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For my parents, Mariano and Natividad Lim, who wanted me to become
a lawyer or a doctor (of medicine) but allowed me to take a different
path and pursue a career that combines my dad’s business acumen
and my mom’s artistic flair.
For my cinematic father, Clodualdo ‘Doy’ del Mundo, Jr., without whom
I will not be in the worlds of filmmaking and academe.

Foreword

Interest in the creative industries has been growing apace in the twenty
years since the term was coined by the UK ‘New Labour’ Government’s
Department of Culture, Media and Sport in 1998. Though intended as
a spur to a new kind of post-industrial revolution, where the UK was
to become the ‘creative workshop of the world’, the idea rapidly gained
traction globally, especially across East and South East Asia. This was
to be a new growth engine, one that was environmentally friendly and
reliant only on the creative talents of the population. Economically valuable in themselves, they would also catalyse creativity and innovation
throughout the rest of the economy. The 2005 UNESCO Convention
on the Promotion and Protection of Cultural Expression, which grew
out of a longer attempt to place culture at the heart of development,
soon joined agencies like the British Council, in promoting the creative
industries as a new source of jobs and growth. The criticisms of the creative industries agenda have been well-aired. The reduction of culture to
the status of ‘economic sector’, the focus on high-growth sectors, and
the conflation of the cultural sector with telecoms and computing, as
exemplified by the recent renaming of the relevant UK Department as
Digital, Culture, Media and Sport.
Though the focus was on ‘economics’, there was less interest in
understanding how the economies of these sectors actually worked.
Investigations into creative labour—that mix of work, play and selfdetermination—showed precarious conditions, self-exploitation and
decreasing levels of social, gender and ethnic diversity. The ever-growing
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monopolies of the global digital platforms, along with the return of the
corporate ‘dinosaurs’ supposed to have been disrupted and disbanded
by the democratising up-swell enabled by Web 2.0, began to tarnish
the idea of a sector led by small and medium companies and organised
around the flat networks of the information age. And of course, the barriers to entry for ‘developing countries’ should have come as a surprise to
no-one, as the new creative industries ran quickly into an already established Global North hegemony. Creative labour was often corralled into
digital rendering factories, servicing the new 24/7 economy of the New
International Division of Cultural Labour, made possible by global telecoms and the WTO. UNESCO, under the 2005 Convention, looked
less to structural change in the global cultural order and more to training
programs for ‘creative entrepreneurs’, in local conditions that resembled
the creative hotspots of New York and London as little as their Internet
connections resembled an information super highway.
So it is with great pleasure that I introduce this timely book, one that
I hope will take its rightful place in the growing literature of cultural
economy and development in the Global South. The book does three
very important things. First, it foregrounds the cultural importance of
the cultural industries—in this case the independent film industry in the
Philippines. Second, it takes an historical view, making it clear that neither
the cultural industries, nor policies to support and promote these, began in
1998. Third, it puts both culture and history into a wider socio-economic
and political context under the format of ‘cultural economy’.
Michael Kho Lim’s book gives us an overview of the Filipino film
industry, and its complex intersection with colonial, anti-colonial and
post-colonial identities. It charts the rise of the ‘indie’ film movement,
and questions what that actually means both in a global sense and specifically in the context of a country peripheral to global film making, as
with the Philippines, where any local film might be described as ‘indie’.
Intertwined with the film making are the policies aimed at supporting, or
ignoring, or suppressing, both ‘mainstream’ and ‘indie’ films. The ‘creative industries’ come at the end of a long sequence of such policy interventions. It provides us with an important account of an indie film sector
trying to negotiate a space between ‘national’ and ‘Hollywood’ cinemas,
a space that is both one of economy—how do we make and distribute
such films—and culture—what actually makes an indie film distinct and
vital? Of special interest is the focus on film distribution. For though
the production of films—both as a cultural artefact and as industry
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project—has received a lot of attention, how they are distributed has not.
Michael comes from inside the indie film industry, and brings with him
a wealth of detailed information as to how a film actually gets out there.
The focus is not just particular films but film festivals, DVD sales and latterly, access to streaming services. This picks up on a growing literature
on informal circulation in the Global South—‘Nollywood’ is the most
studied—and the cultural and economic dynamics of these practices.
All of which brings us to the idea of cultural economy, which we
might describe as concerned with the production, distribution and consumption of cultural goods and services, along with the cultural, social,
economic and political context in which they are produced on which they
have determinant effects. We might describe it as the political economy
of culture, but with a more evolved sense of the socio-cultural context
of its production and consumption. Michael has opened up the complex landscape in which a film needs to gain its production money and
the resources and access required for its distribution and exhibition. He
never loses sight of why this is important. Some indie films do make
money; some allow those involved to make a living; some go on to
project a distinct Filipino identity onto a global public. But ultimately,
after the deal-making and the administrative negotiations, it is the contribution of these films to the ‘collective horizon of social experience’
as Oskar Negt and Alexander Kluge formulated it many years ago, that
counts. It is what makes the whole effort worthwhile. And like all good
books, this one too is one that always justifies the continued investment
of effort in its reading.
Melbourne, Australia
July 2018

Justin O’Connor

Preface

The year was 2005. The task was to produce a comedy musical film that
is set in the 1970s for PHP 500,000 (USD 9000) within six months.
It was a tall order but I am always up for new challenges, and I do not
break someone’s trust and confidence. So armed with only my student experience as producer for my group’s short-film thesis, I started
producing the film of my mentor, Clodualdo del Mundo Jr., who was
debuting as a feature film director. Several sponsorships, barter deals and
special arrangements later, the film Pepot Artista (Pepot Superstar) premiered in the first Cinemalaya Philippine Independent Film Festival and
bagged the best picture.
Not a bad outcome after that baptism of fire, I thought. However,
after doing some rounds in the film festival circuit and conducting various school tours, we would encounter questions like: Will the film have
a theatrical run? Is the film available on DVD? I realised then that we did
not have a distribution plan and did not know much about this aspect.
This is a common predicament because in most film school programs,
students are trained more on how to make good films by focusing on the
aesthetics and narrative but less on how to reach the audience. Back in
my undergraduate days for instance, we had an elective module on production management but we did not have anything on distribution and
exhibition.
The distribution component also tends to be neglected because independent film production groups are used to relying on grants and subsidies that they do not need to worry about recouping capital investment
xi
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or they pass the responsibility of film distribution to distributors. If this
mindset continues, they will remain struggling independent players,
which is not really a sustainable way of filmmaking; and the question of
where to get funding for their next film project will always linger.
The learning gap on film distribution that we need to fill in for ourselves, the challenges of distributing independently-produced films, and
the sustainability issue of the independent film sector have led me to take
a strong interest in this research area and from which this project begins
its investigation. As such, this book aims to analyse and understand the
complex interplay of culture and economics in the context of film as a
cultural good and economic commodity, its implications to the national
government’s cultural policy development, and how such policy, if any,
affects the growth of the cultural economy of the Philippines.
Melbourne, Australia

Michael Kho Lim
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