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The Theaters of Manila 
J U A N  A T A Y D E  
T R A N S L A T E D  B Y  C O N C E P C I O N  R O S A L E S  

A N D  D O R E E N  F E R N A N D E Z  

I .  THE T A G A L O G  T H E A T E R  

The article on The New Theater, accompanied by a plan of con- 
struction, which we published in the previous issue, does not fully 
resolve the burning issue raised in the Manila Ayuntamiento 
by the proposal of Sr. Conde de Caspe. However, by gathering re- 
cords and previous data, we shall continue to  bring forth in La 
Ilustracion other articles on the present status of, or concerns 
retrospectively relevant to, the theaters of Manila. On this matter 
of current importance, we shall continue t o  delve deeply, with the 
help of other colleagues and authorities, into the theater history of 
these distant islands. As we have not seen anything written nor 
summarized on this matter, we have had to rely, as we have men- 
tioned before, on records and data gathered from childhood, 
using the hindsight given one by the sad passing of years. 

Therefore, in continuing our work on the mentioned brief his- 
tory of the theatem of Manila, we have to  start with Tagalog thea- - 
ter, which existed and reached its peak before theater in Spanish. 
The present article will deal only with the former. 

We shall not concern ourselves meticulously with the details of 
the enormous theater halls of bamboo and nipa which were erect- 
ed, provisionally or pemanently, in the suburbs of the walled 
city, except for that in the commercial district of Binondo. The 
latter was primarily for the presentation of the protracted dramas 
of Tagalog literature, which lasted ten or twenty nights, and had 
an innumerable number of acts. 

These huge theater halls with pyramid-shaped roofs reminiscent 
of present-day cockpits, have disappeared completely from Manila, 

I 
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the cultural capital. They only appear in the capital towns of dis- 
tant provinces, with all their stage props of mountains and real 
trees. Along these peaks the bold warriors, long-bearded and 
dressed in whimsical costumes of glittering embroidery (reminis- 
cent of those still worn by those playing Jews in the Holy Week 
processions in Tondo), march in rhythmic pace and wind snake- 
like along paths which lead to the stage battlefield, the Christians 
distinguished by the Roman helmet and the Moors by the turban. 

All this scenic display of mountains, and the armies of great 
number with their dances and imitation wamors, what with the 
moro-moro [a dance] and Spanish fencing, needed half of the 
theater area. This was divided into two equal parts: the acting 
area and the audience portion, where there were continuous 
bamboo benches that had neither numbers nor a set limit of 
spectators. For a pittance, all the world was admitted, since at 
that time, tickets were unknown, nor were they used even after 
having been introduced. It was impressive to  see a theater filled to 
capacity like a cockpit, lighted up by glasses of coconut oil suspend- 
ed from hoops of bamboo or attached to the trunks of palm 
which supported the entire structure. The crowd, in motley garb, 
packed the theater, and in the final act, when free entry was 
signalled by the call "A la verde! " it was indeed a matter of turn- 
ing green from the pressing and pushing, and truly it was . . . the 
end of the world! 

In this final act, parades by the Moors and the Christians and 
general combat by the company, or rather, the batallion, were 
de rigueur. One has to admire how well rehearsed were the pairs 
of combatants engaged in blows and parries which, with the clash 
of weapons, the battle cries and the leaps of the wamors, pro- 
voked the enthusiastic public t o  a frenzy. 

It is a fact that before the lengthy Tagalog drama, already in 
existence in the eighteenth century, when the idea of having thea- 
ter in the Spanish fashion had not even been thought of, some 
autos sacramentales [religious plays] had already been translated 
by indigenous poets. From these, along with the libros de cabal- 
leria [ tales of knighthood and chivalry] , and the natives' charac- 
teristic love for battle, was created their drama sui generis, which 
took on a distinctive identity of its own for more than a century 
in the capital of Manila. 
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We still have seen traces of what are generalized here, modified 
to the taste and conditions of the country. The above-mentioned 
staged autos are performed on platforms erected during town 
fiestas (a custom still in existence in the provinces). In them chil- 
dren with artistic talent enact a religious scene, or a little angel 
may present a laudatory poem, emphatically declaimed and sung 
with alternating arm movements. We have also been able to see 
survivors of the ancient taste for warlike spectacles when, on the 
nights of Christmas, retinues of Moors and Christians carrying a 
drum and the frame of a castle, presented a battle scene on Manila 
streets in front of houses, the owners of which generally gave some 
monetary contribution. 

These spectacles were properly known as pantominas, and on , 

the same nights, alternated with masquerades of giant figures 
called, we know not for what reason, Panchitos ( a name imported 
from Mexico). The figures danced and sang to  the accompaniment 
of two small guitars and a large one. These comprised the street 
entertainment, and were the most popular events through the 
merry nights of December up to the January holidays. Unfortu- 
nately, the Suez Canal, or rather, civilization, has completely era- 
dicated these customs. 

However, the traditional presentations of Moors and Christians 
are still kept alive in the provincial towns during the feasts of 
patron saints. These spectacles were undoubtedly half the cradle 
of Tagalog theater. 

About the lengthy battle dramas adapted from such chivalric 
tales as Bemardo del Carpio, Los Doce Pares de Francia, and 
other traditional books of chivalry, which were distorted and 
augmented by more bellicose scenes, much has been said in the 
lengthy articles published in La Espaha Moderna by the academi- 
cian of language and history, Don Vicente Barrantes. According 
to authoritative sources, he tried with little success to criticize 
and even conduct the autopsy on the incomprehensible Tagalog 
theater. We have dared to qualify these articles, with the full as- 
surance that nothing can prejudice the well-earned fame, nor 
belittle the prestige of that distinguished man of letters, since he 
deals with an exotic literature. The language is unknown to the 
critic; he has undoubtedly had to rely on inferior translators. 
Inferior they would have to  be, since the Tagalogs do not possess 
a good enough knowledge of Castillian to  translate faithfully the 
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flowery phrases, figures of speech and metaphors of these Oriental 
dialects of Malaysia, which do not have precise equivalents in the 
cultivated languages. 

Hopefully the day will come when a capable Filipino man of 
letters, philologist and tagalista, with perfect knowledge of the 
traditional style of the language of the province of Bulacan, which 
is that used in the literary works of Catagalugan (the Tagalog 
region), and with a perfect mastery of Spanish language and criti- 
cism, can engage in the study of the language of these dramas 
which so interest and enthuse the native population: of the 
corridos [metrical romances], which are their story books and 
novels, where among amorous scenes and intrigues the taste for 
the marvellous and terrifying is seen to predominate; of the 
romances, which are in reality love verses; and of the religious 
[works] , such as the celebrated Pasion, which is still sung, excit- 
ing the barrios of Manila during the forty days of Lent. 

We shall not proceed further without citing several titles of the 
most famous corridos, such as Baldovino, Crisalda, and Florante. 
From the latter a beautiful drama (not a lengthy one) has evolved, 
with fluid and epigrammatic verses and already in the form of 
Spanish drama. This was presented for many nights on the stage of 
the Tondo theater which, because of this particular work and 
others of modem style, was called the fountain of Tagalog theater. 
The old indigenous theater began to  enculturize itself through the 
translation of comedias de magia, such as El Embajador y Hechi- 
cero and La Pata de Cabra, marvellous spectacles which helped 
the masses forget their love for scenes of combat. Giant original 
works were also presented, like Loco por el Viento, a title suffi- 
cient t o  prejudge the production. 

But going back to  our general judging of Tagalog literature, we 
believe that there definitely has been an initial sffort towards this 
valuable work in the mentioned articles of Sr. Barrantes. What- 
ever critical worth they may have, they will have rendered a real 
service to  the conscientious study to be made of this semi-spon- 
taneous and semi-cultivated literature, for the folkloric fulfill- 
ment of the Filipino race which, in reacting to any stimulus, 

Literally, a play of magic. The term cornedia which has been used since the time 
of Lope de Vega to  designate a play in three acts of jomadas and in verse, does not 
necessarily indicate a comedy. - Eds. 
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seems to  show a congenital artistic germ, and thus a designated 
place in the future. 

11. B E G I N N I N G S  O F  S P A N I S H  T H E A T E R  

It is an undeniable fact that upon the establishment of Spanish 
society here, at the time of the Golden Age of our dramatic liter- 
ature, a love for theater was among the customs brought in, If 
theaters were not built due to a lack of Spanish patronage, this 
enlightened pastime was pursued at one time or another in social 
gatherings and in private clubs, in the form seen in Spain, of 
family theaters or societies of amateurs [aficionados] . 

The early chronicles do not mention any theater, private 
club or dramatic society before the present century. Vague refer- 
ences are made to theatrical portions in the programs for feasts 
or solemn civic affairs during the last decades of the eighteenth 
century. 

Undoubtedly, these spectacles at grand feasts, in which Spanish 
and American groups participated, were what gave embryonic 
stage form to  the lengthy Tagalog dramas, which we have des- 
cribed in the previous article, a fondness for dramatic farce infil- 
trating the native taste, including that for combat. 

Because of this, due to the lack of a Spanish audience, theaters 
for Tagalog productions were erected before the Spanish theaters. 
These were made of fragile materials, with bamboo and nipa roofs, 
and were the first temples of Spanish dramatic art in the Philippine 
capital. 

The fust theater was installed in the Arroceros area, which 
seems to be the locale destined or chosen with great frequency 
for theaters, before and after the construction of the Quiapo 
thoroughfare through the Puente Colgante. Now, with more 
reason, it is the popular site of the new theater, with the construc- 
tion of the wide avenue of the Ayala bridges, which shorten the 
distance from the aristocratic districts of San Miguel and Sampa- 
loc, and with the major thoroughfare to be brought about by the 
great bridge being constructed from Arroceros to  Santa Cmz. 

In our boyhood days, we saw the fust theater of nipa, which 
by virtue of repairs and pillars, survived till 1840 or 1 845, if we 
remember right. Here, the tragedies, comedias de capa y espada, 
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sainetes and entremeses2 of the start of the century were present- 
ed by Spanish-Filipino actors, who at that time had nothing to 
fear from the critics of the press. 

The old provisional theater disappeared when the grand theater 
of Binondo, constructed of stronger materials, was erected. A street 
was built especially to service it, the Calle del Teatro, which name 
is still preserved. At present the ruins of that imposing edifice have 
been profitably transformed by the owners through a series of 
sheds and awnings, into small living units and outbuildings for a 
swarm of Chinese. Such is the transformation that one can hardly 
guess or understand the original purpose of the edifice, or what 
had been there in the beginning. 

However, we who remember the magnificent theater of Binon- 
do, which rose beyond what the capital then needed, see delineat- 
ed in those ruins so rapidly disfigured, the wide arcades and open 
gallery entered from its tall two-storied facade supported by 
arches and columns; that spacious semi-circular pit dominated by 
ample principal and secondary boxes; the orchestra section com- 
posed of seats in tiers called anfiteatro; the upper gallery [tertu- 
lia, cazuela or paraiso] on the second floor, with the higher seats 
in the center to leave the sides for the boxes, which were preferred 
by the mestizo families or  those who came in casual wear, as these 
had separate entrances and stairs. On both sides there were halls 
on the lower floor for refreshments and billiards; in the upper 
area, on the main floor, place for dances and concerts (which were 
never presented); and on the second floor the auxiliary theater 
offices and rooms. All these halls and the galleries in the front 
were recreation areas and promenades for the spectators, aside 
from the luxurious gardens on both sides of the edifice. The stage 
was so spacious that spectacular plays of magic were presented . . . 
but let us leave the life and history of this theater for another 
chapter, only dealing here with how the theater was, which is as 
it should be in these times when the New Theater is in its planning 
stage. 

2~ornedias de capa y espada were cloak-and-sword dramas about concealments, 
mistaken identity, disguises, and supernatural occurrences. A sainete is a one-act farce; 
an entremes a one-act sketch deriving from the mime tradition, and relying for humor 
on some stock comic type. A sainete was often used as a curtain-raiser; an entremes 
as an entr'acte. - E d r  
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111. THE F I R S T  D R A M A  COMPANY A T  THE B I N O N D O  
T H E A T E R  

We have presented in the previous article the conditions of the 
first and best theater building Manila has had. This daring venture 
and its expensive execution were not due to the credit of any 
municipal corporation or particular association, but solely to  that 
of two men of initiative with a passion for theater and for the 
prestige, development and culture of this capital, which had as 
Temple of Thalia a pretentious hut of bamboo and nipa. 

These two worthy citizens were the famous lawyer, D. Manuel 
Ponce de Leon, who invested the greater part of the capital, and 
the art-loving engineer and well-known businessman, D. Jose 
Bosch, who in turn put in the greater part of the work. We record 7 

these names here so that they do not get buried in the ruins of 
their work, and so that they may serve as example and stimulus 
to the timorous who at present are reluctant to embark on such 
projects. 

Perhaps in the enthusiasm and energy of the above-mentioned 
pioneers, foresight may have been lacking. They were involved 
in achieving the best in external form, comfort, beauty and all 
the flights of art, in the construction of the new edifice, consi- 
dered colossal for those days. Since it was made of stone, open, 
with its extensive facade supported by light archways and columns, 
it was not possible for it to withstand the horrendous earthquake 
of 1863. It collapsed, as did all the buildings in Manila then which 
had less height and less weight of rubblework even though built 
on firm foundations and wide groundwork. 

The theater of Binondo, however, existed for some time, enough - 
to present a diverse repertory of plays, although it did not deviate 
from the accepted types of Spanish theater. This article will con- 
centrate on the first epoch of this theater history. 

Worthy of note was the transformation, not only of the site, 
but of the atrezzo, the costumes, and everything as would be 
proper, from the night of the inauguration on which was presented, 
if we remember rightly, the play translated from the French, La 
Hija del Regente. The choice of play was criticized as not being 
one of the national works of our traditional theater; but one has 
to consider that plays of this nature had been much liked on the 
Arroceros stage, and at that time, translated plays from across 
the Pyrennees were well-received in Spain. 
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It was not possible then, that in this theater, others besides the 
impresarios of the first dramatic company should tread its boards. 
Rather they were the proprietors themselves, and other possible 
actors they could recruit in Manila. These had to be the same 
people from Arroceros, chosen, added to, and directed by D. 
Manuel Zaragoza, who became the first character actor and stage 
director of the old company. The over-all direction was handled 
by the impresario, Sr. Bosch, who had great knowledge of theater 
art. 

From among those who signed up for this large Spanish-Filipino 
dramatic company, one has to make special mention of D. Ramon 
Valdes, a well-known dramatic actor. Since a certain Sr. Basora 
had arrived from the Peninsula and was supposed to  replace Zara- 
goza in his double position of character actor and director, the 
two were able to present elegantly the early plays of the romantic 
theater which were current in Spain. We recall El Trovador by 
Garcia Gutierrez, and La Vieja del Candilejo by Zorrilla. 

With the departure of Valdes and the other actors, who often 
"cooked up stews" among themselves, since there is often dis- 
agreement and disharmony among "gentlemen of the boards," 
the company began to decline until the Binondo theater finally 
closed, marking the end of its first theatrical period, or rather 
that of the Spanish-Filipino troupe. 

IV. T H E  S E C O N D  P E R I O D  O F  T H E  B I N O N D O  T H E A T E R  

The theater of Binondo had its period of closure until an un- 
expected event occurred. The numerous deportations of 1848 
brought t o  the country highly qualified stage personnel. The 
veteran Basora, who was at that time on reserve or substitute 
status, opened a casting office. To it came former members of 
the old troupe who had dispersed, and some who had just arrived, 
to  form the company which we will term as mixed. 

Undoubtedly, Basora was not the man nor the personality to  
impose discipline on a company; and that which was formed of 
heterogeneous elements did not have enough cohesive force to 
hold and sustain them. With the fluidity of personnel, the com- 
pany could not achieve the unity of organization nor public accept- 
ance which a well-formed theater company deserves. 

It was necessary to put on intermission numbers of songs and 
magic acts, and even the spectacle of a fire-proof man, to sustain 
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the theater of Binondo. There for the first time were heard sung - 
to the guitar by Crear and Puig, the Andalucian music of Iradier 
and the first American tangos. 

A true theatrical milestone was not missing, however, and this 
was the production of El Zapatero y El Rey,  in which one D. 
Alvaro Carazo, of gallant presence and sonorous voice, did justice 
to the magnificent verses of Zorrilla. He also possessed the master- 
ly art that gave life to  the haughty character of D. Pedro of Cas- 
tille. 

Indeed it was a memorable play in the annals of the Binondo 
theater, and enthused the Manila audience. We regret that we 
cannot recall the names of the other actors who contributed to  
the rousing success. ,- 

This unexpected event brought to recognition the capabilities 
of the troupe for high drama and for building up and maintaining 
the theater. Since a second group of political deportees had arrived, 
and included D. Narciso de Excosura, he came to head the com- 
pany, which was not too well organized. His name was sufficient 
to keep the company disciplined; he attracted even better actors, 
and instituted reforms and changes in the female cast. He changed 
it even further when he invited Doiia Carlota Coronel and another 
actress from Spain. He thus became the grand master, as actor and 
stage director, and the grand impresario for the governing and dis- 
ciplining of the numerous members of the company under this 
authority. 

His theater company presented as its premiere play the specta- 
cular drama La Conjuration de Venecia, and continued from 
triumph to triumph, mining the rich lode of plays of magic, for 3. 

which he brought over stage machinists and painters. 
These attractions, never seen before, drove the public wild, and 

a great number came from nearby provinces, replenishing the 
audience. Escosura renovated the Binondo theater to fit the type 
of production he presented, and the growing public which patron- 
ized it. 

The plays that followed, La Pata de Cabra, La Redoma Encanta- 
da, Embajador y Hechicero, and some other plays of magic earned 
equal acceptance. The public was awed by the extravagant cos- 
tumes and set decorations, and the astonishing precision of the 
stage devices. 

I- 
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We shall not speak of the other spectacles which the memorable 
Escosura presented on the stage of the Binondo theater. Worthy 
place was given to dramas of manners, to high comedy, and to 
playlets, and even to El Duende y el Sacristan de Sun Lorenzo, a 
parody of the opera Lucia. Escosura was given ample protection 
and support by Manila's elite, since he was considered one of them, 
having been recommended by his name, and the social position he 
had enjoyed on the Peninsula. 

The change of cabinet in the Spanish government brought about 
amnesty for the deportees, and Narciso de la Escosura was urgent- 
ly recalled by his political commitments. 

Many members of the company went with him, not only those 
granted amnesty, but other Spanish citizens who wanted to  follow 
him like good disciples. The master offered them his protection in 
appreciation for the affection they had for him, and the aptitude 
they had shown. 

With this dissolution, the theater or Binondo was closed once 
more. 

V .  T H E  T H I R D  A N D  L A S T  P E R I O D  O F  T H E  B I N O N D O  
T H E A T E R  

News of good theater in Manila, and of Escosura's prosperous 
campaign had reached the Peninsula. This aroused desire and hope 
in theater people eager to come and seek their fortunes in this 
country. The decisive coup was the amval in Cadiz of D. Narciso 
with an entourage which had formed part of the dissolved com- 
pany, They encouraged the group performing in the theater of 
Valon, and influenced them to come. 

The director and leading actor of this large company was D. 
Manuel Lopez Ariza; the cast was complete, including dance 
partners and a prompter. The whole group literally filled the ward- 
room of one of the frigates that made the voyage past the Cape of 
Good Hope. 

There was no further need for those who had stayed behind as 
substitutes, and the second closure of the Binondo theater was in- 
terrupted. The theater opened with the grand attraction of a new 
and genuinely peninsular company transported from a famous 
theater in Cadiz, a center of culture. 

With all the necessary elements for all types of dramatic presen- 
tations available, the productions ranged from the dramas of great 
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range and spectacle like Isabel la Catolica, to the classic short - 
comedies of D. Ramon de la Cruz and above all the dramas and 
small pieces from Andalucia, which were popular at that time. 
These the Ariza company brought from the ambient air of Cadiz, 
having imbibed them at the Balon [sic] theater, the most proper 
and characteristic of all in the land o f  the Blessed Mary. 

Seen here were theater works like Diego Corrientes, La Flor de 
la Canela y El Tio Canillitas and others of their type, which had 
perhaps not been presented in many Spanish capitals of the first 
order. The plays of magic which had been so popular and were 
produced so often, were not seen again with the loss of the theater 
magician, the director Escosura. 

Also eventually lost was the luck of the Necromantic, such that - 
the company found the theater ruined. It had been distorted when 
Escosura attempted to remodel the proscenium arch to achieve 
more stage space and allow the plays of magic to show more bril- 
liantly, with their stage machinery and spectacular effects. 

With the lack of a theater, the Ariza company resorted to  the 
use of a hall in a private home which had been used as a private 
club in the past, for a brilliant sociedad de recreo. This is situated 
on the corner of Anda and Cabildo, and is the manorial home of 
the old Casal family. 

In such limited space, the Ariza company had a somewhat f e e  
ble existence, till exigencies were followed by desertions, on top 
of which came contracts and commitments. It is indeed difficult 
to sustain for a long period the cohesion of a theater company in 
the Philippines! 

With the dissolution of the Ariza company, we conclude the * 

history of the Binondo theater, to continue with the other thea- 
ters and companies. 

V I .  M A E S T R O  APPIANI A N D  THE CHOREOGRAPHIC A R T  
IN T H E  PHILIPPINES 

The vicissitudes of life, in which figured a prima ballerina asso- 
luta who was the toast of Madrid, resulted in the arrival of an 
Italian named Appiani, who called himself and proved to  be a 
reputable master of the dance. When foreign dance of great spec- 
tacle, sponsored by the banker Salamanca, was presented with 
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great success in the Circo Theater,3 he came without any means 
of support, alone, in search of the farthest place in which to seek 
refuge. 

In this country of proverbial hospitality, where the love for 
dance is as proverbial, Appiani was well received. Soon a school 
of ballroom dancing was organized among the youth of the aris- 
tocratic society of Manila in order to give the master an adequate 
number of students. Certainly the fees were not at all moderate, 
since the main object was to make the unexpected stay of Appiani 
worth his while. 

He formed a good school, and his good students popularized 
the choreographic lessons they learned from the competent master 
at balls and social gatherings. They danced difficult quadrilles like 
the gavotte, etc., and other dances for pairs, like the crakoviana, 
the redowa, the schotis, just as the revived minuet is now being 
danced in Europe. These required a master to teach the steps 
and figures, along the principles of the rigorous art of Terpsichore. 
Through these dances, our fashionable ancestors showed their 
elegant education at the grand balls which were the pleasures of 
their epoch, or at the aristocratic soirees of our old Europe. For 
this reason, dance masters were as numerous as school masters. 
Now that the rigodon, the only surviving quadrille, is danced 
with no definite step nor rhythm, and without knowing when 
a figure starts or ends, dance masters are not needed and have 
disappeared, after having been depicted in the comedies of Mora- 
tin during the first third of the century. 

As we have no knowledge of any dance masters with proper 
credentials who may have arrived in the Philippines before Appiani, 
we have to acknowledge him as the first one in the annals of 
choreography in the archipelago. 

Here people danced much, and danced well, from an inborn 
instinct. Modifications, changes, were brought in by each baat- 
load during the annual monsoons of the Acapulco route, and 
later that of the Cape of Good Hope. However, there was no 
knowledge of what a batiment was, nor an academic dance posi- 
tion, until Appiani taught us the art with all its theories and tech- 
nical nomenclature. These were much more than what we general- 

3~ossibly the Teatro Circo de Bilibid, which existed from about 1851 to 1880 and 
was later transformed into the Circo del Juego de Gallos, for cockfights. - Edr  



82 PHILIPPINE STUDIES 

ly knew, and for this reason, the students of the Italian master dis- - 
tinguished themselves both in dance and in speaking of the art. 

However, the society quadrilles were not sufficient to satisfy 
the artistic vocation of the master who had made flights in higher 
levels of dance, and who had come to teach the choreographic art 
in all its sublimity. He took advantage of the promising talents he 
had found in this country, the ties he had established in Manila, 
and the rewards of his work, to  establish a dance academy for chil- 
dren. He sought out the most promising and affable among those 
he had associated with, his object being to make them theater per- 
formers, members of a large company of young dancers that could 
present grand dance productions. He achieved this in a short time, 
winning the admiration of those who witnessed the progress and + 
the final success of his teaching. 

The children's company made its debut with several dance num- 
bers, of which we remember El Cornetin y La Grizeta and El Paso 
Stirio, on the large stage of Binondo, which the Lopez Ariza com- 
pany had ceded, for a trial or rehearsal of this new spectacle. 

The company moved from there to the Tagalog theater in 
Tondo, again on a provisional status. Appiani, seeing from the 
successful presentations that the existence of the dance company 
was insured, no longer wanted to depend on the favors of other 
groups. With the earnings of the few productions in the two thea- 
ters, he set up a small theater in the Sibacdn district, where he 
fully lived up to  the contract a la italianu which he had made with 
the members of his children's company. This meant that he would 
teach them free of charge, after which they were to perform for a 
certain period of time for his benefit. 

The Manila audience so favored and patronized the small Siba- 
c6n theater, that Appiani could have complete authority, and free- 
dom to realize the artistic ideal he sought. 

It was also to his advantage that the maestro was a musician, 
both composer and violinist, and with this he made full use of the 
talents of his students. He began to  create dances with plots, devel- 
oped in acts. It was a joy to see these wonderful children, express- 
ing through mime and pirouettes true-to-life situations and emo- 
tions. They were costumed in great splendor, and the stage scenery 
was proper to such enchanting and marvellous presentations. This 
was prepared by a native stage painter of wide repute, Lozano by 

- e- 
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name, who had distinguished himself, and had perfected the art, 
in the plays of magic produced by Escosura. 

With the attraction of these beautiful spectacles, the young 
artists, the semi-magic scenery, you readers of today can well 
imagine the wide acceptance then of the Bailes de  Appiani The 
ultimate proof was the presentation of the same dance at twenty 
or thirty successive performances, when the third presentation of 
the best opera would be performed before an empty theater. 

Performed at the Sibacon was El Sargento Marco Bamba, a 
comic-mime-grotesque dance. However, the most successful pre- 
sentation was La Mariposa Encantadora, which was the master's 
final production. He had to return to Europe, due to some insid- 
ious grief encountered in the country. Time had made him forget 
the reasons which had brought him here, and he had raised suffi- 
cient capital to be satisfied with the fruit of his labors. 

We remember that night, when the theater of Sibac6n was 
caught in a truly wild frenzy. The master was called to the stage 
a countless number of times. The audience stood on the seats, and 
bouquets of flowers were bought at exorbitant prices, in order for 
a rain of roses to fall on the stage. 

That same night, the children's company was dissolved, and the 
Sibac6n theater passed on to a different destiny. We saw Appiani, 
after several years in Spain, directing a large dance company in the 
Isabel la Catolica theater in Granada, where the celebrated Pitteri, 
who was called Queen of the Wind, was idolized. 

It was then that we realized the value of Maestro Appiani, who 
has left here the seed of choreographic art. 

From his students emerged the masters who are at present the 
comic, lyric and choreographic artists of Philippine theater. 
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15 hzar una /a Imr alhqin uncclih, 
con rk$amacicin n~f-itica y antach y 
CUI d t e d ,  movirniento Jc I ~ r a z a  
T m l & n  hrmcn alanuc lo mrrttm tkl 
a n t i p u  bwsto cn eqmxticukn ~wcrn--  
nas en urns ampu?us Jc mama y cris- 
tiam clue. Ilevon JB un t a m l ~ r  ). nn lms- 
ti& en Tmna tk castilhr salun en 
h s  trtchr- tk lkycua i myresentar Itn 
~ n w  tk b l l a  I m r  la!! calks Jr .\la- 
n i h  fnnte i 12. asas. ahmale k s  bva- 
titkhan.' 

Tcnian c?rtn m m l u ~ ; l s  om tank IN.,- 

+rW d nwnln r k  fidtwims (pan- 
tun*. y a k d n n  con cl lar en 
lu m n m a  n o c k  una.; mug6yanka 
tk I f ~ n t u m .  &ma&, u l r r m w  
p O q m e ~ P ~ ( w r b c ~ -  

- & d c I ~ . p u e b m h b 8 n Y ' ~ -  
b o n d  l o r d e d o m ~ y  urn.*- 
d n :  micndo m r a  y  atnm h divas& 

t iestrstk En& PkodeuvlkSez, 
6 me+ dicho h 6 v i l ; i .  ha horrdo 

. . 

c o c n p r r r r & # m y ~ l o s  
& d m  kzmm icldud.bk- 
me* I. miad 4: h c r u d d  rutn, 

taQabn. 

RrrvrIr W cq$&, ta -Lrr Pam 
& F I ~ U  y o ~ m r  adgmm Bras 
de Cdmlkria. d d g w a b  y atmat- 
t d o l ~ b c l i c a v r r Q p m * i  
~d~ r arheuna#b.a,en 

- quc entran 4. nun, l, prin- 
e s a s y b i n d p h b . b ~ o  
butuwca L+gotuiiculaprMiada 
en La E e  M h  el aadCl)lieu 
& la Ln- t de I. H i d  don 
V i i n t e  H;rrnms. que h qucrido ha- 
cer. con p- fmtuna, rcnJ'n bs i n d i -  
gentes en la  materia. la mQIoia y hutr la 
autaqnt &I incomprensibk T#Cn Tu- 
fe.*&mna aventundo d diklil o 
que h h  merccido estos ardculor en la 
scquridad (1.: qur? en n a b  puede perju- 
J i r  i b bien dquir id.  fomcl n i  mdg- 
tar aI  amor propio del eximio liceraw. 
p m e ~  r tram de u n t  literama cx&ica. 
aydidiinoporeelalriC0,lubiadu 
c&& gw krrc indu&bkmcwc 4- 
h - p u e s n u b r d n s i e a p r r  

affrk que no donlnan biea el  

A h n o ,  para vlldwir bdoente k 
q*iCJY)IIM girm fiRUras y m e t i f m ~  
Je dialcctos orientrk. k I. Ma- 
I- que no tienen qui+.mtcs pre. 
am en Iaa knguajes c u b .  
Ik esprar es. quc un buen literah, 

tilipiao. tik'hgo y t a g a l i a  a m  per 
kao m r i m i e r t c t  &I k n b w j c  d z u  
de I. pruvincia de B u M n .  que er  el 
que sc ttsa en lu ohms l i terar ia del 
C e f ~ p f n g ~ n  (Ir q r i S n  tagah . y con 
h i n i v  l ~ r f e a u  del Llioma y L rrftia 
ascelhnr  haha el e r u d i  &I e q i d o  
k n p j e  rk cstoa dm& que tanto in- 
terenn y e n t u ~ ~ n  d pueblo intl i- 
pma, dc h x  c o r v i h  quc rm M) l i c m  
tle cuentos y melu, en lm quc enth: 
cuxnas i. inwigas amamas predanrna 
el  ~ I?UO i b m a r a v i l b  y 6CrrOC(ko. y 
JI: los r ~ w a c c s  que #on eCeai\nenrc 
\-em% t k d i a h  d anlor, y i lo mli- 
b h .  W O  h dkbn Pu~U, &- 
via se anta, ab*o tmdo & byrior ck 
11 nib, en kn 40 d m  & Cummna 
$ 5 0  squire- ~ t e  sin signi- = abpncs tituka de lor mb fa- 
mrr?ux cwri&. & ur B e n e .  
Cri& y F h a n t c ,  &I quc w ha 
k h n  un p'CiUU chma (no dramdnr 
am f l u f i b  y \rmr y 
ya m el  c a m e T ? Z Z c a a t i e ~ ~ ~ :  
ylr k, q u e s  h pwro nurh. me- 
b a d e r o c a r r i o  d e l d i + o &  
Tado. pa Clc y owos dramas 
& m &no. st, h d en UII 

pindpio A 4 tendiir 
a k d d o l e e l  antigub catro indigem. 
mptnndo pa la tnduccwn de Ias co 
d h a  k m&h. como El E t t i b a j ~ I r  
y l f ~ f h i c b o  y Y P& & dricbab,n. 
ayo nunv i l l om apert;iculo hizo 01- 
vidu ahciones perrcras. Pero tam- 
b i tn  aparecieton monsrru~xias obras oil- 
gides, como L a r o w  a l  :+rfo. = u p  
dtub a bastante para prejuzgar la pro- 
dlwricin. 

Pcro volviendo i Iruestros ju ic ic~ gc- 
nemles sobre la literatura tag.t!a. creemos 
q w  dr to& modas. hay ya un cornien- 
zo hecho pa encamitiar este pre- 
cioro trabajo, en 10s menciotiados art ic~t- 
10s &I Sr. Isarrantes, quc sea cualquiera 
d \-lor cdtico que te~gan. siempre 
W ~ d n  prestah un verdallero servicio 
al concienz~tdo estudio que se haga tle 
esta literatura serniexpontinea y semi. 
culta, para el coml,ltrmentct folk-Ijr ico 
ck estas rams filipinas. qu- al s ~ n t i r  
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COYlEWZW DEL TEATI0 CASTELLANO 

o habd que dudar. que el 
i m p l a n t . ~  aqui una d e -  
dad erpofiola. en 10s siglos 
& om de nucstra litenturr 
dnmitia dejuen de traer 
en uu costumba, IPS aticio- 
MI dn i cas :  y si no sc k- 
vantaron discos pot falta 

tle p\lbiico curclhno. no dejuia ck eul- 
t i m  en lu rmniones 6 sociedadcs 
pYrieulua. alguna que otra vez & al- 
~wna que otra temponda. estl culta dis- 
trrcci&~, en h fonna. que sc ve en Ec- 
pha, de bs Idm rwros 6 rompusas 
P .Jcriruhr. 
Pen, nab nos dimn las \icjas er6- 

#tias de atr casmmbrc. 6 & d i .  
casino J oocidad alguna dramhia an- 
tc5 dd presence Jkh. y ).niameart J- 
p n a  purr t e a l  en lus -mas & 
kejos d e n  6 la yrandcs &i- 

9.ah-m-rd 
rcriae- 

qw r m n  I. dist- kr 
cdcicos barrios comb r a m  b s  
d e S  hfiguel,SUnpkc Y*&IIU- 
yor avenida ue rmli d 
en m n s m A  de = 
Cruz. 

de fdbrica el graa eoliseo de Binwdo. 
ahriCndua una a l le  para u 
rrvicio, quc eonrrva &do el nom- 
brc de la Calk &I T&o y donde 
ge ven. habitdw pa un enj8m5n 
de chinor. Ian r u i m  & oquel &c- 
bio cdificio. que han util iudo muy pin- 
RUemente sus propie~~riol, am UM uric 
de cubicrtas tapmcor par. . h a m  
m u c b  dcpartamcnca y acccstmm. de 
tal manera. que apena K unnprcnde b 
r adivim ewl fok d p r i m a W " q u c '  
tuvo el edihcio 6 lo quc aUf lubh m 
un principio. 

10s que reemdunor el nugnl- 
firo teatro de Rinondo. qae w robre- 
puu, i su +a 5 b que la a p d  
entonces necaitaba, vrmor dtlineub 
en esas ru im quc tan i n d u m e n t e  

han k6p1n&,  h. Am+ .opor- 
tales ). gale& drmbicro & rm aka 
b c L &  & dm pi- rorrenida v' 
arc- y cdumnrr aquel. hplio patm 
en hcmicicb d a n i d  pa c h o d m  
pkm principles y scgundos. puts 
si+ rk lu p&,m w ocmparon am 
JFlentm ck ,m;ltbs rpe UuubPn a*- 



TEXT OF "THEATERS OF MANILA" 

pkrias del Cradt, enn oprrdmientm y 
pum pv;r la_ ap#&dorrs, ademir 
SIC ckxr frodoma 

tan 

clad en cstos mmentos en que 
I ~ r o y e c t r d ~  el SCEVO TBATRO. 

Runs &do i cmoaren d 
anterior .adcuh  LS 
JieionCi dcl pimm, y k- 
icr dificio que pan tam 
ha t r n i Q  81 mila. m p  m- 
via0 proyec~o y eorton eje- 
c u & n n o r & b i e r o n i a u -  
pam%n manicipd n i  i so. 

&dad rlgunr. i n o  .oLmmte 4 &s 
homhrer de iniciativa y puibn par el 
m e  ednieo. y por el pdgio.  foarenQ 
y c u l m  de ertr capid. que -ha p e -  
sentando p todo templo de Tab ua 
r o b e i b i o h r r d n h a h y n i p a  

Emn aquellos dm h r n  ciu&&- 
IKN. el  notable ahopdb D. Manufl 
P u n a  de M n ,  gut aport6 la m a w  
pane dcl apierl y el aficionado .ma 
gcnicro y conoeido comcrciantc D.. Jd 
k h .  oe puw, i m vez la mayor 
pa* dcq tm-: c u p  n o m h  a- 
dgnamor aqul. para que no qu&n 
entcrrados, en lor ~ i n a r  de ac ohm. y 
para que drvan de ejemplo y erdmulo 
4 Inn t imartar que ahora s t  a m e n  
de trkn e m p m l s  

Fa Id  td vet la  previsiJn 101 en& 
$armor y energiar de los menciona- 
dm emprcndedorcn, glttrcrdos a1 dar 
lo mayor esheltez. e~modidad y belkrr. 
con todor lor ~wt lo*  del arte dc cons- 
truccibn, a1 nuew edificio, coloul pjn 
a q d l o r  tiempm; y no e n  posiUe que 
niendo t d o  tie p~edra. obierto y m. 
tenido en nu cstensa fachada !xu (Kip- 
arclueriar, y c d u m n a ~  rnilrtiete PI ho- 
rrc~mso temmoto de I 863, y cay6. m o  
caycron tcdas lu edificaciones de Mani- 
la. clue tcnian menor c1evacic)n y meno, 

p s o  de mamportcrla sobre h e r  d 
mentaciones dmplios emplurmienlos. 

~ r o  no d;l) rl teatro de B i h  
de existit bastante ticmpo pan tencr 
nu \.orkcla historia esdnica, pw m& 
que 6.- no h a p  salido del c a m p  
anrcnu dcl team espahol: y la p r i m a  
~ Y R C  de c e  histaria, cs h quc: 1 . i  i 
nrotiba primordial &I pescnb ardcula 

Ijien r d la tnnsformacidn. no 
s A I ~ ,  en el local, sin9 en el atrcm, 
vcst~rarit, y todo. RHI I) 11. dcsdc la 
IIWIW ~e I. inau*traX% I. CU~I x 
~prcscnhf. si no m ~ n l a m o s  mal. h m- 
mc,lia waducida del franc& Ltr &I> 
dl-. ID ad.- C *- * 
.ohberre,algi&u&bdrrrr, 
~ & ~ . m a t o a o ~  
b ' y g r ~ d a r p r b r  h J z  
r p a d o m o c b o e n d r r m r . ; 6 ~  
Anoacm. y q o c q  E*+- 

tnprcalaD 9c bs=- 

No +-4=* 
rg#l cdheo firsan oaol bs mpc- 
Priadehprimc~rC0apPllh~- 
t i a q u e p i n r r ~ t a b h r ,  d n o b  
mioror propieoria-+l tatm 1- 
ek#atas que p h  rmairr tn 
hf&; y eacn tuvierolr que KI. lor 
mismos que haMa dh 'el teulp de 
Anuccms, e w  -men& y di- 
rijidoa por D.. hfanud Zanpy que 
i& oendo el primer actor de'dcrer 
y d i i d n i c o  de h a n t i p  m- 

Pao h alta d i d n  la I k v a h  
d anprrnrio Sr. k h ,  qu: poreia 
grander conocimitntos teatraks. 
Enm Ios quc tueron alistindos= en 

a@ que e n  numerooi compafiia 
hirpmo-filipina. Lay qu: citar i don 
Ilrm6n Val&s. notable actor dramd- 
t i a ~  y m:, entonm h& Ikgado de 
L Pcnlnsula .un Sr. Bason( Barb au-' 
dntico) que deMa mmplazar i Zara- 
gon. en su dobk condici6n de actor de 
a d c t e r  y director de escery pudie- 
run poners: galludamente la- primeras 
obru d d ' t u t r o  rodnt ico que predo- 
minab. en la Peninsula. y recorJamm 
El T r d r  de Garcia Gutierrez y 
La Virj~) c2rl Candi//;i de Zorrilla. 

Por ausencia de Vald63 y O L ~ M  PC- 

tore& - "en todu partcs y tiempa 
cuecm habaras y siemprc hay disidendas 
) d c ~ r m o n l u  entrc la g:&c & I&, 
hd debilitiindore la cornpatila romdnlica, 
bbta que sc cerr6 de UM vez el 
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~o r per+.! de drmun 
cl knandclb. lPrrr 

t c n a D L l r m r . q u e a t r h  
& r m  HPncb &rib Ir n- 
*&, y A CI a d k ~ ~  losdelam- + tr* que w 
y rlpna de b. d n  

miprcr. 
lamrr lB Compnla quc 

P s o  indudrMmKntc no era Buon 
cl hombre 6 e l  c u i a e r  para w 
dkiplinada u r u  Can* y k que 
fam6 dc ehaentcm heterogdnor no 
bnn h s n t e  pUa fijdos 6 
m r c d  y ca, .qud perrqrrl mo- 
ribk, ' no p b.M . h unldad de 

y 9 aeepcPridn pdb l iu  -:z urn ba f a p a &  d.@a %" mmicio. 
Y hubo neccridrd de p o w  intenne- 

d i  & canto @di cidn y ha- , .,+& & un hS: incombusti- 
hlc. para que oc f u m  .wrtmniendo k 
w n a  tle Binundo, y aIIl se oyeron 
por yr imcn vet cantar 4 la guitarra, 

r C r u r  y f ig .  las tonabs an&- 
R°ra  de Iradicr y b. primem. toups 
am+ricanor 

R r o  no f d d  un vadadem aconte- 
cimientn, y este f d  I. rcprcsentaci6n 
de /:'I %,th?tcro y r l  Rev, en la que 
aprecic', Itn I). :\lvaro Carazo, de ga- 
Ilarcla prc*cncia, dc wnora entnnacidn 
par4 lus gr~ndiwos \.crws de Zorrilla, 
y cle anc: niagirtral pan dar d co- 
ncmr e l  ~(Krlvic) pcmtlaje de I). Pedro 
de Cadlla. 

Aqucl f11C nn drama memorabk en 
Ic~u atlalea &.I teatre) rle Ijinondo, que 
c~itudanrn;~ al l ~ ~ i l ~ l i c c ~  manileho. y sen. 
limo* nt) rcn~rrl.~r 10s t~~n ih res  de 10s 
clt.rnds nctsvrts c111c ~.*~ntril~u).ertwr ctwr st1 

mCri1t1 d cue rtlitl41\.1 Cxitc~. 
I:rte itac*lrraclc~ ;~n)ntccimientu, dici 

A conocer 10s valitac~s rlc~nc-lrtt)~ que 
Il.111ir cn Slanila 11;tr.r c l  al t t~ dnma 

y para ie\.~ntar 1) \o\tolrr cl teatnv. y 
r,btno cntutices habir l le~.~cC~ cle E\- 
I~"\.I cti UIN ~~q111tl.1 F~WI~ICI~III de clc- 

~ m l b ; r r D . N a r c i s o d t ~ ~  
p i o r Q c . I f i U R d c h w  
b i b e - P - - -  
mrbrpy.*~jo*- 
pracknrm*rrCard6ad~ibd 
- L L n a y b d * d c u E  
-,,do hi.a vmir & Elpr& 1 D.' Or- 
l a C d  y.lq.ru-rrrvlQndf 
a d  pan mwbo .eOQYl)l- 
rrcar de m n ; r y e l I C r r n - p r c -  

el gobiermy dic ip l inra  
~ p c r ! u n u l q u e t c n i a b p p ~  
CCruL 
lea+ ru u m w  teaon1 am e l  

dram de gran cspcdwb La Con- 
jaruidrr & Vsnri.. y y;r riflib de 
triunb en rriunfu IUSU encarbv el fibs 
de ly eoncdhs de magi& pun lo 
c u a l m r n d b d r b ~ ~ + y p i n ) o m .  

Tala aaaceie nun- viaas en- 
loqueciemn i eool nrturrkr )1 vc 
n h n  de kr provincias CQQIUS d rc- 
now el $bKa del Tatm de Bi- 
nodo, quc fuC rdarmdo pot e l  mismo 
Esaum, para t c S t  de espcdculoa 

r destinab. y para el mayor 

Tuvieron h mima 'rceptacibn, Lo 
pah & codr., La rrdma cncorlrh.  
Errkpdor y Hcc&icrro y algunr ocr;r 
mis can& de m a g u  que admiraba 
v a  el  l u p  de tnjes y decoradoms y 
la aorprendente precisik de la tnmoya 
Ya no didma nada de lor o m  er- 

pccdculor con que el memonbk E- 
sum bord6 h emna del tutro de Bi- 
aondo. donde tambikn tuvieron digno lu- 
gar el draiiu de c-mbm. la alta come- 
d i a y h p i d t a s c o r r a s ,  y h u r a ~ p u ~ ~  
Ef dvmdr y El SoctisCdn &Sun Larm 
to;puodt &,la 6pra t u f a .  Car(.* 
con la -can de k buelv d- 
dad de Manila. cuyas s impdm tenla 
Escosun, por e*r dentro de e l t .  n- 
lacionado con la recomen&ei6n de u 
nomke y la pdcidn soc l l  qac m j ~  
al vcnir de t Penlnwlr. 

Cambid el Cabinete del Gobierno 
dc ElplL. se did h amnistia i la 
deponrdos, y lhmaron i D. Narciso 
de la Escosun apnmiantemente s r r ~  
~ompromLoQ pollti*. 

Con se fuerdn muchos de la  Com- 
panla, no d l o  de 10s amniatiadw sin0 
0- inalares que uisieron seguirle 
-0 buenos &l&. d guicnes el 
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Maestro olrcci6 su protccci6n, apre- 
ciando el afeao que le tenian y las ap- 
titudes que habian demoamdo. 

Y con esta disoluci6.1, volvii, i en- 
trar t n  claurura el tutro de Rinondo. 

~BTICIAS que ya u tenhn 
en h Peninsula &I buen 
tnrro & Manila y dc la 
m5spua ampah de E m -  
wrr  M a n  kvantado dK 
en h g n J r k k d J u d e r c u s  
y prop&itos & venir i pro- 
h r f o r c u n a p o r e r t u t i a r u .  

y el gulpe decisive hrC h I+& 
CIdiz de D. Nuciso con lo, a m -  
@antes qut lkv6 & .u diwh can- 

P" ia, que heron 10s quc animaron d 
a que actuah en el team &I Vdon. 
la curl se vine en pm i Filipinar 

Era director y primer &in de csca 
nuraaon compaiih D. Manuel L6- 
p a  Ariza, sin que k Ghur pua d- 
gum an ppnja de baik, hut0 trrp 
a p t a k  y La. -1 Id l i d  
m s t c  1. dmvr & una dc tr granda 
fngatan que hadan el vuje par el Cabo 
& &(ma E r p e n n u  

No mviuon neeaidad de ninguno 
de lor ekncntos que aqui hablan 
qu:&do & rrCrptCu0, se intemunpib la 
*gun& ckusura der coliro de Bi- 
nondo, eon la gnn atncci6n de  una 
Com@ia nueva y ggnuinamente pe- 
ninsular, transportab de un afamado 
teatro de la muy culta ciubd de 
Cidiz. 

Con elcmentos para todo gCnero de 
rcpsmtaciones dnrdticas, viCronsc 
in te r tadas .  con toda propiedad, desk 
los nmas de gran dcsempeito y es- 

aiculo, coma Is& k Cddlka, hasra 
r .cksicos sainetes de D. Ram6n de &' 

la CNZ,  pen, robre todo, se prodiga- 
mn mucho los dramas y Ias piecesi- 
tar mdaluus, que u u b n  muy en boga 
en aquel tiem , y que trajo la corn- 
p l l a  Ar iu  C ambiente de Cidiz, 
sanrnda en el teatro Balon. el mds 
propi0 y caractertstico de toda I. ti:- 
vr. & Marla Snntlsima 

V i h n s e  aqui. con otras de su gb- 
nem, i D k g o  CorrierJes. L a  ftor & 
k cam& y El TIO Cau'Uifas. como 

no r hbrin vista quiris en muchos 
t u a a  & upitales de primer 6rden 
en E+a; puo h s  comedias de mm- 
gia. que unto gustaron y tanto p 
duiaon, ya no volvieron d i~crse d s d c  
.,p: &u ri W J ~  ~ C : J ~ C J  IJdec. 
ta E r a r a  

TLAbyir W d 1 1 m I e d e d  
.\'i#ndrlit@. y Y - am- 

n ~ a h r n i n a d t l a r m ~ ~ b r -  
k a  b ~ & .  pot u r  + him 
Esanura. J l r l u r m u e l u c ~ ~  par- 
ceaioy & m b  @d- 
psn el mejor lucimimt~ dc k d k b  
comediis de magia. de mucha m@p 
Y I P n  ec'''". 

Sa sin tutru. se hrbilitd un d k ~  
de una a s 1  plmcolar. que llamabao 
del Calno. pJr hlber rroido p m  una 
ue fu6 brillante rocitdad de recm, y a % d n  que existe en la calk de A d .  

aquina i la de Cabildo. pLdo roluiego 
dc la antipa familia de l a  Curkr 

A W  two, en tan pequzlo sitio. raqul- 
t i a  existencia la compall A r i a  huh 
que empezamn Ls uigencus y siguie- 
ron ko descrciones, por eneinu de 
los contratos y compromises, que imuy 
dificil es que st sostcnga por mucho tiem- 
po la cohesi6n de uru cornpailia d n d -  
t i u  en Filipinas.! 
Y con la disoluci6n de la de Ada, 

a u h n o s  la historia del t eam de Ri- 
nondo, pa seg;ir con las de 10s o t ~  
teatros y de otras compfiias. 
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ad baibdo ahon  en Eutupr el re- 
n u c i t d o d . p a r a 1 0 ~ l r & ~  
i n d i i k m e n t c  un maestro quc en- 
- & ~ - S Y  figuras por loa pin-  
cipior & rigurrm, arte ck T e d c o r r .  
quc a a w o  demostrabur su ermenda 
&a&n nuestros currurrao, arcen- 
dientes en 1Qs baiks de &d quc 
hadan hs delicias de su Cpoer. 6 en 
lor aristocdticos saraos de nu- vieja 
Europa; y por eso abunlaban entonas, 
como 10s maestros de acuel, los de 
hik. Que ahora en que n baih el ri- 
& d n ,  h dnica cuadrilla subsistente. 
sin paso y sin compis y hxta sin saber 
comu empiem y como acaba la hgura, 
lmn rnda se nemitan 10s tales maes- 
tros, que han dcsa~rccldo, drspu6s de 
h.ber d& m d w  en hm c n n e d h ~  
&I t a m &  Mmtinenel prima rariu 
&I rigb. 

Y como no robcnw 
Cltor, con reconocido dtvh 
Ikgado 1 Filipim antea quc 'A9piuri. 
hay que dPrk i CItc la primwG hh- 
tbc(a de au wokai6n. en lor uukr 
cmwgrificclr del A d i p i C w  

Aqul r b a i h  .much0 y bien. par 
instinto mdicid, con Irr modifia- 
ciones. que t i .  a& bun& en b 
anuales momones de h l l w  de Au- 

Ico, antes, y de h &I abp de Bue- 
Fsperanza, ties+; pm sm satm lo 
que era un k J i d  ni una w # r o  
u c A i c a  ctc., huts que Appiani 110s 
di6 P conocer el artq con todis sur 
ieodu y su nomencIatun dcnica, lo 
cual yo e n  mucho d a  & b quc ge- 
nenlmente sabiamos, y par a t e  re 
distinguieron hilando y bblando del 
artc Ioaldipulos del italiano maestro. 
ML no eran tksontcs Ls curdrillas 

de sociedad, pan satislacer h voaciGn 
artistia d d  que habh vo!sdo por mls 

.rarrCOO(ICI,d01qOCb.blr-  
pn e&k-eod. l tlrbfimldul da 
#c-;.y -b 
u c e h t o  d' qre eneontd 
Mpll.= rw 
*a. e n o m M d y E -  
que ibZrruaiesdoaJoutr8bap.d 
urn .erdemh de baik pur niRw 
auaaQlo8mbr-y aim- 
pirioa entrc au d i h  rehciars 
&& u ab' k r  boilvines para 
d- t ~ l d ~ o r ~ b k w  

6 de rgacntrci6n. con 
oa;r sumuos annprllla inha** b 
arpl + i6 en pomtiunpo,wnad- 
d n  Z'I~ q w  veian el popeso 
y el Cdto final & nu leceioner 

l k b d  la cacnpfih in6urtiC con . 
wbr piems de bile, en la que re- - 
cordamor El mwhir & Grwta y N p air&, en e I  g n n  a o n a -  
no dcl team de Binondo, cedido por 
la emp- de Lopes Ariza, para prucba 
6 ensayo de este nuevo capecticulo. 
Rd de all1 a1 tutro de 

Tondo, tambitn cedido provisional- 
mente, hash que viendo Appiani, 
por b i tos  r u i w  que ya csraba ue- 
gun& la existencia de h Compafiia 
de bile, no quiso depender del fa- 
vor de ko otras empresas, y con 
el produito de hs pocas funcioner 
que di6 e n  dichos mliros, levant6 un 
pequelo teatro en el barrio de Sibadn, 
donde cxplotb el contrato d & ifaliaw 
quc tubh hecho con 10s disclpulos 
quc formuon su infantil compafiia. 
Esto es: ensefiarler gratuitamente, para 
que despubs trabajascn en kneficio 
suyo, por cieno determinado tiempo. 

Muy favorecido rut del pJblico ma- 
nilefio el teatrito de SibacJn, donde . 
pudo Appiani mandar en jefe, ilesa 
rrollar por ruinpleto el pensamicnto y 
rralizar el ideal artistic0 qve se pro- 
puso. 

Era tambin  el maestre) u.1 a,cntyadr, 
~ n J u C o . ~ o c ~  - ) q l o ~ ~ &  

nista, y - e L  w n h b  
i l m h e u k . d a c k - ~ , ,  
QI* e#c.#o. u p m r n  
udor pa .dor. Y & m a#luc 
I& p.eciaor eqrrrando con I ,  
m l m ~ u  y an hs)n#bu crcnrs ) 1, 
r i o n a d e L v i d r ~ & ~ c ~  
tmnado l u p  .rl c- d apnto ,., 
daMo e n  propi0 w n  
treiomr encdncub. 6 ntrrrvillosaz '1(, 

r 



TEXT OF "THEATERS OF MANILA" 

prpnh un i d g m  llmado h n o  
pin- & pu &a qu: 
rs perfeead y me dbagai6 en lu a, 
medias de 

c o n  e s t m x % L - a .  
pecticub, l a  W k r  uriar y L r. 
mi-magi. ac-ogdba. fig4rrme rmes. 
tr- I- dd d ~ .  b IW gutadan 
e n m t .  aqud*. + r L flu. 
us Ir..Appinu:: :.hub el. a m m o  & 
queae dabmardue 6rramCiucioncs 
consecutivu de un m i m o  b&, am& 
aqul se vC el tatro dcsim i la ttr- 

scntaci6n d& la me&+? 
c e 2 n r X ~ n  se pno d ml- 
mico-bub-grotereo El .%v@ Marrt~ 
B A ;  p r o  el  que tuvo mir txito fui 
La Martjiosa cuaah&a, y con Cl s: 
dapidi el maatro, aurtdo tuvo qu : 
regrcsar i E u  obligado por in& 
don dolencia T-da n el p(r ha- 
biendo borrado el tmnpo kr motivos que 
aqd k tnjemn. y con +tal h t e  
para estar satisfedro dd h t o  de sus 
tnhios. 

Recordamot aquella n ~ h e  en que 
hubo una vcrdadera locura en el teatn, 
de Sihc6n: l lamuon al m a e m  innu- 
merable~ veces d la escena: kr q x c -  
udores se pusicmn de ~ rob= bs 
asientw y se pagaron P precio utorbi- 
tank loo ramor de flares, n la llu- 
via dc rmvl g* 4 en eC-rio. 

Aquelh .m ima ruche se dcshizo 
la Compallia infintil. el tcotro de Si- 
bacon pad d otro destino, y v i m  
A Appiani, a1 a b o  de algunoa m05 
en Espana. din'giendo una gnn LW- 

pafila de baik en el t u t r o  de Is&! 
la Caldlicn en Granada. donde cr.1 
idolatrada la celebCrrima Atteri, i 
quien llamaban La RIiM &laire. 

Entonces comprendimm lo que dc 
bia valer el maestro .4ppiani, que ha 
dejado aqui h acmilh dcl artc corco- 
gdfico. 

De aquellos dircipulor vlieron 11,s 

maestros de los que son Jlon nues 
tros artistas cbmico-Iirico-&ficos 
del teatro Filipino. 


