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As a rule, "pn’:gmvr painters strive
Sfor realism, whether in rendering nature
or their visions and dreamns, and it is by
this bing'ed realismn that their vvork most
ninmistakably declares itself to be
prinmitive "

—Clement Greenberg

More imdrrgmund than niost third
world films, ["Perfumed Nightmare"] is
far more third world than most
“ndergronnd ones,

—J. Hoberman, "Jungle Fevers”

I JUXTAPOSE THESE TWO UNLIKELY
quotes because between them they
have sketched the broad categories
within which Eric de Guia, also
known as Kidlat Tahimik (literally,
“"lightning-quict™) and his first
(ilm, Mababangorg Bangungor or Per-
fumed Nightmare (1977) have been re-
ceived by critics in America,
whether they write tucked away in
the film review scctions of New
York newspapers or, like academic
Fredric Jameson, in the final po-
lemical pages of a book on criti-
cal theory. Apparently his status as
charmimg "primitive” film or, in
Jameson's words, "art naif is owing
to its having becn shot in 8m color
on a home movie camera, non-
synch sound (later expanded to
16m format), on a budget of a mere
ten thousand dollars, which ex-
plains its reliance on "found foot-
age,” characteristic of a truly 'third
-world" "waste-nothing aesthetic”
(T'fob:rman, 48).

Before going any further we

ought at least to have some work-
-
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ing notion of what it is to be “third
world,” since Hoberman's pithy ap-
praisal of Perfined Nightmare hardly
clarifics that quality which makes
Kidlat's film so distinguished. We
might uscfully turn to Madhava
Prasaa, who defines the third world
as
a time-space of snbject formation, nec-
essarily determined by imperialism,
colonialisim, developmentalism and ex-
perimentation which bomg(ois deoc-
racy and other forms of nation-state-
hood. Not just a geography with its
millennia of cultnralbhistory...
but...after its ocenpation and trans-
formation by imperialist rule (al-
thongh precapitalist determinations
coutinine lo 1'"-‘)' a part in this time-

space). (58) '

Jameson prefers this term be-
causc it is able to suggest the “fun-
damental breaks " between first
world capitalism, second world so-
cialism, and the third world "ex-
perience  of colonialism and im-
perialism” (67). For the cultural
critic, third world as category re-
fers to cultures engaged in "a life
and death struggle with first world
imperialism,” an encounter which
pnf:lllcls the "penetration” of capi-
tal into other cconomic spheres
(68). Accordingly, Jupeson con-
cludes that

mrfl;r... national a”{gdrits.

The story of the private individual
destiny is always an allegory of the
embattled sitnation of the pnbh’( third
world enltre and sociery. (Third

world literature, 69)

Jameson's use of the third
world as a theoretical construct has
been critiqued for its “suppres-
sion” of "muluplicity” in favor of
a homogemizing binary conflict
between the first and third worlds
(Ahmad 3). It follows from such a
binarism then, that third world
cultural production will be deter-
mimed by this struggle and there-
fore will offer texts which are na-
tional allegories (Ahmad 6). But
tlie fact that the first and second
worlds are defined by Jameson with
reference to means of production
(capitalist and socialist), whereas
the third world 1s theorized in
terms of forces acting upon it (im-
perialism and colonialism) is tell-
ing - in Aijaz Ahmad's estimation,
this amounts to saying that the
world 1s polarized between “those
who make history and those who
arc mecre objects of it (8)." This
scems to situate the third world
"outside” modes of production—

and thus, outside of history
- (Ahmad 17). Moreover, the’

swecping statement that third

forum .
all third world texts are neces- A world texts are collective/na-
(T
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world texts are privatc/indi-
vidualist, not only suppresses the
fact that, in the third world. the
inroads of capital must have al-
ready consolidated distinctions
between public and privace
(Ahmad, 15), but also does not
adequately consider that individu-
alism, which according to Prasad
was theorized by Volosinov as the
"we-experience of the bourgeoisie,”
is, like collectivism, a social struc-
ture (83). Contrapuntal to a divi-
sion of the globe into three worlds
is Ahmad's assertion of a united
world which “shares” the experi-
ence of colonialism, imperialism,,
and class struggle, united by "the
global operation of...capitalis{m]
and the global resistance to this

mode"” (11). But while Ahmad

hastily qualifies that the operation
of capital and the resistance to it
have specificity in various areas, he
risks conflation in his rejection of
binaristic divisions.

Yet despite Aijaz Ahmad's
now-famous oustage, Jameson per-
sists in retaining the three-worlds
paradigm. In “An wnaif” and the
“"Admixture of Worlds," a chapter
on Pcrfi;mcd Nightmare in his 1992
book The Geopolitical Aesthetic,
Jameson situates his analysis of
Kidlat's filn in the context of an
era in which “the possibilities of

S : &y
tionalist, while in contrase, first

critical

collective struggle” and of
“human agency" have scemingly
been overtaken by late capital-
ism. The cuphoric celebration, in
the 1960s and 70s, of the potential
of the third world to bring forth a
powerful and viable alternative to
Western capitalist culture is seem-
ingly unsustainable in the face of
the problems of modernization,
debt and cooptation that plague
the third world. It thus becomes
possible for Bordwell and Steiger
to proclaim that “no absolute, pure
alternative to Hollywood exists.”
Jameson is right to critique eulo-
gies of this sort as reinforcing a
belief that the oppressive circum-
stances prevailing in the world to-
day are natural and incontestable.
Jammeson thus proposes that what
is nceded is a reappraisal of our po-
sitions and expcctations regarding
third world cultural production.

We need to invent some new ges-
tions to ask of third world cinena, or of

the third world generally, as the last sug-

.

vivin -
ives to_corporate capitalist daily
life and social relations are to be
sought. (186-188, underscoring

mine.)

It is here chat we glimpse what
Jameson imagines the third world
to be, what his reasons are for
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thinking that cultural products that
emerge from this $pacc are valu-
able, significant, potentially trans-
formative. Regrettably, while I and
many others are equally eager to
catch hold of a real promise of
resistance to, even rejection or
refunctioning of, the dominance of
capitalism in all spheres of en-
deavor, Jameson's project of situ-
ating such a promise flatly and nec-
essarily in the third world is unac-
ceptable. As I hope to show, his
attempt to discover a new politi-
cal culture in a "third-wotld film’
from the Philippines, Perfumed
Nightmary, is deeply and dangerously
flawed.
~ That new cultural politics to
which Jameson looks its primarily
an "aesthetic of cognitive map-
ping”—a ‘cultural politics which,
in the complexity of the postmod-
ern situation, will allow the indi-
vidual a capacity to position her-
self, to navigate, and finally to op-
pose the oppressive forces of late
capitalism, In Postmodernism, or, the
Cultural Logic of Late Capitalism,
Jameson speaks of cognitive map-
ping in these terms: |
the 1rew polin’ml art (y’ it is po:sl'blt
at all) will have to bold the truth of
postmodentity...to its fundamental
object —the world space of multi-

national (apital—-a: the sane timne

forum
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throngh to some as yet m\n‘magmablz
new mode of representing this last in
which we may again to grasp our po-
sitioning as individual and collective
subjects and regain a capacity to act
and struggle which is at present nen-
tralized 6y o 0\WN span'al as well as
our social confusion. (54)

His confessed interest in dis-
cussing Perfumed Nightinare is that it
is able to "validate” some of this
hope, because Jameson sees this
film as "inventing new geotypical
cartographies” (‘Art Naif’ 189).
Indeed, navigation and negotiation
are crucial to this film. Even be-
fore the credits parade before us,
Kidlat has already introduced him-
self, strangely enougl, in an En-
glish voice-over of the Filipino
track, which it itself dubbed—thus
producing an unsettling effect of
the same voice doubling over it-

self, the English track finally

.drowning out the Filipino words,

a sound track which translates from
the Filipino only very selectively
(usually preferring to translate only
Kidlat). In this twin and nonsi-
multaneous voice Kidlat says—"1
am Kidlat Tahimik. I choose my
vehicle and I can cross this bridge.”
He repeats this line often in
the beginning of the film, until
finally the refrain alters—"I can

at which it achieves a break- A cross any bridge.” The bridges
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in ¢juestion are both materially

and metaphorically plentiful.
The bridge we first see in the es-
tablishing shots of the film is the
only physical bridge between
Balian, Laguna, Kidlat's home
town, and the rest of the world.
But this one bridge is also many: it
is used variously by the Spanish
and the American occupying
forces; by big capitalists and young
children peddling ice cream; by
marches in military parades and in
beauty contests; and finally, by
Kidlat himsclf, who makes his liv-
ing via that bridge, driving a
jeepney whosc route takes him as
far as Metro Manila and back. This
Kidlat is obsessed with bridyes,

and with Werner von Braun, "the

man who buile the bridge to the |
moon.’ An avid listener to broad-
casts of Voice of America, then some-

thing of a novelty for Kidlat, who
had not yet tired of his new radio,
Kidlat writes to the program to ask
what the first lines were that Neil
Armstrong spoke upon landing on
the moon. As president of the lo-
cal Werner von Braun fan club,
which is comnposed entirely of chil-
dren, he is able to read his co-mem-
bers the official reply to his query
(punning on his hesitant way of
reading "mankee- manki- man-
kind") and to rcjoice with them
when his letter is read on air and

erilica

| Neil's voice is heard intoning
the sacred words. This is not to
be his last (nor was it ever his
fiest) contract with America and
the European metropoles. His
dreams of a white carabao', troping
his colonized imagination, find
material fulfillment in his acquain-
tance with an American who of-
fers to take him first in Paris, then
to America, where Kidlat will serve
as his chauffeur, driving his Fili-
pino jeepney.

This is ironic, since, when
asked why he wanted to go to
America, Kidlat, who would spend
his time abroad driving and filling
up chewing gum machines for this
chewing gum magnate, replies sin-
ply that in America he would have
the chance to be an astronaut, not
just a jeepney driver. Arriving in

Paris, Kidlat is enchanted by the

escalators and flyovers ("“so many
bridges!”). But he does not remain
enchanted for long; on a vacation
in Bavaria, the pregnant girl he be-
friends laments that no more
handcrafted zwicbelturins will be
constructed in the future, Upon his
return to Paris, he discovers that
his friend the streetmarket vendor
has disappeared, having becn cdged
out by the expansion of a super-
market. The very same day, he re-
ceives word from his friend Kaya
that the forest in which he w_és cit-

n.

typhoon. and, cl:\mbcring into a | clown.

cumcised had been cleared to make | of unequal exchange between the
way for a highway. Thus when his | two social spaces arc concerns that
American friend invites him to {ly | only a third world filimmaker can
supersonic to New York, he turns | tell of, a filmmaker "not uncom-
him down; and. at a party with | fortable with clumsiness” (‘Art
"big personalitics,” Kidlat, who is | Naif" 195)—a filmmaker such as
starting to feel small, blows like a | Kidlat, the much-prized bungler/
chimney shaped like a rocket, finds Such a pronouncement echoes
himself back in Balian again. The | strongly with Jameson's confident
end credits are flashed for us on | belicef, affirmed elsewhere, thac all
postcards with stamps of rockets | third world cultural production
in Paraguay, Peru, and other third | must be considered national alle-
world countries—but the last | garies. It has been pointed out that
stamp, one from the Philippines, | Jameson's pat generalization stem
is not a realistic rendering but a | from the assumption that all chird
line drawing of Kidlat on a'‘chim- | world artists, who have in common
ney-style rocket. the cxperience of the intrusion of

Jameson reads these tropes of | capital into indigenous modcs of
bridges and exploration as “pre- | production that were therefore pre-
tepresentational symbols”, "naif | vented from developing on their
art” in which "the gap between the | own, cannot but scc private con-
image and the intended meaning | cerns as incxtricably tied up with
lics open as innocently as in a | national problems (Rodriguez, 44).
child's or a schizophrenic drawing” Hector Rodriguez argues that
(Art Naif " 197)—in short, Jameson | such genceralizations are based
is here cxtol]ing. in a tone that can- | upon an impcrfcct adaptation of
not possibly be patronizing as itis | Lukac’s formulations on class con-
assuredly political. the 'bungling | sciousness in History and Class Con-
realism’ of Kidlat's too-obvious | sciousness. Lukacs theorized that the
symbols and charming, inadequate | sociocconomic realities particularly

line drawings. to different classes meant that, "in

Indeed, Jameson asserts that | principle”, a member of a class may

this story of the encroachments possess a st:mdpoint which 1s dis-

of Manila into the countryside, tinct from, and is not available
of the first world into the third, J
forum

and of the complex dynamics A This is not to say that _nll
un 72|

to, individuals in other classcs.
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wurking-clnss subjccts will
adopt the liberative “proletar-
ian standpoint”; rather, they all

what the third world has to
know every day about the first,

1

Subaleernity carries the possibil-

have the potential to do so. This | ity of knowledge with it, domi-

marks the divide between an "ac-
tual” and an "imputed"” class con-
sciousness, so that the standpoint
of the proletariat remains possible
for those outside of the working
class who possess “the capacity of
taking an interest in the emanci-
pation of the exploited—a capac-
ity in» principle open even to the
members of the exploiting classes”
(Rodriguez, 45-46).

In Jameson’s reading of Per-
fumed Nighnnare, the fact chat the
voice track for the American mag-
nate hardly sounds like it is spo-
ken by an American, that the seg-
ment, of either a world summit
meeting or an international Boy

Scout gathering attended byh Eu-

ropean nationals, appears to be
played by Filipinos, and that even
the white European actors may be
performing in ways which would
estrange a Parisian or Bavarian au-
dierice, signify that the represen-
tation of the first world by the third
is completely incommensurate
with the way the third is repre-
sented by the first.

What the first world thinks
and dreams about the third can
have nothing whatever in common,
formally or epistomologically, with

nation that of forgetfulness and re-
pression—but knowledge is not
just the opposite of forgetfulness,
nor is domination the opposite of
oppression. (Art Naif", 199)

And in “History and Class Con-
sciousness and an Unfinished
Project”, Jameson says much the
same thing in more forthright
terms—

..OWitlp 10 its structural sitiation in

the social order and to the specific forms

of oppression and exploitation unigue
to that situation, each group lives the
world in a phenomenologically spe-
cific way that allows it to see, or bet-
ter still, that makes it unavoidable for
that group to see and know  features of
the world that remain obscure, invis-

ible, or merely occasional and second-

ary for other groups. (qtd in

Rodriguez, 47)

So, if Jameson is to be believed,
then the first world is condemned

to blindness and the third is bur- |

dened with insight. What
Rodriguez calls an "analytical re-
ductionism” on Jameson's part
would tend to suggest that the
arena of third world cultural pro-
duction is one of pure progressive-

ness. If every person from the third
F
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world is to be interpellated as one
who perceives clearly and correctly
the dynamics of their own oppres-
sion, then how to explain the his-
torical existence of the compli-
citous native elite who inherited
the neocolonial state? How can we
then begin to speak against the re-
lations of radical inequality,
marginalization and exploitation
that are at work in the first world
as well as in the third? How to ex-
plain the colonized nature of much
third world scholarship and pro-
duction, which is precisely what we
must remain vigilantly critical of 2
Jameson's freezing of political
standpoints into predetermined re-
lations can thus account for the un-
easy swiftness with which he moves
in order to paper over suggestions
that Kidlat Tahimik's Perfuined Night-
mare may not be the voice of that
new.political culture he so desper-
ately wants to recognize. If we at-
tribute to a third world filin the
positive qualities of solidarity with
popular national concerns, a cri-
tique of the networks of consump-
tion, distribution and exchange
that so often are to the disadvan-
tage of non-first world nations, and
a refusal of the legitimizing gaze
of the colonizer in a third world
film, then Perfumed Nightnare is

likely to come up short on all

foru

Kidlat Tahimik’s firse film was
made from a budget of tén thou-
sand dollars which were drawn
from his personal funds; Kidlat
sidestepped the established Phil-
ippine film community to make a
film that is, as even Jameson ac-
knowledges, “palpably made for a
first world or film festival public.”
Having won the International
Critic's prize at the Berlin Filin Fes-
tival in 1977, it was taken up by
Francis Ford Coppola's Zoetrope
Studios and screened in New York
in 1980, although it has never been
shown commercially in the Phil-
ippines. This is not to say that Per-

fumed Nightmare should be discred-

ited as a third world film because
it is as unknown in the Philippines
as it is celebrated elsewhere (and
this is no exaggeration - desperate
to find mention of it, Jameson is
forced to rely on Isagani Cruz's as-
surance that although he could
cnly find two references to it in all
of Philippine cinematic scholar-
ship, Kidlat is nevertheless looked
up to by an anonymous “younger
generation of intellectuals."? I want
simply to point out that, if repre-
sentative is crucial to Jameson's con-
ception of third world artistic pro-
duction, underpinned as it is by a
notion of shared concerns and
meanings that are generalizable

m

counts. A A to national/popular concerns,

4

\ T

31



- .‘

then Perfumed Nightnare cannot
be revalued as one such text. It
instead ofllcrs other avenues of
exploration, for instance, as a text
which was first acclaimed in Eu-
rope and North America, and
which owes what interest Filipino
scholars have in it largely to the fact
it has become emblematic of an
alternative Filipino film practice in
the international arena.?

Jameson is aware of, but dis-
avows, what might be considered
the self-exoticizing moments of the
film—for instance, thefootage of
young boys being circumcised in a
glen, chewing on a guava leaf and
rushing into the cold river nearby
for immediate solace’. Jaineson
wishes to sce in one scenc in which
the village children watch and then
make fun of Kidlat's posing for his
passport photo a promise that
some kind of feedback mechanism
like Jean Rouch used for Chronicle
of A Swmmer will allow the subjects
to critique and participate in their
own representation, which has been
rapidly touring the film festivals of
the world. '

The film, in other words, in-
cludes its spectator (or narratee)
within itself, Palpably made for a
first world or filin festival public,
it also requires its first world audi-
ence to look over the shoulder of

a third ‘world public at the same

time, or through their implied
point of view, (Art Naif”, 203-
204)

But no such mechanism seeins
to me to be suggested. If we must
look for consolation, as Jameson
does, to the film itself, then we will
remember that when Kidlat, on the
voice track, calls a meeting of
members of the fan club, he seems
to be tnlking at them, and doesn't
bother to conceal the fact that he
has sutured together footage of iso-
lated group of children variously
smiling or clapping at different

things and on different occasions;’

no community gatherings, of the
sort that Jameson wants to envi-
sion, are implied in the film. In-
stead, Kidlat wittingly- fosters the
impression that he is talking above
their heads, which one might ar-
gue characterizes his reasoning

about his film's lack of popularity

in the Philippines,

Apart from this imagined
feedback mechanism, Jameson also
ascribes to this film a kind of pu-
rity by virtue of its "home video”
quality: _

Travelogue is here rescued and

:ran.jormuf...by regression lo soime

first and more prinal level of the first
forins of photography, the family snap-

shot or the hoine movie, the wonder-
ment of sheer reproduction and

recognition...Kidlat's aes!b_t'_:ir rejoins

i

Al

a whole range of Western avant-garde
or experimental projects in which the
boute video, the non-professional, nou-
institutional use <y' the camera sym-
bolically becomes the ntopian escape
from commercial reification. (‘Art
Naif', 203-204)

- It is interesting to sce the filin
cast as somehow outside cominer-
cialism and commodification,
when its distribution via Zoetrope
is helped continually by institu-
tionalized academic criticism'’s
valorization of the filin (prcsent
company not excluded). Indeed,
Kidlat's later projects are typically
funded by German institutions and
created and aired primarily for
German audiences (Yuson, 67).

Which is to say that as with
many films that are served up as
emblematic of oppositional prac-
tices, such claims as Jameson's do
not stand up under close scrutiny.
Cinema novo, for instance, claimed
to be the “true Brazilian cinema”,
whereas its critics alleged that it
was hardly representative of popu-
lar tastes. Jameson’s problem in
theorizing about a new cultural
politics which will emerge from the
third world is that translation dy-
nainics between cultures are un-
equal. Ahmad point out that the
third world intellectual who
knows a first world language

foru
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is cammanplace; but unfortu-
nately, few first world intellectuals
can speak an Asian or African lan-
guage (5). This applies not just to
the accessibility of languages, but
more to the point, of texts; Filipi-
nos watch American films on a
regular basis, but the opposite is
not truc. As a result, fewer texts
from the periphery become acces-
sible to the first world metropo-
lises, and Jameson's theovizing on
oppositional Filipino filmmaking
is debilitated by this state of af-
fairs. Aijaz Ahmad writes—
The retribntion visited npon the head
of an Asian, an African, an Arab
. intellectual who is of any conuseqnence
and wwrites in Lnglish is that he of she
is inunediately elevated to the lonely
sp[cndonr of a representative—of a

race, a continent, a civilization, even

the “Third World". (6)

Jameson writes that Kidlat's
filin lends itself to the third axis
of Marxist interpretation, the more
encompassing axis of the “history
of modes of production”, which
Jameson implicitly prefers over the
other two axes of the political and
the social in the analysis of texts.
This momentary privileging of the

economic oyer the political is jus-
tified by Jameson in terms of his
conviction that the critic’s

m o "
most urgenr tﬂSk I1s to l'CVCﬂI
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that the cconomic forms that
obtain today have a history.
They are not incvitable, and
therefore they can be supplanted
(‘Art Naif”’, 213). What is inter-
esting, when analyzed from the
larger perspective of a history of
cconomic forms, is how a text can
afford us a possibility of "crisis”,
when the modes of production
which inflect structures of feeling
and all the aspects of the quotid-
ian are destabilized by "forms of
the new, with new collective struc-
tures and new human relations”
(‘Art Naif’, 212).

That new "third term” which
Pnfumtd Nightmare offers up. if
Jameson is to be believed, is the
moment of "industrial production

within an otherwise agriculturnl-.

context.” Success{ully maneuvering
around the binary betwcen first
world modern technology and
third world native tradition. the
segment in which we see jeepneys
being assembled at Sarao motors
is invested by Jameson with the
possibility of "refunctioning.” (Art
Naif". 209). |
Jameson is here talking about
the segment which begins when the
American businessiman inisrecog-
nizes Kidlat's vehicle as a "brightly-
colored taxi." Jeepneys, which have
their origins in the post-world war
Il practice in the Philippines of re-

critica

h—

' fashioning the abandoned G.1.
army jeeps into six- or eight—
passenger vchicles and com-
pletely transforming their appear-

ance by inscribing them with

popular and folk designs (jeepney -

drivers in busy city areas where that
competition was fierce used to say
that passenger prefer good-looking
jeepneys), are described by Kidlat
thus: “These are vehicles of war
which we made into vehicles of
life.” We are then shown footage
shot at Sarao motors, even today
the company which monopolizes
the production of local jeepneys,
where a few men sit at workshops
pounding at the metal chassis,
holding parts of the jeepneys in
their hands and appraising them
with experienced eyes. A man
pounding on a metal cylinder to
make it straight motivates the use
of ethnic, rhythmic percussion
music. On the voice track, Kidlat
explains, "Sarao rolls our five
jeepneys a week”; there is an abrupt
cut-away to a newspaper headline
about 6.000 workers at the Benz
factory who are being laid off. This
is starkly contrasted to the scem-
ingly small-scale workshop, with
no more than five men in the frame
at any one time, where carcasses of
old jeeps lay around the ground
being cannibalized. "An old jeep
never dies—it finds its way!into a

t
1
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hundred jeepneys,” says Kidlat. We
are shown him pulling a toy jeep
out of the workshop, then paint-
ing it himself in the manner of folk
decorations. Jameson celebrates
this segment as the moment of true
bricolage. Without falling into the
pitfalls of the new vis-a-vis the old
of the first world -third world
model, this production of jeepneys
turns newly-introduced automo-
tive technology into visual texts
whose designs have a long popular
history; at the same time, old
jeepneys are never discarded, but
are always put together to form
new products (Art Naif " 209).
From less than five minutes of
fdotagc of working conditions in
the Sarao jeepney factory Jameson
is able to come to the conclusion
that
unlike the ‘natural’ or niythic appear-
« ances of traditional agricultnral sori-
ety, bint :qua”y unlike the disembod-
ied machinic forces of late capitalist
high techuology which seem equally in-
nocent of any bnman agency or indi-
vidual or collective praxis, the jeepney
Sactory is a space of human labor which
does not know the structural oppres-

sion of the asumbly line or of

Taylorization, which is permanently
provisional, thereby liberating its sub-

Jects from the tyranies of form and J
of the preprogrammmed. In it aes-

forum

at one, and painting the product is an
integral part of its maunfacture. Nor
finally is this space in any bonrgeois
sense bumanist or a golden mean, since
spiritual or material proprictorship is
excluded, and inventiveness has taken
the place of genins, collective coopera-
tion the place of managerial or
demiurgic dictatorship. (Art Naif”,
210)

The above remarks are so
poorly grounded in any actual un-
derstanding of the material condi-
tions obtaining in a Sarao jeepney
factory that the reaction which
stich a statement would engender
if-communicated to the actual
workers at Sarao factories is im-
possible for me to conceive. The
Sarao factories, which retained sole
control of jeepney manufacturing
in the Philippines even during the
long years of Martial Law *. when
all large enterprises that did not toe
the Marcos line either collapsed or
came under government control,
cannot responsibly be scen as a
liberative workplace free from
managerial constraints. For one,
the workers at Sarao are wage-earn-
ers in a country where the notori-
ety of the fact that businesses al-
most never comply with mini-

mum wage requitements inakes
it a commonplace hardly worth

thetics audpmdnr:ion are again Q stating. Sarao is privatcly
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owned, and the workers are v decolonize and resist oppres-

critical

salaried laborers, not members
of a utopic cooperative. Certainly
work is fragimented and alicnat-
ing; the person who assembles the
jeep does not also get to adorn it.
Jameson scems to have based his
assertion that aesthetics and pro-
duction were no longer distinct
spheres on the figure of Kidlat,
who pulls a toy jeepney out and
paints it in order to give this toy as
a gift to his younger sister Alma,
because “the American gave inc
dollars” and Kidlat was suddenly
able to afford such a bourgeois ges-
ture.

What this last inaccuracy
among Jameson's many problem-
atic formulations concerning the
third world indexes for us is the

dual peril and promise of terms,

such as the third world. In an ear-
nest atteipt to locate some space
in which alternative economic
forins might be contrued, Jameson
has posited the third world as a site
of utopic possibility. Such a frame-
work leads to crucial elisions and
iniscepresentations of the condi-
tions of third world production,
ironically engendering another
scholarly colonization of the fic-
tions produced by the third world
under the rubrics of “cognitive
mapping” or of “a new political
culture” in the desperate effort to

sive forces that refuse to be sim-
ply and neccssnrily discovered

and positioned. <

Foototes:

' The brown or black-skinned
Philippine carabao is a national sym-
bol that was appropriated by some
sectors ol the leltist opposition (i.c.,
led by Sr. Christine Tan) to Marcos
as a warning that, like this patient
beast of burden and companion to the
(armer whose anger, though slow to
erupt, is devastating, Filipinos would
not endure in silence for much longer.

2 Jameson mentions this in a [oot-
note relerring to personal correspon-
dence with Isagani Cruz (Art Naif”
213).

*Of which my essay is a case in
point.

*]. Hoberman unfortunately
reads this as a “tribal purity rite”

(]ungle Fevers 48).

SThis film was made in 1977, -

Martial Law was declared Sept. 21,
1971, and “officially lifted” in 1981.
The writ of habeas corpus was being
suspended, strikes by workers were
rare andvery dangerous.
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