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with mgards to the environment snd Hves of the Filipino people. To
show the tie-up of the fim industry with the Ameritan politico-scono-
mic setup, ons event shows that funds were waised @ 1917 throngh
cinema advertising “to buy one submasine for the Amezie;m war

-effort Guring the First Wordd Was.”

By 1939 the Americand concentrated on dishibuting magtme& ﬁhm
and left ﬁ&e production feld to Fiipino film producern. The types of
films produced by the Filipinos ncorporsted nationalistic sentimwnts
revepling sspimstions for independence by the producers and fimmakers,

- By 1937, msny fifm corporations chusnied out feature films every week., -

“Amonyg these were LVH wd Sampaguita studies — which are stlll pat
of the fihn scene today. By 1914 there wers four major fim production
companies in the Manils smea, each one owning its own studio lot,
m&mm&b& production fachities, making thres or four flims
at a tme” notes fibn axchivist Emie de Pedro. The Second Woild |
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- wond, Estimates ars made that since 1950, about 160 featiire filius ame
.~ produced every yesr. About 1,626,000 sinemagom i over 1,200

. theaters all over the Philippines crowd Chiemshouses everyday except.
- Good Friday whesi theaters am closed. “As of 1981, there (were) 38

mesbers accounted for 110 of the total 172 features produced in 1980,

_The other 64 féaturcswere produced by 10 independent flm producess.”
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production was increasing until year 1982 when i droppéd by 3%,
(due to the devaluation of the peso against the dollar) For the first
9 months of the year 1984, (January to September) the trend was
towards the ‘sction-drama type of film constituting 44.55% of the
total number of 101 releases. “The seven action dramas that garnered
rafings from the Film Ratings Boasd were: Magtago Ka ne sa Pinang-
galingan Mo (Day Filws), Tatak Magnum (Solax Fims), Sigaw ng
Ketgrungan {(Cine Suverte, Inc), Atlmtis Intercepiors . {Movierama
Intesnational) Uhaw sa Poagibiz (Regal Films), Pasukuin si Waway
(Vauguard Films), and Krinunad (Seiko Films)”, majority of which
depict macho men, with wamen as their objects or decor. The next
trend in.production wers dramas, 25 out of 101, or 24.75%, followed
by comedies numbering 16 or 15.84%. “Most of the comedies zely on slap-
stick ortollethumor. Comedies ate followed by sex as the main element
mumbering 9 or 8.9%. No such film managed to get an FRB rating,
to be considered for rebates. Youth-oriented films, & out of 101 or
5.9% were produced showcasing young talents aping Michael Jackson,
the black American singer and dancer, and other western punk styles.

The avessge budget for film production is about & million PES0S 48
of 1983. Shooting time runs from 20 shooting days to 60 shooting
days. Ninetyaine percent of produced films are for the domestic
matket. Foreign sales are mosdly in the Filipiic cominunities in the
United States. Others are the West Indies, Germany, South America,

Bt is cloimed that Filipinos spend 20% of their dispossble income o
movies. Screening tme i Metro Manila moviehouses as well as key
cities which start at 9:00 aan. to 11:00 pan, will find more men though -
quening up to watch 2 movie. The prices, atthough probibitive, costing

between P8 and P10 do not deter them from entering {prices are lower

in the provinces) and from watching the movie especially if it & an
action or a sex-laden movie, .

- Exhibition taxescomprise 3% of amusement taxes per ticket
throughout the countsy. In Metro Manila there i an additional P0.25
(U.5. $0.03) for Flood Control Tax. However, this tax is hardly felt to -
benefit the people of Manila. In the provinces, there are additional fees
for government projects. - o S

‘At present, a board called the Film Ratings Board hands out rebates
to film producers depending on the classification xiven to a fim: a
Class “A” rating entitles a film producer to 2 50% icbate,a Class “B”
rating, to 25%, while a Class “C” gets no rebate at all. The FRE rates
the-films on the basis of astistic excellence (40%), technical excellence
{40%), and scope of the film (20%). Counting on a multisectoral repre-

sentation, the 27-man Board i composed of film critics, and other .
artisans. Producers however complain about the delay over the giving
of rebates sometimes lasting for months. ' :

Under this kind of setup, in onder to produce aprofitabls fllm, the
fimmsker or producer hes to use certaln formulas, appeal to thﬁ level
of understanding of the, majosity of Fillpino audience, the paying ones
at least who are mostly mele, and ceter to their interests for action,
drama, and sex. _ . 3

the commercial film ventures in the country are the short
filris which find an suditncs in free screenings in universities and forelgn
cultural institutions, like the German Cultural Cmter._(&mn; films are
defined as those fasting at Jesst 6 minutes Up to 60 minutes in formats
of Super 8mm or 16mm. They comsist of stories or documentaries
shout sengitive orsocis! topics for promotions or propaganda Purposss.)
As eady as the 1900, American and foreign fimmakerscame to the
Philippines to produce short films about the counisy for screening 10
foreign audience sbroad and for propsgandsa abont their colenization of
the counizy, in & way to justify their presence hoze. At @ngsexg,t, shar;
films ase. being produced by young flmmakers whose aspirationsron
deeper than extrating profits out of their filmic efforts. They may also
aspire to be discovered by some generous film producers who would
taks & crack st investing on an unknown fiminaker. _

The yesrs 1975-1985 have been very difficult times for short fim-
makers. The more established ones make propsgands fims for the
National Media Production Center, chuming cut pro-Marcos products
and for commercial companies who want to publicize their products.

However, sometime in 1978-1981, sn attempt was madeé tocreate a
film group that would provide alterative films foruse inconscientization
seminars to raise the consciousness of the more disadvantaged sectoss of
PMiilippine society. The formats used wese slides and super 8am depict-
ing the struggles of Filipino farmers, ethnic groups, workers and ?lfher
disadvantaged - sectors against govemment progams md politico-
economic structural forces that sought to exploit and oppress them.
The products of this period were heavily radical and dogmstic. Reeling
upder the Martial Law sopime, the fimmakess producsd films under
adverse conditions, like using disguises ss workess at neashby factories,
uging alisses to interview workes, hiding thelr cameras in small bz@
or inside their jackets to avoid detection by factory guerds or plain.
clothesmen protecting the intemsts of the multinational companies,
and many other such forms of undercover filming, . ™
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: akw@ive filmmakes soiight to create committed Fims andes

iy harh. conditions, They. produced materials “low cost in budpet
and heavy in political themes. . . {(djecessity dictated that they became

creative under all kinds of conditious. . . (Their) screens showed women, -

monand childven comifig from the countrysides, working to sam a
- Jving @ the citles. They weore bedragged and hardly photogente, in
 thap contimt 0 the commercial movies yousp, heavily madeup

* and mestiza type of bomba stars. (The subjects) were the real masses

— not acting out a xole but acting their lives. Documentary Himraaking
- became the wehicle & onder to thow those. chamcters more aobly,

- although their looks were dehumanized. . . On the aural zide of these
cinematic products, the economic and social # not cultural alienation
of thepé?;ée were depicted. The texts bore keavy references to the low
salaries of the

: 5?' “thé status qup, The artists sleo leamed to use orginal if not ethnic

- music which séng in very sad niotes & longings and aspirations of the
people for & decent livelibood and all the other basic needs for s hupan-

 the repiessive military machinery thatsought to slence protesters

mEdffe” |
. Cbvibug-in these Him productions was the lack of particvlar atten-
- tion paid to women’s problems. Somehow, the thrust of the artistic
products as to put either the imperiafist compenies In a bad light, to
mgke’ the landlovds appear as villabs, or to show the connivance of
the government with those alien powsers in order to oppress md ex-

ploit the Filiplne mages. The flmmakers got their fending from

seligions groups md some privete foundations whith were less meti
culous abuot the ves of the funds, One documentasy fm which was
produced in 1980 was “Coconut, Our Crop In the Philippines, Theix
Food Overess,” tackling coconut production by the workers from
the farin to the factoriss owned by American multinations! companies,
(45 minutes, Super Soun, coloy with sound). The film was shown to-
- gether with “Ye Binto, T'boll Woman Brassmaker,” and “Vochong”
- premented st the Firsl Interationsl Conference of Womén on Film
and Video in Amsterdam, Holland fa 1981, The films presented the
problems of the workers, the ethnic weman’s art and view shoui a
dam problem that besets her tdbe, and the Kalings people’s resistance
to the Chico Dam River Project which seeks to displace them to pive
way to electrification projects for the Northemfuzon provincss. The
films presented the people’s problems; there was no focus on the
problefs faced by women specifically. At the time that the films
- were mads, the country was stil under Martial Law. Posheps somshow
- this flmmaker deemed it more necessary to foous on the gemeral
situation rather than women’s plight. Critickons were easlly and heavily
- lewelled at’ thet thme against an emphasis on the feminist viewpoint,

.- as the men who were a past of the decision-making processes for film

production considered it a “divisive” stence: .

4._. .

ople, the profits of multinational compunies employing

There were other matenals like “Saging” (Banana) produced by a
women in dide format. The visnals depicted women in the banana
industry working with men, washing and packing the products for a
muliinational company in Bavao provines in Mindanao. Again the texts
trented equally the exploitation of both men and women workers in
the plantation and the packing mullinstional factory.

“Clearly the point of view taken by altemative cinema artists {was)
that of the majotity of the Philippine population. The interests of the
people {were) asticulated end given prominence znd visual and aurd
tenms: how they viewed their life, their past, present, snd future (were)
Taid out for the viewers who were invited to be self and socially critical
aswell”

Alternative filmmakers Slled up the need of the masses for meaning-
ful cinema products that dould raise thelr political-econcmic conscious-
ness and make therm fmvolve themselves in the strugge for national
Hberation , :

Sometime in the eighties, a fow films tackling the problems of
Filipivo women have been produved, namely: “Si Malskss at s
Maganda,” a video documentwry program by Malou Jacob, {1982}
projecting the problems of Filipino women — the worken 3nd the
prostitutes, Two others are soundstide presentations depicting the same
theme but showing the organizing capabiities of women to overcame
thefr problems. Thess two products wers made in wmswer to tiag need
for educationsl materaly of women’s organizations. The fisst did not
present that particelar aspect of the organized force of women be-
cause of cepsorship nales. It was made for broadeasting on television
which i under the regulstion of the Bursan of Movie Censows for
Moton Plotuses and Television (BRMPT) X & apparent E}@m t}n@t
those cinematic-video products that seek to be dis;mb?zm_(; in public
are strictly controlled not ondy in terms of pu?:@ig dxstgbumn ?ﬁft
from s ety creation up to production. Thus, dedling wxﬁz WOmER's
problems on screen fn iteelf ¥ already a croative and political ks
because the politicel powers ssek to msietain thmi‘:ama quo ~ thake
the public remain untritical and subservient to the ruling regime,

The thwust of zltemative filmmakers s towards an vaderstanding
of political idess, more specifically femindst idess. It presents .‘?3? ol
yadictions that Filipino women find themsglves in — politically,
economically, socially, cultuxally. Thesefore, the dmx}%mz«gy style
of presentation lends itself mose advantageous for clarification and
absorption of idess so neceseary for shaping an en}i@temé_ citizensy.
In contrast to this, the commercial movie industry’s thrust & to make
profits fisst, and secondarily, to put crestive and significant ideas on
screen. Under the latter scheme, the options for a filmmaker may be

§.



very-fitte — compromise: be the wule more than an assertion to
create an artistic film that wu ssowcase our national identity.

. Moreover, the commemisl movie .indusiry, : '
Hollywood style of flmmaking, ha Sl
tion in texms of foun and content. The covntsy, bombarded by impor-
ted filme (for example, in 1981, while the %ﬁppm movie ?ndugsxy
produced - 172 features, the counmtry imported 306) cannot but be
drowned . under foreign velse systems apavt from comumercisl foreign
fitm ari sewmg'ghe interests of foreign powers. Given such conditions,
therefare, the images of women ~on Philippine comunercisl movie
screens can hardly be cafled ideal to and sppropiiate for raisinng the
awareness of Filipino women with regards to our possibflities for a
fully humanized existence and development of our potentialities for
a more vigorous participation in the political processes of the countey.
The flims exhibited during the Tast ten years i giveri in the folk. wing

report. ¢

CRITIQUE . _ : ,

To crititiee fins from a feminist perspective Is to start from the
prenize . that worhen omst contwl their tmages on scveen. It meums
dissecting the types of characters women portray on screen and being
able to analyze if sech produce positive reactions on the part of the
viewers, i¢., maks them participate mom actively in the soclo-political

procecess ~f the country. This perspestive is fmportant inswonch aswe

view B a counly’s projection of its cultural consciovsness, Fims
are an mmportant vehicle for shuping the nutional identity of a conntry.
And worien’s portzayal on screen reflects the rgand of the people,
first for their own clilzens who bear the generations thst will cany
on e life of the nation, and second, for their country, the cradle
of thelr own human existence. o - iLE a -
i the past decade of the bistory of Philippine movies, the images
reflected of Filipino women on screen ave not necessarily the images

they have chossn for themselves. Rather they are #mages shaped by

neocolonleers who are chauvinist, patemalistic, and “objectivistic™
of womsn’s fives. Cortaln steredtypes are mvealed in the portrayal of
women. Women are: (1) weak, dependent, emotional; (2) villainous
or shrewd with apenchantforscheming and manipulation; {3) physically
handicapped ' 0r mentslly retarded; (4) prostitute, adulieress, or sex

¢ cem be momised that the films produced dudng the decade have
been orented towards the taste of a prepondesantly male mdience,
The inference here it that producess and directomns mainly cater to men
or mabe viewens' perspectives since they arwe presumably employed and

G

fmmaking, has limited possibilities for inova-

' can'affod to pay their way to the moviehouse. Such a state of audien-

ceship certainly fits well into the grand scheme of imperialist powess
who themselves are male chauvinitie, aud who prefer to keep half of

the popalztion, the women, ignozant, Hliterate In omder for them not

to question nor to teach their chilldsn to be critical towards the pae-
valling socis! and economic order of the country.

Weak, Dependent, Bmotiond Character

" The martyr. One imsge of the women brought by the Spaniads
to the Philippines is thut of fhe Blessed Visgin, The common charac.
teristics of & Shm womsn character of this type am (1) her being essdly
moved 1o teass; {2} helploss; (3) dependent on men for dechsionmaking,
wnd (4} emotionad, incapable of rational judgement or even discuasion.
In most Filipino films shown, a woman s always behind & strong man,
a supportive, caring presence. Mor Aunor us Bora in the filin with the
sams title exeoplifies the compleat martyr depicted above, She appears

88 am asdistent of an aspirbag actos — faking care of his needs down to

the minutest detail. She fetches water for him, bathes him, works to
eam monsy to feed him inawnuch a3 bis employment is fregulas, fises
‘the roof of thelr home to prevent leskiny, feeds him and his women,
accompanies kim to an sbortiontsijohave his woman undergo abortion,
and on top of it alf, has sex with him. No other (B hes deplsted this
musochistie character fu tadee blatant terms thist this one. (Bous, 1980,

. dizected by Lino Brocka).

. Another martyr croated on screen was Hilda Eovonel’s character,

' Ligaya Pazaisd in Maynile: Sabos Kuko ng Liwanag known for #ts poetic

reclim depicting the ssmmy, poverty-idden woid of Manils. However,

the character of Ligaye, (her name transleted 23 Happiness Paradise)

repeatsthis siersotypic, dl-suffering image of women in the Philippines.
She suffers nutely in the face of sexval opportunisen commnitted by
men. She weeps in the fuce of diffcuities. Her nwre in iteelf &8 reflec-
tive of the Christian qualities that the scoiptwriter (the novelist Edgardo
Reyes) wants to project on scxeen. Ligeya has to find her owa sabvation
through a man, Julio Madings, who appeas Hke a knight in shining
armouy seeking her in the dirn and evil woild of Manila i owder to
save her, . . :

Brural (1980}, a film directed by a woman, Marilon Diaz Abaya,
combiries charecteristics of masochizm and critoinglity in one character
plaved by Amy Austria. The #im won the best director, best artzess,
best supporting astress, best flm editing awards st the Metro Manila
Film Festival in 1980, However, the bulk of the film depicts the sewvile
relationship of the woman to her hushend and her husband’s friends.

The filis of Femendo Péé_, Jr. contain. tggﬁcaﬂy vigginal, virtuous
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diatezters who canmot fathom norinterpeot the events hieppening before
helr own eyes, The typical woman's reaction to phenomens, & n
Fauday IV (3984), & block-buster film of the yeas, s to sppoar afrmid,
0 fles, to hide behind the sirong men and be protected from the
soubles or horeoms. Hardly is this chasacter capable of resring children
o ¢an later on be called piflass of the netion, Yo thst sovie, the role
of Markunne de la Rivs &5 one slently in love with (FPY} Panday. When
{mﬁ Zﬁiﬁhgm@ fgmﬁﬁ creatumes who want to capturs her, she criss,
Tatatakot ako,” whereas the men boldly daw the creatures 1o s £

viththedr boloes, 4 P IR 8
Bow much of this fmege I8 & concoction of the scriptwriter, the
irector, or the producer? Is this pleture of the mrartyr woman reully
ypical of the Fiipino womsn & the decede? Are Filipino WO,
volly selfencrficing for the own, timid aod submisiive vegusdless
 this havdships they soffer? Is she a typicsl Fiipina? Or i that frnage
m?m% winforced or pempetusted by the medis for women to

"Winess, Shvewd, Scheming, Muovpulutor

Bvil incarnste is the womsn charscter who possesses aff the ualities
{ the devil. Filliplno flms fequently incomporate this woman who
ermoniiies ovil heeelf which stems from the Biblical tenet saying that
v was the tempiress of Adam. In the fiim, Pamo Ba Ang Mangwap? ,
ymida Slguion Reyna portrays the bad grandmother of Vidma Santos’
witd. She plots kie kidnapping to take him with het to the United
tates and separate him totully froma tie wiiwed wiother, I oue séeme,
i grandmother oven weam s black cape and sppears e the devil
ith fangs and reddened eves, or bloodshot eyes. The chazactar of the
fuiness albo poresses materaliste values, seendngly an indivinient
f the capitalist system but reducing ol aguments to black and white.
v Himals, (MMFF 1982 best pictnrs directed by Ihmasl Bemal)
om Aunor, the-folth hedler is sumvounded by women who take advan-
ge of her powers and makes monsy on the side by selling fake water
i “curing” finesses. In Frgiung (1976, directed by Lino Brocka), the
other of the major character, Inslang i deplcted as 2 possessive
oman who will go to extremes 1o cuddle and isolate her lover from

& “temptations” of other women, She berates, slaps and OpPIEsses

¥ dmughter slthough Indiang meekly does her duties. One thingthis
ovie s noted for Is its setting in the urban poor area of Tondo. Sonis-
ww, the tmsgesofwomen are hasdly wosth emlating inasmuch g5 they
¢ depicted in their rawest forms a3 cepable of the most mhuman or
5y be dehumamized relationships with esch others. & guestion is
orth posing: is this view of uwrban poor women sepresentative or is it
srely another concoction of the producess to stike at the tills?

<.

“Haven’t women beed used again as objects for commercial hterests

rather than porely artistic? A seering anti-women stencs can be gleaned
Iny the depiction of their characiers rather than one that brings out the
more humane gde of thelr sxistence. The fecling evoliad by this movie
i maore of anger than sympathy for the poor.

Womin: Physically or Mentally Handicopped or Brainzss Creature

Vardous foons of stupidity are slso attrdbuted to wisnen o mest
Philippine movies. Matuting would exemplify this chamcter a8 she
appeass In John and Morshe, a popular TV program which has been
adapted into films several times. The typical brainless women & met
logicet and i prome to copmitting wmistakes. The dmplication heve
is that the woman cannot be melisd upen to handle responsdbilities
in actual life, most especiauy political af¥airs. ' :

In Nl {1976, divectea by Ishmasl Bornal) Eliz Luansing portrays
the role of a mute who has lost her menial connestion with the people
in a fishing community, b Tesl, Dalawa, Jz, one of the segments in
this tdlogy, entitled, “Bukas Madilim Bukes™ (Lino Brocks), Lokita
Rodriguez plays the role of 2 woman who loses her mind over a men.
Housemaids as minor charcters in flms (as in Matuting) ave hwariably
portzayed as stupid end fiiterate. They seldom outwit their masters
or mistresses. They are adways depicted a3 either very subusvient or
mentally Hlequipped. Morcover, houssmaids am abways presented a3
Visayan-speaking, 2 subfle regionalistlc discrimination of the people
from that past of the conntry, the Yaya.

Erostitute, Adulieress, Bagy-Golng

This character in Philippine movies s #n elsboration of Mary Mgds.
lens’s gualities. She is not an entively evit pewon. Bather, she i PEESER-
ted as a woman who tumed prostitute due (o poenly. Tae typlaly
has no qualms at all abest golng to bod with men even outside of
matrimoy. . '

(Many movie colummists glodt on news or reports 2bont 54018 o5 sox
symbols, as these are very sellable to their rsaders. The media, espacidily
movie magazines, theive very well on sensstionslized storfes abont sox
stars. Mo less than the actresses themselves delicht n perforndng dece-
denit sex roles in Philippine movies. Such are their possporis to wealth
and popularity. When the Bombe (ucen, 23 sx 8w was boved at
Gotesco Theatre, Sarsl Emmanvel, a bombe stay said, “Im paxt of
that picture, so P mightily proud of i. . . If the crowd only sew fis
ECP (Experimentsl Cinema of the Fhilippines) - verdon, they would
have applanded.”™) : 5

Several Philippine movies during the decade contsin those women
characters who are ready to drop their clothing any minute. Ia Oro,



- Flgta, Mata, a Manila Intemstional Film Festival awardee n 1982
portrayed women as wymphomaniaes, especidly ths chamsciers of
Maya Veldez and Cherie Gil. In Jaguor, Amy Austrla is 2 prostitute-
‘tumed-actress with @ golden beast, She hides her lover, Phllip Satvador
from the suthorities as she believes thet he s immocent of the crime

- he s somsed of In Batch ‘8], Miss Fsirada played by Chands Romero
- tesches & neophyte bow to mske love while a video cameve tecords

thelr scene for the delectation of the mesters of the fratemity. In

- Hirsly (1982), a prostitute sts wup a cobarst right beside the healing

cinicof afaithhesder. = B

- _ 'fiﬁ;.éﬁ%wx-woixdg,b the prostifute B8 2 wyular “ingrediont” i most

Philippine movies as this gives the directonfproducer an excuse to
zi:ew woman's flesh on screen. and thewby attract viewers, especially
. the men, pr— ~ S : ’

" Déspite the use of stereotypic images of women on screéen, various
fiims manage to come out with characters that are or appeér strong.
Wonian's strength per s on sizeen however & deceptive. A stzong
womnen may be $he strong crimingd or strong murderer in the story.
So for purposes of owr sindy and in Hne with the objectives of this
Altesnative Reporf, our pasamieter for a strong worien on scresp &8
2§ a feminist, consclous of the need for women to overcoms their
saclopoliticsl, caltural ond ecoriomic problems i the end to serve
our natonal Hberation objectives.

" Duing the past decade some sirong women seem to have hugged
the screenm, Certain frends appear however a3 to the bases of thelr
strength, nawely: (1) strength based on rebellion apainst established
consetvative sexual mores or sgainst passive sexual responsiveness of
Fiipino women (as o filme by Lauddce Guillen in it Sg Mugdmnag,
and Khmes! Bemal’s Nund Sa Tubiy; inchuding fms by Mauro Gia
Sumonte with the late suwjeidevictim Stella Strada as ster (g bomba
or sex symbol); {2} strength founded on sebellion apainst woman’s
tzaditionsd roly of belng subordinate 1o soclety (os n Chanda Bomerc's
chavacter in Solfero, & film produced by Experimentsl Cluema of the
Philippines; end some of Lino Brocke’s films like Fusiang, and (3)
strength based on. an awareness of the counlry’s of a sector’s oppres
gion as workess, peasents, etc. (Sn Stellz L., directed by Mike de
Yeon; Dung-Aw by Lino Brocks; and Szkeds by Bebm Cervantes)
The first type of women characters derive their strongth from going
against the Maria Clara model — pure, chaste, and visgingl, The flm
disectors, scripteiters and preducers, aware -of the suppression of

sexual expression in ‘this Catholic country, exploits sex in many tilms.
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In thelr scenarios, they use women a3 vehicles for explicating on the
subject. More than using women as objects, these people also down-
grade the medium Hself by “veducing (sex) to a mere bidlegical
function” (us in Visgin People) or assiguing it a seifdegrading position

- within 2 spudous luman siteation (a5 in Brown Ewonarmel), Worss,

“sex is used as in implement of punkhment, a8 in the case of Sekme,
when Johnny Delgedo mbjected his wife Gine Alajar to sexual sbuse
to punish her" ' N5 -

' In Juit S Mogdomag, Laarice Guillen shows 2 gt acted out by

Loma Tolentino who uses seveial pames as she transfars from one
man to the next i a sceming sedrch for her own “femaleness” In
th end, her boyfriend finding her in the 'amis of an aging lover, kills
her. “This giid (as differentisted from a woman).is not ind does not
appear to be a typical Filipina but one with a weéstemized outlook -
carefree, rootless, without any famdy, as enigmatic sy any pedestrian

.ome meets on the stveet. The flm haxdly situates the character in a

certain historicdl context, Ta it, the gl appears o be under the mani-

~ pulation of the scrptwriter if not the dimetor in terms of behavior

and thinking, ol .

In Mungl su Tublp, Bemal’s portrayal of Daria Ramirez’s role of
Chedeng, who vomes to the life of a couple as the man’s lover is bersft
of angst. or guilt which may be at uncommon reaction among Filipino
women faced with the same situation. Her charscter is justified by way
of presentingher astnore nvolved in her wosk than in Bving with a man,
witich again has westem tinges in its formulation. Bernal’s fim havdly
qualifies as & Filipino flm except for the presentation of local trades
in the fim. The obtlook of the weoman character has 5 kind of abstract-
uess In it. She seems to flit through the events in her fishing village

- witht ‘great équanimity us if she i contemplating it; vet could this be the

outloek of an odinary fishing village womum in the Fhiilippines?

Because of the cument laxity in censombip mules, there is a cusrent
hoy-day of biue films in the country. This trend signifies two things:
{1} the film producers are ronning out of themes that can makemovie-
goers part with thelr money during thes belt-tightening days; (3)
there i deliberate attempt to use sex or women'’s bodies on fiins to
moke e public forget the reafities avound thems; and (3) women's
bodies serve to make the male audience {who fill vp the movichouses
quencs) delight in seeing women’s Hesh on sereem, poering through
the wost private paris of *Hberated” women freely gyrating or swoon-

 ing ~ perhaps so unlike the comservative charmcters of their gidlfriends

or wives. Disgrayeds, Kirot, Shame, ate prime examples of films that
have maneged to depict women whoze sexus! expressivensss aro une

. inhibited during the act itself. However, the men who deal with the
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women treat sich expressiveness as perversity. By implication, women
fully engaged in the séx sct itself ave sinful. Hardly is this what one
miight call a real ferninidt objective. Sex with & man or sexus! sythen-
ticity mmsenmgmthemmbammwhctmmawommma
subjest and not as.an object — who can shive with hey his total person,
his-sirengths and weaknesses, his dresms and passions. The pervérsion
of man‘woman velstionships in such films on the other hand wnﬁes a
reactionary, not & liberating view of women.

- Women's assuming strong peisonslities within their milieu or towards
other people have also been tackled by severat Filipino fillomakess
duringthe fast ten years. In one film, Soltero{1984) (played by Chanda
Rémepe) d women has been portrayed a3 a manager of 2 computer

5. Having been educated i the United Stotes, she exudes the
connmence of a pmfcﬁimah, capable of wachmg fumbling male assis-

tant mmagm.

The amisiay mfemslave iorthewmbath@@tsm;eﬁed

As xitegﬁaifyh&mm&mgh,tha fitm director (Pio de Castro 1)
or the scriptwriter, reshapes the woman into a lesbian who even goes to
the extent of phymaﬁy making love with a female towch siniger.

The implication of the story i that for a woman to gein eqna!ity
- with or even suzpass a man, she has to lose her own mterﬂst in men,
and in the fong run, “become™ & man hﬁm}f

Tike capitatist world of computer businesses may hmeé such kinds
of women, especially since the technology s westemn. However; the
question to be posed is: will this kind of flm advance worsen’s under-
standing of equality with men or will t only discoursge them from
kpowing what women’s liberation is ol sbout? The responsibility of
the ﬁimma&m or direstor towards the sudience canaot be discounted
at this point, Given the low educational attainment of the majority of
women It Phifippine soclety, will they understand the implications of
presenting such a distorted image of the caeer woman?

Brutal dipected by Madlon Disz Abaya projects a woman easily.
wnanipelated by mien, subservient to their needs. She ds sulbjected to ol
forms of toriure and raps. kb the end dhe kills the men with 2 seeming
calloumess and with a trdumphant fecling that justics is hers In the fnal
angdvsis. But we can ask: om women eam justics only when they use
 foree or through their own individualistic, anarchistic acts?

- Lino Brocka’s ﬂm have also been bandied shout as s:ontammg
strong women. Analyzing their characters, though, we will notice that
they- are prone to be manipulators, scheming and shrewd. Hardly do
these ‘women' seem - capable of‘ selfdntrospection. They seem to be

12

' ﬂxmwn into & sories of actions instigated by men, a8 creamt by sedpt-

wiiters, They swem to be robots munipulsted by events encompassing
thiem, Or, becense of the injustice wiought by soclety to them (as Amy

- Anstria’s chamﬁ%éﬁzlmw, who aspives to be an actress so she aliows

mwtmmmwm@@m@am&mwmbg thielr fmmediate
environment 2o the famly of the comenumity they live in {us Hida
Eotonel’s wle i Msieng who schemes to make her mother kil her
lover 25 this lover @so gets deawn to the seduction of siang) or -
even by the man himsslf {as in Nora Aunor’s portraysl of Bona, who
throws 2 bucket of boiling water on Philip Salvedor's chavaster. in the
maovie of the same tifle, Bornd) women becoms criminas, Instead of
confronting thelr pmblems in 8 logical, yational or humanistlc mansner,
wozen sesort to the seme individus! sndrebic actions, The fmplication
here s that woaws con omly achizve gum for ihmseives by taking
tﬁw law into their oun hm&a

The parsmeters we hove set forth at ‘éhe begmmﬂg aﬁhxsmn

' _. polnts towsrds the conclusion that the real streagih of women Hes in.

belng able' to offer therselves to the larger socety around them - to
the mor dbadventaped sectom of soclety. ke some films shown dusing
the Decade, these qualites mefaced in women chamcters who respond
to the ﬁee‘d@ of woters, s that of 8 Stella L to the neads of the
Fiipino people dsing egainst Spanish mis as-io Gabrisla Sflang, por
tiayed by AnmidaSiguln Reyna, in Dumg-dw, and thoss of the sugarcane
womnee plantes, In Sabady, directed by Benjemin Cerventes. The real
heroines of these flms thovgh ave the latter. S Stelfln L., somehow
Iacks zoms gﬁ%@n §xmm3,m for ambmeﬁng th& cemse of the Woﬁtm

%& 4 ﬁ&@ basle premise for the (tw@ s’} commitment in

_ the mowle? {They) are {both} wmg@ﬁed by a well-funded mfzmmcn,

the religious, which sllows thum to fiesly vndertike activities in

support of the workers’ strike, The m-&x@y&mzd of Sy. Siella L. puts

it fn blent tevmns o hers “Aren’t you engaging vousself n these

politicsl sctivities simply because you know y@meﬁi that you can
ge bask to the soft c@mmts of ymzr Chupch®™

 “The fitm cemmrat@s on the nun and hes clashes with hez ex-
boyfiiend who seems to have pulled her to politicsl activities and

with the refigiousinstitution that prescribes the geograpbical mobility

- of its flock., AB to the validity of the premises for committing herself
to liberation, the film dismisses any fusther anmmentation and in-
giesd, concentrates on the praxis of the woders -- the stalke and
how they camy it out. In othes words, the flm treads on empricistic
gmmdg denying velidation of the workess’ 5%;:&@&% but justifying
ﬁm nua’s commitnent to such g sﬂmgge 7

In &mgﬁmg?@e{sa Dagat ng Apoy wiitten and divected by Bdgardo -
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ok, el viomen (Workers) bear Ghé™ Hriitness end detepmiiinticn

¢ oF Wodkers. The ffim shows them teken sdvantage of
i 'pésonne miinger who vould dmgle promoticns er
¥ wwadd B eliclibiigs for six. Reflected in their hardened faces
héir reshinmd” A sibordinats chavester in St. Stella L. s *‘the wife

o

thie 1abigr leadér {who) & commendable insofar a5 she desires the
et shvaggle to comtinge despite her husband’s death. Not a
dodr kerself, Hier rols inspises workess® wives to take up the com-

[ the fim alsg, “(ove) is depicied as having achieved a higher
siitionwhen it Is decpeved a3 in the joumalist as S, Stella L. engagelt
self in the workers® strike. However, the emotion is thwarted becanse
sticks-to béing a nun and theréfore a celibate.) Now why should
h emotions be denied peaple with political involvements? Unfortu.
ely with the Left, which hes been & temitory of male leaders bred
nsle chauvinistio sociaties before the advent of women's liberation,
b emotions awe ot recognized as valid predispositions when en-
ing in-politics. In fuct; they are even considersd effeminete pro-
wsitions thug. deriding thosy feelings which fomindst movements
ower the wodd am now tving to redefine a3 sources of strength
women. (Conld this be a reasen also why Sr. Stells L., turns her
k on the pleas of Glgl, the unwed prognant womam, for moral
port? Did her political éxperen.s make her indifforent to such
agn situstions- in favor of the more “profound” conivadictions
ween the workers md the capitulists? B this mumifesto saying
t the ultimate gool of Hbetstion for any individual i engagement
thede higher struggles’? Display of emotions & also considered
gt of weakuess which becomes vseless baggage i the sctugl conduct
wiltics or even combat.”} '

Another film which more subtly depicted the victimization of the
mtsy under imperslist wle & Minsy May Isng Goru-gano,”
@ Amnor who played the major characler scted out her growing
mchantment over the system of justice in the county” highly favor.
s to the neocolonisl American powess. At the end of the fibn she
lizes the Americens’ total disregard for Filipino lves, her own
ther’s in particolar, who was shot dead by an American soldier
3 mistook the boy for a plg. Her reaction i to remain caffous to
plight of another American soldier who meets 2 motorcycle acci-
L. The understated sebellion within her revesled the growing cons-
moess of the Filipho people towards the fact that the  enensy v
ign neocolonial interst. No other kind of ending summarizes the
¢ of Philippine struggle better than fn this film directed by 2 woman
smaker, Lupits Aquine-Concio. _

i4

Conclusions amid Recommendations

What then is the future of Filipino women’s images on Philippine
screens? The decade produced a wide panorema of roles open to women

‘with more denigrating ones being overused to serve profit-osiented and

opportunistic forces in movie production and the prevailing powers in
the country. The Board of Review for Motion Pictures and Television,
regardless of its pronouncements over guarding public morals has
abetted the proliferation of such films. Tt has become, moreover,
impotent or bamen several times during those instances when the
Experimental Clnema of the Philippines, the socalled harbinger of
“novo-cinema”™ presented several out and out sex films at the Munfla
Film Center (Isks; Boatman, etc.}or the delectationof sex-hungry msle
and female audiences. (Incidentally or maybe on puspose, the divecton
general of ECP is the daughter of the First Lady, who is the honogary
chairwoman of the Nationsl Commission on the Role of Filipino
Women.) ' .

Cinema has to be seen and regarded as a medium for raising not just
the women’s consciousness, but the Filipino masses” In general of the
necessity to bring about sociopolitical, cultural, and economic justice
in the country. It should not be a vehicle for bankrupt male attitudes
and perspectives depicting women a5 passive, sex pots or other such
dehumanized roles{Neither the presence of women flm directoss i
the commercis] movie industry bolsters the cause of the women ag
they invariably fall into using the same formulas and male pewspectives
of viewing women with negative qualitiesyCinems has to depict themes
that reflect the sirepgles and aspivations of the masses of Filipino
women ad men for & better, more decent and human existence. B
has to be & purveyos of values through women charactess who cany
the torch of our nationalistic espirations. Both filmmakers and audience
cannot remain idle and passive to the profiteering interests of big film
producers and foreign big businesses and stzuctures. Qur fibms have to
costtain the contradictions of ovr times for {i is only then that we can
say we ame leaving the proper legacy to future generations of Filipino
filymakers and audiences - especiafly the masses who have been labor
ing and suffering under the iniquitous social erder of the U.S. — Murcos
era. Thence we can say that we have broken the pattem of neo~colonial
imposition of their own images on our screen, and as womnen, have
shaped our own real seives,
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