to do this dance-song a woman would
have to learn Maranao poetical singing,
the traditional ways of walking and va-
rious ways of wearing the malong be-
cause all in all the Kaganat sa Darangen
is a one-woman singing fashion show,

There can be a paradox here; the Ba-
yanihan in its effort to “unearth” things
might in the process be unknowingly
burying living arts.

Nothwithstanding its eclaim for au-
thenticity, the Bayanihan willfully
breaks down the Kaganat sa Darangen
and discriminately picks up a few pieces
to form two fictitious dances; namely,
the so-called malong dance and the
kzadoratan. The Bayanihan describes
the former as,

The Maranaw woimen in ... La.

nac wear a tubular skirt called a

malong. In this dance the ladies

demonstrates their colorful skirts

in a court entertainment.®
In the Bayanihan performance at the
Seattle Opera House, September 186,
1970, the malong dancers were not
ginging (there is no Maranao group
singing) but were provided with a fabri-
cated instrumental background, Their
movements were very fast and mascu-
line. Actually, there is no Maranao
dance called malong.

Kzadoratan

The Maranao do not segmentalize the
Kagonat sa Darangen because of its uni-
queness which lieg in the simultaneous
performance of the song and the fashion
dance. Like the case of the malong, there
is no real Maranao dance called kzado-
ratan. It should be interesting, however,
to gee what the Bayanihan created with
the kzadoraten. The Bayanihan catego-
rizes and describes it:

Hari-Raya

The Bayanihan .., faithfully re-
flects the music, dance and costumes
of the Muslim Filipino in this suite
entitled Hori-Raya, . . . one of the

Muslim festivals.

Kzadoratan
. Lanao (where the Maranao

live} . .. ladles .. . perform the
Kzadoratan . ;. “a way of wall-
ing.”’7

Compare and contrast this with another
Bayanihan description:
“The

Kzadoratan, known as . . .
6 1968 brochure, p. 10 (seée also 1970 bio~
chure, p. 8).
71968 brochure, see bibliography.
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princess  walk;’ préceded by a -

chant; featuring the Muslim music-

al ensemble composed of the kulin-

tangan (a xylophonic set of gongs),

various gongs and drums.?
The Bayanihan faithfully “reflects the
music, and dance and costumes” in the
former, while it features “authentic
Muslim songs and danees” in the lat-
ter.” The former kzadoraten came from
the Maranao, whereas the latter came
from the Muslims. Which ethnic group?
Whether or not the two descriptions are
intentionally equivacal, for some strange
reagon, remains to be seen. .

The Bayanihan uses the Hdari Roayae
as a category of a cluster of dances, Ac-
tually, Hari Raye is, second to none, an
important Muslim festivall® It is the
commemoration of the fasting month. It
is so strietly religious that all musical
and dance activities are discouraged du-
ring the period of fasting, The only au-
dible sounds characteristic of this pe-
riod of time are those emanating from
Islamic chanting and prayer. Kzadora-
tan has no place in this festival, nor has
any other dance, There is no such thing
as religious Maranao dance. A careless
use of “Hari Raya” outside of its real
context is bound to create inconsistency,
guch: as the incompatibility between
kzadoratan and Hari Raya,

If lzadoraten is a true Maranao datice
as the Bayanihan claims it is, the music.
al accompaniment should be Maranao,
too, The Bayanihan provides an accom-
paniment to it. Tt starts with the Islamic
call-to-prayer chant. Whether the chant-
er had done the necessary ablution and
whether he knows the proper time of
the day to call is a big question, Despite
the fact that the Maranao do not mix
religious chant with other forms of mu-
sie, the chanter is answered by a group
of women singing nonsensical phrases in
a markedly Western style.!t Dy. William

8 Record MFC 428, discography, 4:

% The two excerpts were written by one per-
som.

10 Just as it is remarkably trae with the Ma-
ranao, Clifford Geertz concluded that Hart
Laya is the core of the unity of the Javanese
people, see bibliography.

11 The Maranao highly respect their Islamic
religion.
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. Malm gays that the Muslimg do rot
consider the call to prayers, the intoning
of prayers, and the reading of Koran as
music.l? Maranac women always wear
a salimot when they pray, just ag Catho-
lic women wear a mantilla, but the Ba.
yanihan women wear some sort of arcg
carved out of cigarette ashtrays.!¥ More«
over, when the Maranao do the prayer
there is no audible sound except that of
the leader.

The Bayanihdan continues the kzade-
raten with an instrumental section, per-
formed by a “Muslim musical ensemble”
consisting of kulintangan, various gongs,
and drums,  Actually, there is no such
thing as typical Muslim ensemble or
dance. The real Maranao kulintang
(not kulintangan) ensemble takes its
name from the melody-playing row of
small gongs. The melody is supported
in performance by two agung (larger
gong) giving a fast interlocking effect,
a babndir (medium sized gong) and one
large single-headed drum called either
dbakan or dadabuar both playing a flow
of rhythmic patterns following the con-
tours of the melody. * The music pro-
vided by the Bayanihan cannot be Ma.
ranao. It can be mistaken for the music
of the Magindanao of Cotabato, partial-
ly because of the presence of some Ma-
gindanao instruments, except, however,
that the real Magindanao playing tech-
nique is missing, Resides, there is some
evidence of deliberate borrowing from
the Javanese idea of colotomic strue-
ture.t®

The Maranao have a definite set-up
for the kulintang ensemble: imagine a
rectangle and let one longer side repre.
sent the audience; the opposite side is
the place of the melody instrument and
the player sits on a chair (the kulintang
frame is ag high as the chair) behind
the instrument, thus facing the aud-
ience; the left side of the player is for

12 See William P, Malm, bibliography.

12 See photo, 1968, brochure, p. 7.

14 See Robert A. Garfias in “Some Principles
of Formal Variation in the Kulintang Music of
the Maranao,” bibliography.

15 Compare the Music of the Magindenao in
the Philippines and Music of the Venerable
Dark Cloud, Javanese Gamelan, discography.



48 Solidarity

the two agung players and the right side
for the drummer and babndir player,
For formal occagions, the melody is al:
ways played by a woman and the rest
by men except the babndir which is
played by either sexes. They are all
functional to the music and its context:
The Bayanihan sets the instruments this
way: (a) the melody instrument is laid
down on the floor when it is supposed
to be framed higher, (b) the drummer
with two drums is placed at the left
side when he is supposed to be at the
right side and use only one drum, (¢)
the two agung players are placed behind
the melody instrument and in between
them are four Magindanao gongs, when
they are supposed to be side by side at
the left of the melody player, (d) the
agungs are hung head high when it is
supposed to be waist high, (e) the bab-
ndir ig placed at the left when it should
be at the right, and (f) the players are
all men as opposed to the Maranao tra-
dition of woman for the melody and men
for the rest except the babndir’® In
brief, the Bayanihan employs an entire-
ly out-of-context ensemble, technique;
arrangement and music.

The Sagayan

The danee was included in two of the
Bayanihan records. One annotation
states:

Armed warriors perform the Se-
gayan in the province of T.anaoc, A
chanter tells the story of the tribe
.. . The dancers work themselves
into frenzy as they battle imagin-
ary Toes under the influence of an
‘enticer.” A chant, drums; and
gongs provide the musical backe
ground as the dancers shake their
shields and swing their swords.1?

The other description does not agree
with the first.

In Lanao.’.. The Sagayan-Se Ku-
long is a Muslim warrior dance .. .
the warriors fight a mock duel be-
fore going to battle.®

16 I'hotos in the brochure have been attested
by the vecent Bayanihan performance at the
Seattle Opera House,

17 Record MFS 330, see discography, 2.

18 Record MFS 372, see discography, 3:

The warriors of the first record fight
against imaginary foes while the war-
riors of the latter fight a mock duel
Nevertheless, they share some things in
common: (a) both mention Lanac as
the source of the dance, (b) they have
exactly the same music, (¢) both have
identical names except for the addition
of Sa Kulong (for the shield) to the
latter, and (d) both involve warriors.

Assuming that the Bayanihan meant
the two dances to be the same for the
reasong enumerated above, then there is
a great diserepancy between their des-
criptions, Granting that they are differ-
ent, it i still falze, There is no dance in
Lanao called sagayan-sa kulong. The Ba-
yanihan must have been presenting the
game clown with a new name and a new
outfit.?¥ The sugayan of Lanao does not
involve warriors. It is purely a one-man
dance depicting Prince Bantugan, the
hero of Maranao epic-song called Do~
rangen.

The music provided by the Bayanikan
for the dance, or dances does not even
resemble the real sagayan musie. The
gsong sung by the chanter hag but a cou:
ple of Maranao words, and the text pa-
rodies the extremely poetic Maranao
epic-chant. The melody pursued by the
singer is by no meang similar to the way
the epic ig- chanted, The darangen
chanting, which takes its name from the
epic, is one Maranao song-form. It is
the only vocal music occasionally allow-
ed to become a part of the sagayan
dance ; when so used, it has to be chanted
by a professional singer. It should be
noted that Maranao songs have no in-
strumental accompaniment; the accom-
paniment supplied in the vecording is
therefore artificial,

Based on the illustration given, there
is no agpect of the paraphernalia used
by the Bayanihan that can be identitied
with the segayen.?® The suthentic para-
phernalia should congist of a special
kind of loose skirt, tight trousers, a long-
sleeved buttoned shirt, a erisscross sagh,

19 Apparvently, the samé thing was done with
asik dance which was made into magasik, see
Record MES 330, 1968 brochure p. 6, and 197¢
brochure p. 8,

20 See photo, 1968 brochure, p. L1
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2 pair of wide leg bands, two pairs of
arm bands, a wooden sword with a ker-
chief attached to the handle, a narrow
wooden shield with bells, and a wooden
headgear. They are all functional to the
dance. The Bayanihan photo has two
dancers, each wearing fake trousers, un-
bottoned shirt, a pair of peculiar shoes,
a waist-sash, and one wears an Indone-
sian-type cap, the other a Kkerchief:
Both use real combat swords. It ig also
obvious in the picture that the dancers
do not know the sagoyen movements.

The famous sagayan dancer of Tam-
paran, Lanao-he is popularly named
Kali sa Tamparan Prapir—said it took
him two years of painful training before
he could claim artistic mastery, notwith-
standing his affectionate exposure {o the
dance since childhood,

The Singkil

The Bayanihan erroniéously des-
cribes the singkil as, ... In Lanao
Province, every young woman of
royal blood iy expected to learn the
‘Bingkil,” a dance which takes its
name from the bracelets worn by
the dancer around her ankles. A
unique feature ... iy the use of
twelve bamboo poles ... Through-
out the dance a slave girl follows
behind the Princess sheltering her
with a heavily ornamented ura-
brella, The dance has no mugic ex-
cept the beating of the bamboo
poleg.2t
Anklets “or ankle-bells are not com-

patible with the Maranao aesthetics.
There have never existed in Lanao an-
klets or anything like them called sing-
kil. Contrary to the Bayanihan descrip-
tion, singkil is a Maranao word for the
act of getting a leg or foot entangled
with an object. The name itself sug-
gests how this dance came into being.
It is purely a female solo dance—as Ma-
ranao society sanctions against male and
female dancing together—and the dan-
cer should not be sheltered with an um.
brella. The Bayanihan’s ignorance of
that aspect of Maranao custom is ex-
plicit; it is unthinkable in Maranao go-
ciety for a prince and princess to dance

21 Record MFS 822, see discog)‘aﬁhy, 1
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the singkil, as shown in the brochure
photographs. .

The music accompanying the dance in
question canndt be identified with any
society. It has a great deal of gravely
unacceptable features. The addition of
an ear-gplitting gong in the music is
strongly disagreeable to the Maranao
concept of music. The effect suggests
rather an exaggerated version of the
gong dominating Chinese opera, or, bet-
ter yet, the Rank Organization’s trade-
mark in British cinema, so long as it
punctuates, or ig furiously beaten in ra-
pid succession. Such absurdities are pa-
tently out of keeping with Bayanihan’s
ostentatiously announced policy of care-
fully researched authenticity,

The Bayanihan employs the ear-split-
ting sound-effect in most of their so-
called “Muslim music.” Seeing the Baya-
nihan musicans outrageously beating
the big gongs at the rims (when they
are suppose to be hitting the knobs!) is
like watching a person who savagely fin.
gers o piano keyboard. When a Mara-
nao plays his gong, his introductory
beats already reflect his grasp of the
music; in fact, one can recognize his
friends by listening from a distance.
Probably the Bayanihan could not pro-
duce the ideal sound because of their
gongg with broken knobs! The music is
untruthful in terms of rhythm, melody,
mode and orchestration, The singkil has
no music, but the Bayanihan take it upon
themgelves to provide some. They also
add a sudden accelerando and ritardando
to the dance rhythm, which iz out of
keeping with the moderate and static
rhythm of the real singkil. Such irre-
gularity of tempo is quite incompatible
with what the Maranao perceive ag a
graceful movement. The Bayanihan
crudely creates a new sound which does
violence to the intricate musical tradi-
tion it is supposed to represent.2?

The dancer’s dress ensemble can hard-
Iy be ignored. Various photog of the
singkil appear in many circulars, The
record jacket for Monitor MFS 322

22 Tapes and films of duthentic Maranao mu-
sic and dances are available at the University
of Washington Archives of Ethnic Musi¢ and
Dance, Seattle, Washington.
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shows a heavily sequined skirt of the
stngkil dancer that bears false artistic
motifs. The colors chosen for the skirt
are not traditional. It provides a sharp
contrast to the authentic malong worn
by the lady sheltering the dancer. The
headdresses of the two dancers are ar-
tificial; it is a foreign superimposition
on Maranao costumes. The attendant’s
sash ig also questionable. The displaying
of the chest and abdomen by the man sit-
ting in the background is offensive to
the Maranao sense of decency, In the
brochures, the female dancer wears ano-
ther headdress, this time made of the
Maranao symbolic bird. The Maranao
never use thig object for such a purpose.
Apparently the prince in the brochures
is in a frenzied state! He is- probably
unaware of many peculiarities of dress
and accessories. His shield and sword
are up-side down, He wears a very short
shirt, about half according to Maranao
gtandard, and a pendant to ornament
hig exposed chest and belly. He should
not be there in the first place as it is a
female. dance. A Maranao prince
neither wears such over-sized pendant
nor does he flaunt his muscles. Maranao
society sanctions against male and fe.
‘male dancing together, especially when
the man is brandishing a bare sword
a8 the Bayanihan dancer does,

The Bayanihan’s interpretation of the
singlil, as seen at the Seattle Opera
House, was successful in terms of ap-
plause from an innocent audience, but it
completely lacked authenticity, The

Soliderity

dancer rode, curiously, on twined bam-
boo poles shouldered by two men.2® In
some occasion, the dancer enters the
court by riding in a feigned litter.2*
Neither of these sorts of palanquins
exist in Lanao, nor are they relevant to
the dance. The male dancers wear open
vests to show off their arms and chests
{showing of armpits has no place in Ma-
ranao society!). Worse, on other occa-
sions they are topless. Such things can
happen in some Hollywood musical ex-
travaganza, but they simply cannot oc-
cur in & Maranao gathering where music
and dance are highlights,

So far, we have limited the analysiy to
the Maranao elements in the Bayanihan
repertoire; One may wonder about the
authenticity of the other non-Hispanic
aspects of the repertoire; rest assured
that they are also full of misconceptions,
Nevertheless, the Bayanihan deserves
due praise for its unquestionable inter-
pretation of the Hispanic-Filipino music
and dance. Actually, about half of the
repertoire is very authentic, but the
other half falls under the category of
artistic creation. The Bayanihan should
boldly qualify this fact; label the “au-
thentic’” ag it is and describe the “origi.
nal artistic creation” at it is. This is the
way the innoeent people should be guid-
ed by the “outstanding educators” of
Asia,

23 See photo in the Seattle T¥mes, Sunday;
September 13, 1970, p. G 1.

24 Beth Dean’s The Many Worlds of Dance,
see bibliography.
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POEM

L

In the afternoon

The burst of sun

Frail ag grass blossoms,

A most subtle intensity

Like the power of grass blossoms—
When the force along the tip

Of grass becomes inexorable

It iy time for the seeds

In the blossoms to go.

It is like this with sunlight
Which, like grass blossoms;
Renews itself in the dark:

The sunlight in the dark of night
The blossoms in the dark of loam.
Then they break off

As dawnlight and young grass.

2.

The seq is for wading, yes,

And if your limbs are yet

Afraid of cold water and you do not

Wish to wait to grow before

Thrilling to the rise and fall of sea

Let Mama do the wading

Let the wind tickling your toes

Be the cold of the sea.

But the sea cannot always be passive

It wag not meant to be.

1t sculpts on wood

With the aid of sand and shells

And wind and time and barnacles
desiring

To lay their authority on wood,

It makes carcasses of wooden ship

Chases old women

Landward to make them feel alive.

vial of Philippines Free Press, Edited by
Teodoro M. Loesin. Manila, Philippines:
Philippine Free Press, Inc., issue of October
11, 1969 p. 12.

Malm, William P, Musi¢ Cultures of the Paci-

fic, the Near East, and Asia. Englewood
Cliffs, New Jersey: Printice-Hall, Inc., 1967,
pp. 20-24, 45-47,

3.

Shells are flowers in the sea’s garden.

Draw a girl’s profile or

What amounts to the same thing;
a heart

And let it be crowded with the gsea’s
flowers

Then untie your shoes and pile

Your clothes on the cement wall and
run

Run, run, on sand on mud

And think of sunburst and grass
blossoms

And limbs afraid of the sea and hearts

And when you think about these

Fiercely and long, the moon will show

You a path across the sea.

4,

The wildnessy of silenice
Is only tamed by love:

—EMMANUEL LIBRE OSORIO



