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FroM Work T0 TExT: FiLm BiLLBOARD
AS ADVERTISEMENT, AESTHETIC
OBJecT AND CULTURAL SIGN

AvpeN Q. Lauzon

omething dark leoms flom afar. Then, a sinister, memacing figure emergss. Suddenly,
Eddie Gaicia siimulanecusly holds/aims fires his Er,!ln at you! Cutl Of courss, a3 yeu arrange things in
their propet perspective, you realize itis sitnply a billbozrd. Yes, film biilboazds, They imperiously hover
upon asin the frings:snd the dittisd steeets of Epifanio de los Santos Avenne, Quezon Avenue and indesd
i a'meet all environ: of Manila. Tn the markets, in posts, in movie houses. Bvecy week they ace there
1 the same place but always never the same. Today, it is Eddie Garcia with lean Claude Van Damrme
and Sharon Cunets embracing Rickard Comez; next weck Permando Poe Jr. joined by Gretchen
Earretto in 3 provoeative pase and Andrew B. with his horde of girls av his side.
The film billboaid has been around for quite » long tiree now, and yei very little has been said/
writtsn aoout it. This paper will deal wirh the hermencanes of i pressnce and seeming absence in

i

i




ARTSTUPDIES JOURNAL

Philippine culture. Specifically. this text aims to
locate the film billboard in the mode of production
of Philippine film industry, to problematize its
spe-ificity and language 3nd to posidion itas a social
Carginict,

What telos or objective doesa billboard cccupy?
Where do we locate it? Bafore dealingwith the film
billboards, the discussion will begin with the Phal-
ippine film indusuy in genetal — its development
and growth over the ysars — and then will fore-
ground phenomena of monopoly, profitability snd
Intensive competition,

THE PHILIPPINE FILM INDUSTRY

- Film production is foremost a business venture.
Unlike other cultural productions, such a: eazel
painting, it iz a collaboratve effort among thes
producer, the director, the stars and the crew. This,
of course, is familiar, but must be emphasized 25 &
vantage point in order to fully cotnprehend the
workings of ilm preduction. Even the late director
Lino Brocka wrore in the State of Film Industry
in 1984, that producers’ attitude to directors mu.“
depend upon the last movie he/she did, that is,
whether or not it made money. Thus, if we
mvestigate the history of Philippine film produoc-
tion, we become aware of the financial :u‘n@ et the
early movie producers underwent 1o ﬁﬂ’c-hsi:l 'Ii'-.*hir
we now call the “Philippine cinerma.” The siblings
Inge and Jesus Nepomuceno, for instance, founded
tive Malaya Movies in 1919 which accordingly "for
‘eni years was perpetually hounded by lack of
idequate financing.” (Carunungan 1983:33). As
tize owner ofthe fiim, Jose Nepomuceno “had Fnbr:
tec hnical man, propercy man, photographe: . dices-
tor, scenario writer and even electricion all in ong,
it order to save production costs.” Later, post-wat
novie produc tion improved with the flourishing of
successfiol movie cutfits such as LVIN Production,
tisng-ilang, and Sampaguita Pictures. But_ all of
thaee ars now footnotes in the hbstory of Philippins
LI IMA.

On the other land, contemporary Philippine
Glm industry exhibit a different scenario with three
companies, potably, Regal, Viva, and Seiko Films
monopoiizing the prodoction. The former was
established by Lily Monteverde, popularly knowmn
as Mother Lily in the late €0°: and now is teputably
the domimant movie preducer/outfit. The other
two corpaniss set-up in the sarly 80% are likewize
succersful tmoneyomkers. Togethsr, they are re-
[erred roas the Big Theee. justlike in the 50's, 2ach
has itz own bevy of stars, set of directors/crews,
clique of exthibitors and bulk of equipment. These
thres corporaticns often engage in a stuff comper-
tion {br rhe anainme=nt of supremacy in the local
cinema such thas there is never a formight or s week
that they simultanecnsly zcreen their movies for
public consemption. Consequoently, the Big Thre=
has monopolized the Blm production through the
years. Table 1, shovs the nomber offilone produoced
from [990-1992 by eich outht together with
independent companiss. The category “indepen-
dent” refers to those whirh produoce less than five
filmns & wear such as OcroAvts, Movie Stars, Douable
K, Cinc Suerte Preducticns, and otheizs. MNotce
that exceat in 1391 alone the combined output of
the three companies aleeady conshtute more thun
halt of the total production.

TABLE 1

NO. OF FILMT PRODUCED

TEAR P..EG..-'.L1 ViVA | SEIKO| IND.
1992 28 ‘ 18 17 58 |
1991 ¥ 15 12 6=
1990 36 26 15 66

*Thiz is a raw data raken from the UP Film
Center Library
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vioreover, Regal Films apparsntly and cornsis-

ety dominates the ovtpat. Butevenifit (or Viva/
Zeika) sutgrosses the cest. the problem is how to
sutain it Indeed, in this ventaze, chance is 2
varialble fzror; for instance, 3 fAlm expected o be

2 hir cometimes bomie at che tlls while 2 low-

l budg=ted picture produces a new star like Robin
Fedilla's Bad Boy in 1990, This picture was

| produced by Viva Films and in that year with
e gizeh a: Kahit Konting Pagtingin stacred by
Frnando Poe Jr. and Sharon Canen, Viva
Preduction, increased it gross revenue rank fom
#1707 vo #1308 in the next best 1,000 corpoca-
™ it had a gross revenus of P61,009,000 and =
<t income of P1,389,000, while compated to, sy,
Sugar Philippines Ine. which ranked #77 with
jtosz revenue of F'1,499,940,000, but only had 2
Ferincome of L 369,600, What do these figuies
inhicate? Vieaus a filen ourditis, simply put, eacning
tniliions. e may say that mote than | muillioniiz a
lwr mer jncome, hue though the text (taken
tiorn the Top 1,000 Philippines Best 1000 corpa-
© wre sublished by Mahal Kong Pilipinas, hlu:.,
L7040 i3 silent on this, we presuppose that “Fft’l
| Croestments have been recouped.  Otherwise,
" tva could have alisady closed its Berory. In fact,

‘ it iznot only into film productions but also

inko pop music recordings with it Viva Records,
loee

The preceding discussion ¢ Onstructs an image of
“e¢ttivensss and profitability which validates cet-
2in groups position towseds the Philippine Glm

Gty In this age. Mother Lily and otaet
tolicars' preoccupation with surpius F'”i‘ril‘;g i
o1 far the gualisy of film outpnt. ”’f*

i et is thiz: if Mother Lily (Roegal). Pobbie
Seito) and Vic del Feosario (Viva)and otines

ite sarning milions, why thiz ﬂtur&!hc"_- -1[
trazh” movies? OF course, these BIORPE puliors
dirn e valid, Whele categorically notjustuliing the
ie prnducers, we must 1eCORNize that the fim
Liorey a8 o syvitem ks aleo beset with Cﬂﬂ'.lli.;i'.--'r_-"...'

i oan indasgy, it st persist OF Persn

Thatthe local flmoutfics mustcompete notcoly
with =ach other but hiewise with internationmal
companies houted i the Philippines such a:.Co-
lumbia Pictur=s, Warner Brothers, and 20th Cen-
tury Fox which releass Hollywood Pictare is
another factor 1o reckon with in investigating the
state of Finhppine film industry. Although Hoily-
wood Slms bricker o certin andiences because
these tequite an intaligizfity of the English lan-
guage, this ret-up collapsss arpecially if Sylvester
Stallone's or Arno!d Schwarzeregger's Tenmina-
tor/Commando picteies, for that matter. are
shown. [l thess lugh iech, fast-paced films were to
compete witha Lite Lapid or Baldo Marro starrer,
chances are the tormer would yield incomparably
higher sroge receipt eventhough the latter were
produced by Regal filos.

Moreover, the eifect of Hollywood picnures are
rot only on the economic and preterential levels:
they alro exert 2 greai infinence on Philippine
cinepmatic prodoction. Hew? There & for in-
stance, the imitation of <haracters who ar= pon-
exibert in Philippine culmes like Indians and
cowboys, the femme Eiale image, the Rambo-
figore and 50 on. Aad most significantly, with too
muchexpo.ure and orefer *nee o Hollywond Glms,
the criterion used in evalnitng Filipino Glms are
likewrize Hollywood-based especially among e
majority of middle and npper classes. There iz, of
conese, notling wrong «ith such criterion. Bur
thore should % a2 med-ation of i application to
Philippine contexi. Turdetmore, it siioeld not be
corstroed 43 wnivera. A sole flo for example,
Schwaizcoegger’s o Spirlberg’s Star Wars
supetion 0 rerme of phiatic wizardry because iz
budger 1 2lizady the convined o] of Philippine
filtm production ioe the post, say, tan years,

Acother fictor, is the presence of television.
Producars contoctnew ormalae in order po aoract
the viewers to leave their homes Bur for quite 2
lorg fime now, television tervas asan entrepor of
telmshied or previcusly shown filos.  Indeed, an-
other lucrarive venrire. Lutthisreduces viewership,

Lauzon/38




ART STUDIES JOURNAL

wnicad of watching them in theaters, films ace
awaited in TV pregrams such az Tagalog Movie

Greats, Regrl Presents, Viva Sinerama.

The heavy taxation wnposed on film-making
also needs exposinon Brocka again comments on
this matter in 1954, He says, “becawse of it
fraxarion) 2 flm with a one million budget has to
rarrn: three nmes this budget in Manila, alone, in
vrder to receive that puncipal investment and pay
the rest in taxes.” {Brocka 1984: 48). This hasa
srofound impact in the film industry. Brocka cites
rix superstar systetn which has developed over the
vrirs. Producers hite the services of the superstar:
" assuage their fears of not recovering back their
irvestment. However, they (superstars) duloeaie
the budget because thair total fees alone are enough

1o inctease the over-all production costs.

Thuz, Brocks states that “it is not envugh to
rkee a good movie, one has to consider the business
side ofit too?” (Brocka 1984:49), Producers mmnst
Sist confront the exigencies of booking which
-neans distributing and/or selling the film to theater
sweners, ‘This iz a sulient aspectin the post produc-
tion because this sets the playdate of the 6lm. Such
process isa facile activity for the Big Three produc-
tion outfits becanse they have, as stated earlier, sets
ofexhibitors who readily accommodate their screen-
ing period{s). For imstance, pew Ff”“'—'il"*'l' Theater
in Cuabao, and Gotesco in Fecio pricmagily scieena
R.egal produced Blin. FHowever, this procedure, is

very much different among inﬂ:p‘:m:.l:m but scmall-
rime producers who heavily invest in the produc-
t.an1 of 2 film such as renting film equipment and
- asr-production studics for dubbing, t-dlt.mg.
;'«E.a:_;n.'am:h. LV, Regal and Viva offer these kinds
cervices. Wit a tight budget, more often than
nort, their stars are not big names. And this pos
sconomic problems because “sometiames Hhe ook
s don't even borher to find our what & e is all
vout.” (Broc ka 1984: 49). The standitd LT
it ew gtk are Vwho are the aCTO0S in the fin: * and

virat atv the gimmicks here?” (Brocka 1984. 49),

e

Thus, they are given piayristes only it the big tires

do not simultanecusly show their pictare:.

Binally, aveardy do not seern to matter to Filipino
movie producers becisis diey are not an azurance
that che file: will earnmonsy. Verily, what appears
is a risky vndertaking. If 2 substantial amount is
expended, there has to be an expectation of surplas
profits, if not s subreantial return of the investment.
Butchow iz thiz 1c lusved? Ande from hiring/paying
the service of 2 batkabile star, producers resort to
promorional strateges, or in smple terms, adverts-
ing. This, infact, i2an indispenzable element in the
over-all production of a Blm.

The above discusion wndicates that intensive
competitivenss: and monopolization characterize
the production of Glox in the country, notably
among the Big Three, dhe independent, and the
Hollywood preduction cutfits. The idea that
advertiting "favors either competition between
producers or monopoly by cresting an Centry
barrier” which prevent: new forms fom entering a
macker” (Sinclair 1987: (%) is one of the debates
concerning it economic effects. Thit will be
evaloated and probleamatized in celation to Philip-
pine movies, specificady, the Blm biliboards, Hence,
the notion that advertising propels competition
among producers 2 slmoat 2 negligent factor be-
cadse itis overdetermined by g prion forces suchas
the film's acceptability among the booke:s 2nd
theater owness, the stars presence, the playdate
{usually doting payday! are. and 3o on. And, ali of
these are, in the {inai anuvsts, Bvorable o the Eig
Three compardes, The i reening committes of the
Meteo Marals Film Festival, for instance, antomari-
caily reserver the thres out of six slog for thes:
regardiess of the quality of their antries.

The idea that advertising favors monopoly de-
serves firther inguiry. Par fom constTacting
Phil:ppine independent prodacers as paupers, th 1,-'
do participate in the advertising process, con-
tirained a5 they ate by the umn[ﬁ[nrf of the
plapdste. As for the Big Three, they can engage in
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anall outad campaign— sspecially ifivis 2 roadshow
oretentation — thiough the mobilizanon of their
PR people, since they can readily arrange 3 fivor-
able playdars with the bookers.

CONTEMPORARY PHILIPPINE
FILM ADVERTISING

The phenomenon of film advertising is wery
much related to the history of film, sspecially tn
MNorth America and France. Inthese countries, film
producticis in the last decade of 15th century
~ansisted of experimentation of the newly discov-
sred redium, However, people afterwards be-
cotne apathetic o the producers’ offers, such as
short films about 3 corung train of a market soene.
What saved themm was the introduc tion of narrative.
Later, film adves tissments becamne a necessicy when
commertcial films began w0 inurdate the market.

Contemporary film advertising, Philippine ex-
perience, appears in various oros “.“.I ways de-
pending upon which media are uphﬂ!&- Fr.?:
example, the FM station WEKC airs. histrionic
diilﬂgl:tua freman ungﬂir:E or ﬁ::t.’r:mmnpg Bl It
also offers free passes, T-shirts and others ifa person
calls and answets some of i commonsensical
snestions. In relevizion, certain SEEEHH are Hh;"-'-'ﬂ
asoally during the inermision of 4 pomenme
gr:grr:m_ hﬁun: htime thows, hke Eat Bulaga,
sompetitions are devised, like singinjg 1']m"r*.ﬂ.~m¢
SO0, ACHNE-0ut SO Fosnes ofa particulur Hin, r_r_
recent years, however, thereare T le‘i[‘.r.’-r.- ¥ A0S0
as Movie Parade which devote their nme only o
rrailers of ditterent flms which are 5001 10 I;I:;
srreened. This, of course, i patl:ﬂrled fiom sﬂa.;'.u;
sreviews: in movie houser shown Pliﬂl ta 111!:
: - re~ning of a feature filtn. Inpoint media, Elm ads
e lacsted in the lifestyle and leisure ssctionin the
i of a eview or 1 viseal lay-out which indicate:

i+ location and date of scresning.  With the
proliteration of fan and rumor rnagazines E.nd tah-
loide, filmadvertising has found its mast exciting {to
sarne) of vulgar {ro othews) venue. These magazines
~entain the latest nushts and (mis) adventures of a

particuisr sizr whoss fum will be thown 2-3 wee's:
from now, and likswizs, sensatione] news which
rangs fows slpping, and Lear-breaking incidents,
abortivn, suicide att=oipls, romantic irnorogho:, a
staz s sojourn in Hongiong, ad infinitem. Whether
thase news are true of not iz insignilicant. These ars
Just zome ofthe “gimumicks" the booker wants s o
know and comequently encourages. Pimally theee
15 the film billbeard. But before the explization on
ring snbpect can proceed. we may ask, how do we
account for all otthese forms ofadvertising? Canwe
say that they encourage ihe reproduction of the Slm
aystem?

I an empirical study, Sstrella Querubin foand
oct that film advertitements in general sre not &
“dominant feature” among the 200 respondents she
studied from ber undergradaare thesis A Survey on
the Pacrors that Affect the Box-Office Success of
Filipino Movies," {1991). So what appears is thar,
withoul undermining v economic sigmficance,
advertizing 12 ot & maior force, sy, in the repro-
duction of monopalistic economy or conditon
There 15 no direct relation of the ads o behavicral
respore leading to coramercial success.  IF ever
established, it 1= caly wniginal.  Moreover,
capitalist sperem wla b houses advertinng agencies,
may well have “tonlizing and coercive tanden-
cies... butitalso has it contadicton and inany caze
has to come to terirs with real differences between
propie and real needs for it to survive as a gystem,
wetalone “reproduce’ sl (Sinclair 1987: 59). in
ather weeds, in the wnalyiz of the interpellations of
adveitieement, real and concrets diferences oo os
be considered. Thess inciads the p&rs-;:m': positicn
inths productive system, Hiz her purchasing powess
age, sex, gender, education, religion and so on. For
instance, a majority of Bmale vendois consume
TUINOr magazines in their spare tme but do pot have
ot have very himiteo chance; of viewing the file;
because of temporal and commercial constraints,
But how do we position the sataration of the
ditferent film ads in Philippine culiore with theo
particelur slegans, rmages, loges, tides, etc.? John
Sinclait’s analysis can be appropriated for Philippine

=
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attig. He saye that particular sector in the
cconomy or the advertisers rhemesives, have pen-
strated the sociery through its marketing and com-
munication stratege: and, thus, have given them
ad eventuaily their products (ads) ™ high degree
rovigibilicy.” {Sinclair 1987: 34).

“While film ar s incipience never merited
el recognition and was comidered mercly ue
popular entertainment, it has now been reccanized
vy whom?) as 3 “legitimate” medivm and =n
deavor in Hellywood and in the counay. Oae
proof i3 the state’s proclamation of some film
directo: s az MNanomal artistawardees, suchas the late
Lomiserts Avellans and Gerardo de Leon jr., or the
ir=ser aoz but still prestigions CCP Gawad Award
wemch includes Lino Brocks and Ishmael Berml in
i list. Consequently, the works of these directors
ive been sabjected to analysis, interpretation in
theses articles of various publications.

The study of popular painting as exemplified by
Mabini Art and Glm billboard presents a different
scenario especially among Filipino schalats. While
the lormer i SYNOTYEAouS with popular painting in
general, and quite recently 3 topic of aesthetic and
critical inquiry (see for instance Bear]l Tan-
Punonpbayan's masteral thesis “Mabini Ast: Hie-
rory, Practice, and Aesthetics), the latrer's case i
~rnbivalent. Possibly bacause of itz ubiquity, film
bitlooard, unlike Mabini art, which s still hoated in
217 :hops, has notmerited schalacly attantion. Fiool
o7 Ui I8 ity pedagogical ahsence in % ademic
institutions or in concrets terms, a dearth of wrirlen
textz about it. Howewer, there iza more prounc
reason for suck condition, The Philippine colonial
~xperience under the Spanish role rngendered

Lueotries on art, for instance, which operated
grsder an exelusionfinclusion principle.  These
srristic discourse housed an institution like the
Academia de Dibujo y Pintura founded in the

+th ¢. by Damian Domingo, valorized the Buro-
~san discourse on art which eventually “othered”
the traditional or the folk practices. In the 20the.
ard later penods of American e this inteqsified

with the eztablishment of several fine art sehanls,
potably i U2 School of Fine Arts, which privi-
leged oilieass] paiting % voe of the few and
dominan: » - G saetcwarly visible in Amorsolo
and his follower’s works. Dominant in the seose
that he {Amorcale) was iratitutionally suppoted by
the Acserican acthorites, the ruling, elite class lilo-
Quezon, Vaggas, and Yalo clans.  Basketry, mac-
weaving, poitery, especizlly among ethnic groups,
weere sill comsidered meve "arnfacts™ or its euphe

mism: “eraft,” buz not the category “ari.” even a:
the folk was appropriated via Amorsolo’s runc
representation

During the 50% and 60's the American dis-
conrse, espetially avant-garde artistic production,
exterted a tremendous influence among our arnss,
such as jose Joya, Avant-gardism emphasizes i
dividual creativity’' and “personal expression,”
thus, popular painting cinnot be considezed 3
“serious'’ undertaking. This notion, of course, still
persists in contempotaty dmes. But since e
circumstances which have jed to the exclusion of
popular artfeulture is/wes 3 matter and discourse
(and oty determinations, our colonial experience,
primarily) then the discnizive and critical practice
of recuperanng and re-avaluating it 3 significant
scholastic project.

1n the previous secnon, the social and economir
mattice: upon which the film billboards locace
thermselves became the fori of discussion. Studying
hietn:, however, doss not mean a consignment in:o
the scciologica! realm, As mentioned sbove, we
can likewise consider therm as artistic works or,
better, practics ponesing aesthetic merits. This
kind nievaluation can be supported by the Saussurean
concept of differences, Accordingly, it is through
the relationship of st lanities 2nd differences within
a systen that signs scquite meaning. Fthisisapplicd
to taro~dimenionsi visual aree, a film billboard i3 a
specific utterance and 1 defined by its differences
fronn and similarities 1o other sigre such a oil /ease!
pawnting lixe Amorsalo’s, a mural, academy painting
and 3¢ like. Thus, a Slm billboard is similar to 3
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sirat and Spoliarium in terms of dimension and

s raat but differs in anthorial intention, modulation
~fralue (light and dark), manner of representation
fi.e. realism, expressioniim). In other words, it has
its own langeage and specificity, though limited in
rermy: of vocabulacy and range because of various
determinations. Accordingly, “the notion of the
specilicity ofart doas vot imply any universalistic or
tiare—istorical featmres” bet, “on the contrary,
fauom of act...ace seen as storical and is changing.”
“Wollf, 1987:88). Ferthermore, the acquisition of
cr. aning of ol paintings o film billboards is cultur-

ahy rstablished.

“1Lii BILLBOARD: A CASE STUDY

Billboard is quite an antiquarian foun ol adver-
rizing. Inparti uiat, “there had been persussion in
the warious amg of newspaper, billboard and
pard bill sddvectising whichhad developed in Brinin
frone et leut the seventeenth century.” (Sinclair
A7, And flm billboard advertisement is
t to the ficst movie ads which “were an
prerowth of carnival announcements.” (Donahoe
1737:74), Thiz kind ot advertising was done by
civing away lree ticketz in exchange for mailing
postets in different locations.  The context i
American but whether this practice ever took place
ina the countey 15 only secondary. in principle, the
filey billboard advertising and poster posting are
very much sitnilar w each other,

J

One examnple ofan imstiturion which specifically
veotures into film bilibeard production is Sagmit
s otvertising Inc., It is located at 1582 Anpronio
rcema St Tondo, Mamia and was founded by
Bdusede Sagmit in 1260, Prior to the establish-
roent Rin Sagoit was an accountantf/emnployes s
the 20th century Pox Manila office. Hir oricloy
ment and inrerest in dsbbing and sketc hing gave
om the dea of putting up an enterprise which
cwerid publicze: the mmwvies to a omch broader

fuince.  Thus, be founded the joint Juco and
cavtrat Advertising and eventually decided o be

(Rl L

the sole ptaprierar of Ssamit Advertising ine. ia
1960. The firse clients weare the owner of the
Cinerama compiex (now occupied by [etann
Recto) snd of conrse the existing movie outlis
then, such a5 !lang-ilang Productions, Sampaguita
Pictures and others, Since the death of Mr. B3I,
contemporaty Sagmut Adverniing bas been man-
aged by hi son, Bienvenido Sagmit. Andofcourse,
the primary paoons are the domimnt movie pro-
ducers inthe country, such as Regal, Vivaand Seiko
Bilms, indezd the Big Three. Clients lkewise
inclade the independent filin production outfis and
even the foreign companies such as Warner Bros.,
Colurmbia Plorares and 20th Centary Fox.

At npezeni, a bittbourd raquires & minimum of
Iwe lrys for completion. The process of produc-
fion, owever, starts 3 month at the most or at least
twoweeks prior to the screening ofa film. The tme
varies because this depends upon the kind of movie.
[fitis 3 launching vetucle of 3 srar, of a big budgeted
ane: (¢alled roadshow pressntation), then a month is
needed. However, ifa producer decides to exhibit
3 flm which had I,u.:lr;.g been brished but wee not
shown for quite a time, ¢ velatively short period is
available for billboard producton. 1ln concrete
terms, the activity starts when (after the producer
has placed his/her job auder), the lay-out (glossy,
colorful and in poster form) of 3 partwular Blm i
delivered ro Sagmic for biliboard reproducuion.
The labor comsists of two divisions and sets of
workers — rie fipueative and calligraphic paintes:.
The forme: ocludes theos who are tsked to paint
the ngures. T he laiter cunssts of those who executs
the Blm's tirls, the star’s name. the slogan such as
“one [Miend... one ensoy .. 2 thousand ballets.” At
Sapmit, 4 tota. of 12 paist=re (for both divisions) are
employed; in addition o this, there are il the
sketchers and helpers o those who install/mour
the billhoards in certain locations. The fRmily
corporation “owm' the following key billboard
places; the Banawe, Tatalon areas in Cuezon Ciry,
ind Lagarda and Recto in Mamla, The lotis leased
te Ssprat Advertizing which provides the iron
stands tor thess billboards
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THE MAKING OF A FILM

unimng, «Ccannot be sd w be forrml. Some of BILLBOARD

themn have practiced their skills i drawing snd
paintiug since childhood, While others have ac-
aumeed the skill through observation of Ippren-
Heesing.  The latter specifically inclades those
helpers who observe e "Old Macter™ and after
yeurs of persisteswe venture into painung bill-
rozrds tor public consumption. Prior to ths, the
arrily enterprise requires a skill test for prospective
wiplicants.  For figure painters, a certain picture
ionld Le copied 9 nituralistically as posmible.
While among calligraphers, they must be able to
approximate the variou: sizes of letters in the lay-
out.

At Sagrmit, the, artists receive no basic pay but
eagn their Iiving ortu piece by piece basls. Since an
average of four Blms are shown a week and an
ailotted 2-4 weaks are neaded for billboard repro-
duction, they are never cut of work. The artists
interviewsd by the Tatak Pilipino staffrelates thar
dzpending upon one's pace, one can earn fom
mote than P1,000 2 wesk or 3 maximum of
P12,000 a month. Bur while the billboards are
installed prior to the screening, according to
Mrs. Sagmit, wifis of the founder, the paycheci
nsually arrives 2-3 weeke after the Glm is shown.
This is a big drawback because ths arwst
expects o be awarded monetarily immediately
after the rasks have been fulfilled. Butsince filo: are
firnced heavily, th: producers have to await ficst
the box-office performance before paying other
dues, tuch as the film advertisements. This kind of
arcangement is preligurad by the company's almost
dependent relaticnship with the producers. At
vimes the comparry vepmies into the production of
colitieal campaign mateddals, but these are only
rare cases.  However, ite workers are never
without profecticn.  Majority of them are Social
Security Sysem (S55) members, and, hence legiti-
e Workers,

After Saginit has received the lay-ouc, the actnal
producrion takes place. The msks invoive the
mapmification of the lay-oot and its re-production
(in the imitative sense) in2 billboard form. The lay-
out iz then the tnodel or better ths mother in
billboard {re)production,

The f-:rl[awing discussion is conterned with the
production ofa film billboard itseif, specifically the
materials used, the steps tiken and the like.

First, the frame sbout 45 . (length) x 35 f.
{width) iz assembled oue nf 2 x 2 pieces of wood,
Then the canvas or katsa is wrapped, stretened like
a bandags and nailed st certain points over the
trame. After this has been prepared, the next step
involves the first coating of 2 white paint. The
skete hing of the figures and letress follows.

Billboard painting involves & pait of worksrs-
one hgurative painter ard a calligrapher. Thas,
once the sgecches have been drawn, either one or
the other can proceed independently with one's
ATy, Accnrd[ng;l‘;r {brased on dhis weriter's inter—
view with them), figurative painters develop their
ownway of painting the figures. The technique ma
involve the procedure of lightly shading the coun-
temance which is, then, eventually darkened
define the delicate parts such a3 eyes, nose and
mouth. Por some, the reverse is undettiken, that
i7 frorn a dark background, they contrast this witl;
light colors to bring abouror emphasize the figure(:).
The ealligrapher:, on the other hand, just like their
partners, follow the letrers’ nize printed in the lay-
cut. Since this needs magnificarion, the technique
of percentage approprizticn iz used. For instance,
the letters of the title generally dominate in the lay-
out, thus, they ate given s pescentage of 100, This,
then, becomes the basis of the other words, names,
and e0 on, Forexample, the laad stars' names which
usually are the next biggest ace probably 70% in

ma r
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relation fo e tithe, the e, pocting castisgiven 40%,
aned s on, Morecver, the caliigraphers, for varis-
tion prirposes, alw employ the techniques of con-
wast. I rhe buckgroond is light then dark color
vainits for the betiers zre prefecred and vice versa.
Ths paint are conrume: cial ones, such as the well-
katwn Boysen produce:, Colors include the pri-
ity wnd the Huotescent greens and pinks which ate
merd especially for the otle ord the major stars’
Raimices.

[Fwe may interrogate this hypothetical question,
why is the sbstract styls a big implausibility in the
film billboard production? As an adverts:ag agent,
it considers the proces: of identification not in the
furtn of empathy but more of recogrition. Who?
The stars, of course, Indeed, two forces constrain
e range and vocabulary of film biliboacds.  Pust,
the: lay-out comrmissionsd by the movie producers
and zzcond. a corsequence ofthe first iz the ixation
with ratutalistic and realistie figures. The second
is/was overdetermined by the star system complex
which dem;-mlwd i Hollywood and, later in the
Philippine fim industry. 1t history is the sobiect of
tha following quotation.

“In the early days of inction pictures, before
1920, preducers of Glms were convinced that
is would be their names that would be
remi-,-mhen:d‘ apart frevn che tithe, when the
andience lef the cinems. A so-and-so
production was anreenced. This waz an
m‘mzing miscabenlation which carae
presumably from the prodocen’
nndestandable Lride ir baing the fint to give
the public this new form ol entemtainment,
But the public Jid not want to knew whe
the so-and-z0's wers and they aill den't.
What the public wanted to know was who
were the actors in the movies, The
audiences wanted name: 1o go with the Ges
and mannew of the peopic on the scresn.
Chuite slowly, Hollywood began to pealize
the importance of the screen aclor. ..
(Marreberg 1967: 730)

LIndenizbly, the star: are the big draw o a ity
be it in Hollywood ar in the Philippines. Thus,
film ballboard must appropoace the conventions of
portezitate to convey that his/her idol's movie »
forthcoming.

TYPES OF BILLEOARD

Th= terrn billboard i was used generically bat
it is ac tually one specific type. A billboard entirely
copies the lay-cut, althougii some portions of the
latter uiay be given enmiphasis in other production:.
These could be the lead staz's face 2lone, or the siar's
leading lady, or simply the title pius the lead star’s
namie and his/her fice alone. The following is 3
classification of varions hiliboards.

1} Billboard - Those that are hung in key places
of ititersections such = in Cabao, Recto etc.
The size iz approximately 45 Ex 30

2) Marquee - Usually in hotizontal format, it
contains cnly the title and the main stars, This
i3 hungin the sxtasior ofthe movie house, The
size varies bat definitely s smaller = nan:m!l:I
e the billbaard.

3.) Sf1andee - This is found within the lobby of
the movie house The contexts are similar to
those the marquee bur soraetimes the fgores are

larger.

4) Poster - This s attachedio apost, andin some
calas, the Inuﬁnp ofa bamo jeepney. Among
all the types, this is the smallest. Itincludesonly
the film"s title, the star's face and the production
o

5) Cut-out - A curiou: blend of 2D and 3D
foems. The figure 9, say, Pernando Poe Jr, i
deawn ona plyweod andthen the ootline is cot
This iz, then, Gstened oa 2 x 2 wood frame and
is exchibited in the extenor of movie hoases.

&) Banner - A billboard which emphasizes the
tilm's tithe, the sa's name and the producing
outfit, This type is devoid of figere: and often
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gzes yoiotn Babna, (6 mort cams, this is shoed
relow the marqocs.

fr iz curious to koow that with the advent of

malls, the other types except the billboard have
beenrendered cbsolete. T'heyare now joczied oniy
at exelusive theater houses.

The film billbosed, therefore, is genecatly lacpe
soale und hes zigantic ,E';gum.t. huge i=tters, bright
aues withinit. Aside fiom spawning vanous types,
it it ludes ephemerality 35 2 general claracternistic,
To suve costs, Sagmit recvclss a particular billboard
three times after which it is dectned unworthy of
further nsage,

CONCLUSION

Previously, it was comstrued that advertising
which includes fim bilthoards does not directly
esproducs the system. But this i an incomplete
formulation because it, nevertheless, conuibutes w
the internsification of the syseern by rmnforeingit. In
other words, thers 14 an inadequacy in the position
that film billboards wre auonomons cultural chjecn
and mere appendere of the flmindustry. Unlike 2
motion pictute or film, itself, which s @ compon-
ricn of vatous shot frming a narrauve, a billloard
1 simmilar to the unir shot bat has more toit, Ofben,
provocatve imagos and vehement lines afe in-
tinded, Furthermone, it is juxl:apm:d writh other
billboards which have almost the cme conrenis, Ar
firet E._I:nv;re_ im;g;::]. are capm[cd ;:multﬂnmmljr,
Lat, eventoally, the viewer shift: from one billboard
to the next,

The Philippine Daily Inguirer's March 24, 1993
editorial takes the cudgels of the Citzen Action
figainst Crime's {CACC) cpposition of the stark
pretence of, first, sox and i vacious darivatives -
prolanity, nudity snd viclence in mas media. It
sayd, “last week it (CAAC).. assiiled gready and
urecrapulous movie, TV and radio producers and
rewspa per publishers for the perversion in the mass

mwdin” And later irsoares, the CACC “is tking
the bt lzk in appealing 1o the mas media Ior
restrint in the treemmens of stories imvolving sex,
crime and vialence.”

Again, there are confllicting views with regirds
to the aforsmentioned complaints. At this point, |
would like to appropriare the following view on
advernsements, This miks of the advertdsement bat
can be extended to movies, newspaper stories an
0 on [t “does not co much invent social values o
ideals of itz own a3 it borrows, vrorps, or sxplos
whil advertisers take to be prevailing social values. '
(Sinclair 1987 29). This posinon is problemanc and
untenable because it comstructs advertising a5 3
sapernumerary thing, Since social values are al-
ready there, what they {ads, films) do is merely to
reproduce them, Thu:, whatever the images
withinare mere reflection ofsociery’s values, ideals,
ideasand so on. Butbetrowing isnsver value-fres,
for ir, in firal term, privileges/valorizes certain
discourses and/or representations. Film bilibeard.,
for instance, by employing patnarchal, and sexst
s and cudes (for example, gun as the totem o
action i) actively participate inthe construction
of vigilantism, juvenile idiosyncracies, machismo,
maie voyeurizm, gexual taboos like palygamy, in-
deed, the Manicheanor, alter Derrida, the lopocentric
order.

The image: found in the lifestyle section of
Varioos newtpapern: sre p[:&ufﬁ. of the sforemer-
tioned constructs. Though these ads are not film
biliboards, the difference it blurred because as what
has beenestablishad, the still ads for print media 2nd
tilm billboards are mere soroductions of the lay-
oL,
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