
 

 

 

 

 

 

 

 

 

COPYRIGHT NOTICE 

 

This work shall solely be used for academic purposes and shall not serve any personal gain or 

commercial advantage. Further, distribution and/or reproduction in any form or means is not 

allowed without the permission from the author or publisher. 



'J

r :

•

Xs

Vit:

■

A

•■ a

Art
Studies

Journal
VOLUME 1 NUMBER 2

NOVEMBER 1993

O AO Rtfrt» Run wl.
TbbJounul nuy noi ber^Jueed.

m tf^ole M in put, vntfaout vnittnt peoumon
from die euifaoa or die D^iinmEnt

of Art S(udlet, UP Diltaiii.

'-iXT

■■

■ ■■M



From Work to Text: Film Billboard

AS Advertisement, Aesthetic

Object and Cultural Sign

Alden Q. Lauzon

i5?omci"hitig dark loorr?s from afar. Then, a sinisuer, menacing figure emerges. Suddenly,
Ji'Jriie Garcia siinultaneouslv Jjolds/aims fries his gun at you! Cut! Of course, as you arrar^e thir^ in
their proper perspective, you realize it is simply a billboard. Yes, film billboards. They imperiously hover
upon us in the fringe;! and the dirtied streets ofEpifanio de ios Santos Avenue, Quezon Avenue and indeed
In almost all environs cf-Manila. In the markets, in posts, in movie houses. Every week they are there
in The same place but aJv.'ays never the same. Today, it is Bddie Garcia with jean Claude Van Damme
and Sharon Cuneta embracing Richard Gomez; next week Fernando Poe jr. is joined by Gretchen
Barreito in a provocative pose and Andrew E. with his horde of girls at his sid-i;.

The film billboard has been around for quite a long time now, and yet very little has been said/
'A^irten aoouc it. This paper will deal with the hermeneutics of its presence and seeming absence in
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Philippine culture. Specifically, this text aims to
locate the film billboard in the mode ofproduction
of Philippine film industry, to problematize its
specificity and language and to position it as a social
construct.

What telos or objective does a billboard occupy?
Where do we locate it? Before dealingwith the film
billboards, the discussion will begin with tlie Phil
ippine film industry in general ~ its development
and growth over the years — and then will fore
ground phenomena of monopoly, profitability and
intjensive competition.

THE PHILIPPINE FILM INDUSTRY

- Film production is foremost a business venture.
Unlike other cultural productions, such as easel
painting, it is a collaborative effort among rhe
producer, the. director, the stars and the crew. This,
of course, is femiliar, but must be emphasized as a
vantage point in order to fully comprehend the
Workings offilmpr'?duction. Even the late director
Lino Brocka wrote in the State of FSlm Industry
in i9S4, that producers' attitude to directors must
depend upon the last movic he/she did. that is,
W'hether or not it made money. Thus, if we
investigate the history of Philippine film produc
tion, we become aware ofthe financial struggles the
^iarly movie producers underwent to establish what
we now call the "Philippine cinema." The siblings
lose and Jesus Nepomuceno. for instance, founded
tae Malaya Movies in 1919 which accordingly for
ten years was perpetually hounded by lack of
■jdequate financing." (Curunungan 1983:33). As
the owner ofthe fiim, Jose Nepomuceno' had to be
technical man, property'man. photographer. direc
tor, scenario writer and even electrician all in one,
in order to save production costs." Later, post-war
movie production improved with the flourishing of
"uccessfu! movie outfits such as LVN Production,
Uang-iiang, and Sampaguita Pictures. But all of
those arc now footnotes in the liistory of Philippine
>- inema.

On the other hand, contemporary Philippine
fi lm industry exhibits a different scenario with three
companies, notably. Regal, Viva, and Seiko Films
monopolizing tlae production. The former "was
established by Lily Monteveide, popularly known
as Mother Lily in the late 60's and now is reputably
the dominant movie producer/outfit. The other
two companies set-up in the early 80's are likewise
successful moneymakers. Together, they arc re
ferred to as the Big Three. Just like in the 50's, each
has its own b.evy of stars, set of directors/crews,
clique of exhibitors and bulk ofequipment. These
three corporations often er^ge in a stiff compeci-
tion for the attainment of supremacy in the local
cinema such that there is never a fortnight or a week
that they simultaneously screen their movies for
public consumption. Consequently, the Big Three
has monopolized the film production through the
years. Table 1, shows the number offilms produced
from 1990-1992 by each outfit together with
independent companies. The category "indepen
dent" refers to those which produce less than five
films a year such as OctoAvts, Movie Stars, Double
K, Cine Suerte Pioducticm, and others. Notice
that except in 1991 alone the combined output of
the three companies already constitute more than
half of the total production.

TABLE 1

NO. OP FILMS PRODUCED

YEAR REGAL VIVA SEIKO IND.

1992 23 13 17 58

1991 32 55 12 69

1990 36 26 15 66

♦This is a raw data taken from the UP Film
Center Library
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.vloreovcr, Regal Films appaiently and consis-
r ;nt!y dominates the outp^it. Butevenifit (or Viva/
Seiko) outgtosses rhe rest, the problem is how to
sustain it. Indeed, in this venture, chance is a

variable factor; for instarrce, a film expected to be
a hit sometimes bomb at the tills while a low-

budgeted picture produces a new star like Robin
Padllla's Bad Boy in 1990, This picture was
prodi-.ccd by Viva Films and in chat year with
'■vrz such as Kahit KoaHng Pagtingin starred by
F-.'uiando Poe Jr. and Sharon Cuneca. Viva
f'roduction, increased its gross revenue rank from
7-il709 to #1308 in the next best 1,000 corpora-
t- ms. it had a gross reverme of P61,009.000 and a
■i-rf. income of PI,389,000, while compared to. say.
Sugar Philippines (nc. which tanked #7l with a
jroEs revenue of PI.499,940,000, bur only bad a
net income of Fl,369,000. What do these figures
indicate? Viva as a tllm outfit is, simply put, earning
mill ions. We may say that more than 1 million is a
low income, buc- though the text (taken
horn the Top 1,000 Philippines Bcsr 1000 corpo-
c "■■orii published by Mahal ECong Pilipinas, Inc.,
'-•'-'■(A is silent on this, we presuppose that capital
nnostments have been recouped. Otherwise.

iva could have already closed its feccory. In fact,
if is nor only into fi lm productions but also
into pop music recordings with its Viva Records,
Inc.

The preceding discur.'ion constructs an image of
'Ucij'civeness and profitability which validates cet-
-in groups position r.owsrd.? the Pht'ippine fi lm
•• dustry. In this age. Motlier Lily and other
yi-".'h:.cers' preoccupation with surplus profits is
'' ' I'V-d for the quality of fi lm outputs. The

jr.isni is this: ifMother Lily (Regal). P-obbic
"1 Seiko) and Vic del Rosario (Viva) and cithers
are earning millions, why this saturation of
"tiash" movies? Of course, these groups/pi ri ons'
:urnisvalid, mdecategoricallynotjustifyingdre

; i'.'Vie producers, we must recognize thai the film
^o.kvitry as . syvtem is also beset with commc/c'il
„ • -,f . A;: an industry, it must persist or perish
-•u' i.cw?

That the local fi lm outfits must compete not only
with each other but likewise with international
companies lioused in the Philippines such as.Co-
lumbia Pictures, Warner Brorhers, and 2Gch Cen
tury Fox which release Hoiiyvrood Picture is
another factor to reckon with in investigating the
state ofPliiHppine fi lm industry. Although HoUy-
w.\-iod .films bracket off certain audiences because
these require an intciliy,ib;uty of rhe English lan
guage, this set-up ccUapsei-, especially if Sylvester
Stallone's or Arnold Schwarzenegger's Termina
tor/Commando pictures, tor that matter, are
shown. If these riighlech, last-paced films were to
compete with a Lito Lapid or Baldo Marro starrer,
chances are the former wouid yield incomparably
higher gross receipts eventhoiigh the latter were
produced by Regal Sims.

Moreover, the eiTects of Hollywood pictures are
not only on the economic and preferential levels;
they also exert a great influence on Philippine
cinematic production. How? There is, for i.n-
scance, the imitation of oharacte.rs who are non-
existeni in Philippine culture like Indians and
cowboys, the femme farale image, the Rambo-
figure and so on. And most significantly, -with too
much expo.ute aiad picfe- .^nce to Hollywood fi lms,
the criterion used in evaluating Filipino fi lms are
likewise Hollyv/ood-based especially among the
majority of middle and upper classes. There is. of
course, nothing wrong with such criterion. But
there should be a mtd-ation of its application to
Philippme context, rirmetmoie. it should net be
construed as universal. A sofe fi lrr.;, fbr example
Schwaizc-iei^er's or Spielberg's Star Wars is
supeiicu ill terms of pla.,iic wizardry because is
budget is sUsady she combined total of Philippirrc
fi lm production Ten the pi^st, say, ten years.

Anothei factor, is the presence of television.
Producers concoct new fo rmulae in order to attract
the viewers to leave their homes. But for quite a
long rime now, television serves as an entrepot of
rehashed or previously shown films. Indeed, an-
otliet literadveventure. Lutthisreducesviewership.

UltZ9ll/38
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int.T^.-ad of watching them in theaters, films are Thus, they are given pUy-''ares only if the big tlire
awaited in TV programs such as Tagalog Movie do not simultaneously siiow their pictures.
Greats, Regal Presents, Viva Sinerama.

I

The heavy taxation imposed on film-making
also needs exposition Biocka ag-ain comments on
this matter In 19S4. He says, "because of it

nnaliy, av.-ards do not rccm to matter to Filipino
movie producers because drey are not an assurance
that the film will earn money. Verily, what appears
is a risb/ undertaking. If a substantial amount is
expended, there has to be an expectation of surplus

(taxation) a film with a one rniilion budget has to substmtia) return of the investment,
earn three times this budget in .Manila, alone, in Buthowistlii: -u-hie-ved? Aside from hiring/paying
order to receive clwrpnncipal investment and pay bankable star, producers resort to
the rest in taxes. (Broctca 1984. 48). This as a piomodonalstrategies, or in simple terms, advertis-
profound impact in the film industr)'. Brocka cites This, infact. is anindisi^nsaWeislemeiitinthe

superstar system which has developed over the production of a film.
Year':. Producers hire the services ofthe superstars

•assuage their fears of not recovering back theirro Tj. above discussion indicates that intensive
investment- However, they (superstars) uislocate .-oj^petitiveness and monopolization characterize
the budget because their total fees alone are enough production of films in the country, notably
to increase the over-all production costs. among the .Big Three, the independent, and rhe

Hollywood production outfits. The idea that

Thus, Brocka states that "it is not enough to advertising "favors either competition bet^^asen
make a good movie, one has to consider the business producers or monopoly by creating an >ntry
side ofit too?" (Brocka 1.984:49). Producers must barrier' whicli prevents new forms from ent'ecing a
first confront the exigencies of booking which market" (Sinclair 19S7: 18) is one of the debates
•jieansdistributingand/orsellingthefilmtotheater concerning its economic efiects. This will be
owners This i.s a salient aspect in the post produc- evaluated and probi'-matized in relation to Pliilip-
tion because this sets the playdatc of the Sim. Such pine movies, specifically, the film billboards. Hence,
processisafecileactivityfbr theBigThreeproduc- the nonon that aavertising propels competition
tion outfits because they 'nave, as stated earlier, sets among producers is almost a negligent frctor be-
ofexhibitors who teadiiy accommodate their screen- cause it is overdetermined by a priori forces such as
ing period(s). For instance, New Frontier Theater the films acceptability among the bookers andin'cubao.and GotescoinRectoprimarily scieena theater owners, the stars presence, the playdate
Regal produced film. However, this procedure, is (usually during ere. and so on. And. all of
very much different among independent but small- these are, in rhe fimi ani.;ysti, iavorabic to the Big
time producers who heavily invest in the produc- Three cowpanies. The screening committee ofthe
Mnn of a film such as renting film equipment and Metro Mamlr. Film Festival, for instance, automari-
•ost-production studios for dubbing, editing, tally reserves the three out of six slots for them
.M;?gmtech. LVN. Regal and Viva offer these kinds regardless of the quality uf their entries.
,  :'Lv:ces. With a tiglit budget, more often than
not, their stars are nor big names. And this pos-..^ 1 he idea that adveiti-fing Givors monopoly de-economicproblernsbecau8e"somstimesthT-.'>-,uk- firrther inquiry. Far from constructing
ers don't even bother to find out what a mo"ie is all Philippine independent producers as paupers, fr ry
• bout." (Brocka 1984:49). Thestandatd.'iue-stions do participate in the advertising process.'con-
o„e.y ask ni-fi "who lie the actors in the filn; " and strained as rhcy ate by the uncertainty of the
'■ :A/rat are thegitmnicks Iiere?" (Brocka 1984:49). pluydate, As for the Big Tliree, they can engage in

UIIZ0I/39
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an all out ad campaign—especiallyifit is a roadshow
prescnration — through the mobili2ation of their
PR, people, since they can readily arrange- a favor
able playdate with the bookers.

CONTEMPORARY PHILIPPINE

rILM ADVERTISING

The phenomenon of film advertihng is "enf
much related to the history of fiim, especially in
NorthAmei'ica and Prance. In these countries, film
productions in the last decade of 19th century
"onsisted of experimentacion of the newly discov
ered medium. However, people afterwards be-
cume apathetic to the producers' offers., such as
short films about a coming train or a market scene.
What saved them was the introduction ofnarrative.
Later, film advertisements became a necessity when
commercial films began to inundate the market.

particular star whose fiiir. will be shown 2-3 wee'^'s
from now, and iiirewi:-r, ̂ r.nsational news which

range fioui slapping, and iit-art-breaking incidents,
abortio.i, auicide atte.mpL:. romantic imbroglios, a
star sojourn in Hongkong, ad infinitum. Whether
cheie news ace true ornot is insignificant. These are
juDLsomeofthe "gimmicks" the booker wants us to
knov/and consequently encourages. Finally there
IS the film billboard. But before the explication on
fhts subject can proceed, we may ask, how do we
accountfbrall ofthese forms ofadvertising? Canv.'e
say that they encourage ihc reproduction of tins film

system?

Contemporary film advertising, Philippine ex
perience, appears in various forms and ways de
pending upon which medi.a are utilized. For
example, the PM station WKC airs histrionic
dialogues froman ongoing or a forthcoming film. It
also offers free passes. T-shirts and others ifa person
calls and answers some of its commonsensical
.-juestions. In relevision. certain scenes are shown
usually during the intermission of a primetime
program. In lunchtime shows, like Eat Bulaga,
•"ompetitions are devised, like singing the theme
song, acting-out some scenes ota particular fjlrn. In
recentyears,however, there are TV program.
as Movio Parade which devote their time only to
trailers of different films which are soorr to be
t-rreened. TlfiE, of course, is patterned fiorn sneak
oreviews in movie houses shov/n prior to the
;.:reening of a feature film. In print media, film ads
■A is Iocs.ted in the lifestyle and leisure section in the
fbirn of a review or a vi.sual lay-out which indicates
.1." ' location and date of screening. With the
proliferation of fin and rumor magazines and tab
loids, fi lm advertising has found its most exciting (to
some) or vulgar (to otheis) venue. These magazines
contain the latest misfits and (mis) adventures of a

In an empirical study. Estrella Querubin found
out that fi lm advertisements in general are not a
"dominant feature" among the 200 respondents she
studied from her andergiaduate thesis "A Survey on
the Factors that Affect the Box-Office Success of
Filipino Movies," (19.91). So what appears is that,
withoui undermining iti^ economic signiticance,
advertising is not a major force, say, in the reptti-
duction of monopolistic economy ot condihon.
There is no direct relation of the ads to behavioral
response, leading to commercial success. If ever
established, it is only marginal. Moreover, a
capitalist system wl.ii h houses advertising agencies,
may well have "totrilizing and coercive tende;:;-
ciss... but it also has its contradiction and in any case
has to oome to terms witla real differences between
pR-.pie and real needs for it to survive as a system,
letalone 'reproduce' itself." (Sinclair 1987: 59). In
other words, in the analysis of the IntetpellatiorB of
advcitkement, real and concrete differences rr.ist
be considered. These inciude the person's position
mthc productive system, 'ffis/her purchasingpower,
age, sex, gender, education, religion and so on. For
instance, a majority of female vendors consume
rumor magazines U3 their spare dme but do not.have
01 have very limitoo. chances of viewii^ the fi lm
because of temporal and commercial constraints.
But hew do we position the saturation of the
different film ads in Philippine culture with their
particular siog.ins, images, logos, titles, etc.? John
Sinclair's analysis can be appropriated for Philippine

UlZ»/40
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jijtring. sayf that particular sector in the

economy or the advertisers themselves, have pen-
etiatefl the society through its marketing and com
munication strategies and, thus, have given them
•aid eventually their products (ads) "a high degree

visibility." (Sinclair 1987: 54).

Awhile fiini at its iiicipience never merited
recognition and vvas considered merely as

popular entertainment, it has now been ref cgnised
(b)' whom?) as a "legitimate" medium and en
deavor in Hcll-ywood and in the country. One
proof is the State's proclamation of some film
directo; s as N'ational artist avrardecs, such as the late

I.jmbeico Avellana and Gerardo de Leon jr.. or the
jt-sser Oi 'is but still prestigious CCP Gawad Award
v/hic!i includes Lino Brocka and Ishmael Berna! in
iV- list, Consequendy, the works of these directors
dive been subjected to analysis, interpretation in
theses articles of various publications.

with the establishment of several tine art schools,

notably rhc UP School of Fine Arts, which privi
leged oii/caie) paiuxing as one of the few and
dominan*. j;:&rr!v:p ;rticuiariy visible InAmorsolo

and his tcllowcr'f. works, Dominant in the sense

that he (.^morsolo) wys institutionally supported by
the .American authorities, the ruling, elite class li'c--
Que-xon, Vargas, and ytiio clans. Basketry, mat-
weaving, pctteiy. especiallv among ethnic groups,
v;eie stiil considered msio "artifacts" or its euphe
mism "craft," bu: not the category "art," even as
the folk was appropriated via Amorsoio's rustic
representation.

The study of popular painting as exemplified by
Mabini Art and film billboard presents a different
scenario especially among Filipino scholars. While
the former is synon'jTnous with popular painting in
general, and quite recently a topic of aesthetic and
critical inquiry (see for instance Pearl Tan-
Punongbayan's m-asteral thesis "Mabini Art: His
tory, Practice, and Aesthetics), the latter's case is
::mbivalent. Possibly because of its ubiquity, film
Oiilooard, unlike Mabini act, which is still housed in
aifrhops, has not merited scholarly attention. Proof
o'" this is its pedagogical absence in academic
institutions or in concrete, terms, a dearth oDviitien
texts about it. However, there is a more proround
reason for sucn condition. The Philippine colonial
-xpcrience under the Spanish rule rngendered
.'-courses on art, for instance, which operated
under an exclusion/inclusion principle. These
irristic discourse housed an institution like the
Acatlemia de Dihujo y Pintura founded in the
: bth c. by Damian Domingo, valorized the Euro-
''ean discourse on art 'which eventually "othered"
the traditional or the folk practices. In the 20th c.
and later peiiods of American rule this intensified

During the 50's and 60's the American dis
course, esDsciaily avant-garde artistic production,
exerted a tremendous influence among our arcists,
suchasjosejoya. Avant-gardism emphasizes "n>-
dividua! creativity" and "personal expression,"
thus, popular painting cannot be considered a
"serious" undertaking. This notion, of course, still
persists in contemporaiv rimes. But since the
circumstances -which have led to the exclusion of

popular art/culture is/was a matter and disccutse
(and other determination-., our colonial experience,
primarily) then the discnrsive and critical practice
of recuperating and rs-ev-iluating is a significant
scholastic project.

!n the previous section, the social and economic
matrices upon which the film billboards locate
themselves became the foci ofdiscussion. Studying
diem, however, does not mean a consignment into
die sociological realm. As mentioned above, we
can likewise consider them as artistic works or,
better, practice possessing aesthetic merits. This
kind of evaluation can be supported by the Saussurean
concept of differences. Accordingly, it is through
the relationship ofsimilarities-and differences-within

a system that signs acquire meaning. Ifthis is applied
to two-dimensional visuoi aits, a film billboard is a

specific utterance and is defined by its differences
from and similarities to otbei signs such as oil/ease)
paintinglike Amorsoio's, a mural, academy painting
and the like. Thus, a film billboard is similai to a
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.  .' ir-ti and SpoHarium in terms ofdimension and

vicnaf but differs in authorial intention, modulation

ofvaiuc (light and dark), manner of representation
(i.e. realism, expressionism). In other words, it has
its ov/n language and specificity, though limited in
terms of vocabulary and range because of various
determinations. Accordingly, "the notion of the-

specificity ofart does not imply any universaiistic or
tians-hi;-;totical features," but, "on the contrary,
forms of art...are seen as historical and is changing."
A'C'olfr, 1987:88). Furthermore, the acquisition of
rnraningofoil paintings or film billboards is cultur-

a:'y established.

"ILfvl BILLBOARD: A CASE STUDY

Billboard is quite an antiquarian form ofadver-

lAing. In parti '.ilar, "there had been persuasion in
ilv; various tbinjs of newspaper, billboard and
handbill a-dvertising which had developed in Britain
frona at. ierst the seventeenth century." (Sinclair
i.9S7;6). And film billboard advertisement is

ieiatei.l to the first movie ads which "were an
outgrowth ofcarniva! announcements." (Donahue
1987:74). This kind of advertising was done by
giving away free tickets in exchange for nailing
posters in different locations. The context is
American but whether this practice ever took place
in the country is only secondary, in principle, the
film billboard advertising and poster posting are
very much similar to each othei.

One example ofan institution which specifically
ventures into film billboard production is Sagmit
.Advertising Inc.. It is located at 1.582 Antonio

'Li.'fia St. Tondo, Manila and was founded by
Edurrdo Sagmit in 1960. Prior to the establish-
n:e:jt, Mr. Sagmit was an accountant/employee at
the 20th century Fox Manila office. Hit cccpioy-
ment and interesr in dabbing and sktcching gave
h.=m the idea of putting up an enterprise which
wuld public-zu the movies to a much broader
dujnce. T.hus. he founded the joint Juco and

.: acvnit Advertising and eventually decided to be

the sole proprietor of Sagmit Advertising Inc. in
1960. The first clients were the owner of the

Cinerama complex (now occupied by Isetann
P..ecto) and of course thu existing movie outfits
then, such as Ilang-ilung Pioductions, Sampaguita
Pictures and others. Since the death ofMr. S-ginit,
contempnraiv Sagmit iidvertising has been man
aged byhii son, Bienvenido Sagmit. And ofcourse,
the primary' natrons are ihc dominant movie pro

ducers intlie covini ry, such as P-^egal, Viva and Seiko
Films, indeed the .Big Truee. Clients likewise
include the independent film production outfits and
even the foreign companies such as Warner Bros.,
Columbia Pictures and 20th Century Fox.

A', present, a billboard requires a minimum of
two days for completion. The process of produc
tion, however, starts a month at the most or at least

cwoweeb prior to the screeningofa film. The time
varies because this depends upon the kind of movie.
Ifit is a launching vehicle ofa star, or a big budgeted
one (called roadshow pre'^entation), then a month is
needed. However, ifa producer decides to exliibit
a film which had long be;-tn finished but was not
shown for quite a time. ?. relatively shore period is
available for billboatd production. In concrete
terms, the activity starts when (after the producer
has placed his/her job oiOer). the lay-out i^lossy,
colorful and in poster form) of a particular film is
delivered to Sagmit for billboard reproduction.
The labor coixisB of rwo divisions and sets of

workers ~ the figurative and calligraphic painters.
The former include', chcoe who are tasked to paint
thefigutes. The is rtcr consists ofrhose who execute
the film's the star's name, the slogan such as
"one friend... one enemy .. ?. thousand bullets." At
Sagmit, a total of 12 pai:ite:s (for both divisions) arc

employed; in addidon to this, there are also the
sketchers and helpers o: those who install/mounr
the billboards in certain locations. The family
corporation "owm" Lhe following key billboard
places; the Banawe, Tatalon areas in Quezon City,
and Legarda and Recto in Manila. The lot is leased
to Sagmit Advertising wlxch provides the iron
stands :br these billboard'-.

Ull»i/4>
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For -A particular iilm, aflearr seven billboards are
preprred by theSaj-:m]C-3i;i;;;ts. With regards Co riieir THEFiftAKING OF A FILM
trr.inmg, it cannor be said to be formal. Some of BILLBOARD

thcin have pratti:;ed their skills m drawing and
painting since childhood. While others hrave ac- After SagmiC has received thclay-ouc, the actual
quired i±ic skill rhrcugh observation or appren- production takes place. The tasks involve the
ticeship. The latter specifically includes those magnification of the isy-uut and its re-production
helpers who observe the "Old Master" and after ('inthe imitativesense) inabillboard form. Thelay-
years of persistence venture into p.'iintir^ bill- out is then the model or better the mother in
boards foe public consumption. Prior to this, the billboard (re)prodaction.
racTiiiy enterprise requites a skill test for prospective
C' -plicants. For figure painters, a certain picture The following discussion is concerned with the
should be copied as naturalistically as possible, productionof a film billuoard itself, specifically the
While among calligraphcrs, they must be able to materials used, the steps taken and the like,
approximate the various sizes of letters in the lay-

First, the fi-ame about 45 ft. x 35 ft.

(width) is assembled out of 2 x 2 pieces of wood.
Then the canvas or katsa is wrapped, stretched like

At Sagmit, the, artists receive no basic pay but ^ bandage and nailed at certain points ovec the
earn their living on a piece by piece basis. Since an ftamc. After this has been prepared, the next step
average of four films are shown a week and an involves the first coating of a white paint. The
allotted 2-4 weeks arc needed for billboard repro- sketchirrg of the figures and letters follows,
auction, they are never out of work. The artists
interviewed by the TatakPilipinostaffrelates chat Billboard painting involves a pair of workers-
depending upon one's pace, one can earn from one figurative paintc.r and a calligraphcr. Thus,
more than PI ,000 a v/eek or a maximum of once the-sketches have been drawn, either one or
P12.000 a month. But while the billboards are other can proceed independently with one's
installed prior to foe screening, according to activity. Accordingly (based on this writer's inter-
Mrs. Sagmit, wife of the founder, the paycheck viev.»-wtth them), figurative painters develop their
usually arrives 2-3 weeks after the film is shown, ownwayofpaintingthefigures.Thetechniquema-'
This is a big drav/back because the artist involve the procedure oflightly shading the coun-
expects to be awarded monetarily immediately which is, then, eventually darkened to
after the tasks have beeiitulfilied. But since films ate ^
financed heavily, the ptoducets have to await first that
the box-offlce performance before paying other f they contrast this with
clues, such as the film advertisements. This kJnd of llf" to l>""8.'''0"ror emphasize thefiguret,).
arrangement is preSgured by the companyh almost *= °t:hei hand, just like their
j  "j . 1 T. u j . partners.iollow the etters size printed in the lay-dependent relationship with the producers. At „ i.'MilW.U iU UlC

.  u j • r- magnification, the techniquetunes the company ventures into the production of approptiation is used. For instarl...
political campaign rnateuals, but these are only the letters ofthe title genenllydominate i.uhe lay-
rate cases. However, its workers are never out. thus, they are given .1 percentage of 100. This,
without protection. Majority of them are Social .hen, becomes the basis of the other woids, names,
oecurily .System (SSSj members, and. hence legiti- ^n. For example, the lead stars' names which
mate workers. usually are the next biggest are probably 70% in
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rftl9rio!i'"o ihe rifle sil. peering cast is given 40%.
and so on. Merer'Ver, 'he caliigraphers, for varia-
ti'M) piuposer., a';,c employ the techniques ot'con-
nast. U'thc fj'jckgioiind is light then dark color
paints irar the letters ate preferred and vice versa.
'lYie paints are conimescial ones, such as the well-
known Boysen producs. Colors include the pri-
.'.nai/und the tluofc-.stent greens and pinks which are
used especially for the utk- and the major stars'
narnes.

Ifwe may interrogate this laypothetical question,
why is the abstract style a big implausibiliry in the
film billboard production? As an advertising agent,
it considers the process of identification not in the
form of empathy but more of recognition. Who?
The stars, of course. Indeed, two forces constrain

fiae range and vocabvilavy of film billboards. FiisC,
th'. lay-out commisoionsd by the movie producers
and second., a consequence ofthe first, is the fixation
wjrh rtaturslistic ant; tealisCK, figures. The second
is/was overdetormmed by the star system complex
which developed in Hoilywood and, later in the
Philippine film industry. Its history is the subjectof
the follov7ing quotation.

"In the early .days of jnolion pictures, before
1920, producers of films were convinced that
is would be their names that would be

remembered, apart from the title, when die
audience left the cinem?. A so-and-so

production was announced. This was an
amazing rriiscalculation which came
presumably from the pioducers*
understandable pride in being the first to give
the public this nev/ form of eniertainmenL
But the public did not v/ant to know who
the so-and-so's were sndthey stil! don't.
What the public wanted to know was who
were the actors in the movies. The

audiences wanted names to go with the laces
and nvmnen of the people on the screen.
Quite slowly, Hollywood began to realize
the irnpoitance of the screen actor...
(Jvlaz.;tsbc-rg 1967: 730)

Undeniably, the star.- are the big draw to a Ol i;,
be it in Holl)'wood or in dir Philippines, Thus, ;
film billboard must appiopnace the conventions of
portraiture to convey that his/her idol's movie it
forthcoming.

TYPES OF BILLBOARD

The term billboiird is/was used generically but
it is :u tuallyone specific type. A billboard entirely
copies the lay-cut. alrbougii some portions of the
latter may be given emphasis in other productions.
These- could be the lead star's face alone, or the star's

leading lad;', or simply liic title plus the lead star's
name and his/her fiice alone. The following is a
classification of various billboards.

1) Bilfooard - Those that are hung in key places
or Hitetsections puch as in Cubao. Recto etc.

Tne size is approximately 45 ftx 30 fl.

2) Marquee - Usually in horizontal format, it
contains only the title and the main stars. This
is hungintheexteiiorof'the movie house. The
size varies bat defiiiitely is smaller as compared
to the billboard.

3.) Standee - This is found within the lobby of
tlie movie house. The contexts are similar to

those the marquee but sometimes the figures are
larger.

4) Poster-This is attachedtoapost.andin some
cases, the rooftop of a Saraojeepney. Among
all ihe typ.es, this is the smaile-st. It includes only
the film's title, the face and the production
outfit.

5) Cut-out - A curiou; blend of 2D and 3D
forms. The figure 9, say. Fernando Poe Jr, is
drawn on a plywood an Jthen the outlineis cut.
This is, then, fastened on 2 x2 wood frame and

is exhibited in the exi-enor of movie houses.

6) Banner - A billboard which emphasizes the
film's title, the star's name and the producing
outfit. This type ir. devoid offigures and often
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use- T cloth fabric. In most cases, this is placed

belo'.v the marquee.

nwd'ti." And later iterates, the CACC "is taking
the i.'ght tack in appealing to the mass media for
lestraint in the trearmerK of stories involving sex.
crime .and violence."

In is curious to know that with the advent of

nialU, the other types i:xcept the billboard have
been tendered obsolete. Theyare now located only
at exclusive theater hoi-iscs.

'.fhe film billboard, therefore, is generally large
scalr-. and has giga.ntic Qgures, huge ietter.s, bright
hues within it. Aside from spawningvaiious types,
it includes cphemerality as a general characteristic.
To save costs, Sagmit re< ycles a particular billboard
three times after w.hich it is deemed unworthy of
further usage.

CONCLUSION

Previously, it v/as construed that advertising
v/hich includes 61m biiiboaids does not directly

riiproduce the system. But this is an incomplete,
formulation because it, neverrheless, conciibutes to
the intensification of the system by xeinfbtcingit. In
other words, there is an i.uadequacy in the- position
chat fiiin billboards ;ae autonomous cultural objects
and mere appendc'^e ofthe fiimi-ndustry. Unlike a
motion picture or film, itj-elf, whirli is a composi
tion of various shots forming a nanadve. a billboard
is similar to the unit shot but has more to it. Often,

provocative images o.nd vehetnenr lines are in
cluded. Furtlacrmorc, it is Juxtaposed with other
billboard:, which have almost the same contents. At
Sibt gUncK, images are captured simultaneously,
but, eventually, the viewer shifts from one-billboard
to the next.

Again, there are conflicting views with regards
to the aforementioned complaints. At this point.!
would like to appropriate the following view on
advertisements. Tliis talks of the advertisement but

can be extended to movies, newspaper stories and
so on It "does not :o much invent social values

ideals of its own as it borrows, usurps, or expioi's

what advertisers cake to be prevailing social values."
(Sinclair 1987:29). This position is problemanc and
untenable because it constructs advertising as a
supernumerary thing. Since social values aie .aj-
ready there, what they (ads, films) do is merely to
reproduce them. Thus, whatever the images
within are meiereflecLionofsociety's values, ideais,
ideasandsoon, Butbcrrowu^ isnevetvalue-ftee,
for it, in final terms, piiviifiges,''vaiori2es ceitain
discourses and/or representations. Film billboard:.,
for instance, by employing patriarchal, and sexist
siyir: and codes (for cxantpie, gun as the totem m
action fiims) actively part icipate in the construction
ofvigihntism, iuveiiiie- idiosyncracies, machismo,
male voyeurism, sexual taboos like polygamy, in
deed,rhe Manic heanor,alter Derrida, dielogocentric
order.

The Philippine Daily Inquirer's March 24,1993
editorial takes the cudgels of the Citizen Action
iigainst Crime's (CACC) opposition of the stark
presertce of, first, sex and its various derivatives -
profanity, nudity aird violence in mass media. It
says, "last week it (CAAC),.. assailed greedy and
unscrupulous movie, TV and radio producers and
newspaper publishers for the perversion in the mass

The images found in the lifestyle section of
various newspaper;- are proofi of the sforemen-
tion-id constructs. Though these ads are not film
billboards, the difference is blurred because as whii
has been established, the still ads for print media ;;nd
film billboards are mere reproductions of ihc lay
out.
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