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TRANSLATED BY CONCEPCION ROSALES
AND DOREEN FERNANDEZ

I. THE TAGALOG THEATER

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
Tlustracion 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 to 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 theaters 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 permanently, 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,
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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 warriors, 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 warriors, pro-
voked the enthusiastic public to 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 Bernardo 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 Espana 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 modern 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 to prejudge the production.

But going back to our general judging of Tagalog literature, we
believe that there definitely has been an initial effort 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 folklotic fulfill-
ment of the Filipino race which, in reacting to any stimulus,

1 Literally, a play of magic. The term comedia which has been used since the time
of Lope de Vega to designate a play in three acts of jornadas 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.

II. BEGINNINGS OF SPANISH THEATER

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 first 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 Cruz.

In our boyhood days, we saw the first theater of nipa, which
by virtue of repairs and pillars, survived till 1840 or 1845, if we
remember right. Here, the tragedies, comedias de capa y espada,
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sainetes and entremeses? 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 Comedias de capa y espada were cloak-andsword dramas about concealments,
mistaken identity, disguises, and supernatural occurrences. A szinete 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. — Eds,
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[I1. THE FIRST DRAMA COMPANY AT THE BINONDO
THEATER

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
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. THE SECOND PERIOD OF THE BINONDO THEATER

The theater of Binondo had its period of closure until an un-
expected event occurred. The numerous deportations of 1848
brought to 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 EIl 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 Dofia 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 Conjuracion de Venecia, and continued from
triumph to triumph, mining the rich lode of plays of magic, for
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.
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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 San 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. THE THIRD AND LAST PERIOD OF THE BINONDO
THEATER

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 arrival 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 of 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 fee-
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.

VI, MAESTRO APPIANI AND THE CHOREOGRAPHIC ART
IN THE 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 boat-
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-

3Possibly 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. — Eds.
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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 E! Cornetin y La Grizeta and E] 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 italiana 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-
cén 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
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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 Sibacén 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
Sibacén 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.



84

Iltlltl’lfdolnila

EL TEATRO TAGALOG

o solameme con ¢l articulo
de El nncro teatro, que acom-
pahado de un proyecto de
construccion, hemos  publi-
cado en ¢l nimero anterior,
vamos 4 cumplir con la cues-
tidn palpitante que ha levan-
tado en el Ayuntamiento de
Manila la peoposicion del Sr. Conde
de Caspe, sino que, allegando noticias
y recucrdos. seguiremos dando 4 luz
en La ILusTRACION otros articulos res-
pectivos, & retrospectivos, 4 los leatros
d: Manila, para que, en este quc cs
ahora importante asunto, vayamos ilus-
trando, con ayuda de los otros colegas
y conocedoras de la historia
tcatral de estas extremas tierras; pues
nada hemos visto curiosamente escnito y
reasumido, teniendo que acudir, como
he=mos dicho, 4 noticias y recuerdos de
Ia infancia, por la facu{tad que dd el
triste privilegrio de los afiod.

Continuando ahora, pues. nuestros
trabajos, pertinentes 3 la dicha corta
historia de los tcatros de Manila, te-
nemos que partir del teatro Tagalog.
(que existib y estuvo en apogeo antes
que el camellano, y solo se cogcretard
a aquel ¢l presente articulo.

No nos detendremos minuciosamente
en los detalles de los grandes camari-
nes de caha y nipa que se levantaban
provisi ¢ permanentemente en los
arrabales de la ciudad murada, salvando
¢! comercial barrio de Binondo, para
rambnen e a. lneraturs tagal, e
(ramones teratura c
duraban diez & veinte noches, conq:\
¢ mtable nimero de actos,

Aquellos inmensos camarincs-teatros
de techos piramidales, como son ahora
Lis galleras, desaparecicron para siem-
pre de la cuka capital manilcia, y solo
aparecen en las cabeceras de lejanas
provincias, con wxdo ¢l aparato de mon-
tes y arboles naturales, por cuyas cis-
piddes marchan i paso acompasado y
hajan scrpemtcaglo en scnderos que
conducen al campo de batalla (prosce-
i) Jos enfiticos guerreros con trages
capwrichosos de relucientes bordados y
luengas barbas, como todavia se viste
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la cscoka de judios de Tomdo en las
procesiones de Scmana Santa: dis-
tinguiéndose los cristianos pof el cas-
co romano. y los moros, potel tur

simulacros guerrcros, eare Wore-mere
y csgrima espaitola, necesitaban la mi-
tad del camarin-teatro, que quedaba di-
vidido en dos partes iguales, para cs-
cenario y patio, en el que habia ban-
cos corridos de cafta sin ‘numeracién
ni limitacion de espectadores, que alli
entraba todo ¢l mundo que pagara al-
gunos cuartos & la puerta. pues toda-
via no se conocia ni se usd, despucs de
conocido, ¢l billetaje. Imponente era
ver un teatro liéno, & guisa de anfi-
teatro de gallera, 4 la luz de los vasos
de aceite de coco. colgados en’ aros de
cafa 6 sujetos en los harigrues de palma
me sostenian aquella cnorme armadura.

jo ella se apifiaba la plebe en masa
compacta y abigarrada, y en el dkimo
acto, que daban entrada libre con la voz
de A la verde!,* era efectivamente cosa
de ponerse verde entre empujones y

apreturase, y aquello era... ;La fin del
mundo!”

En este acto final eran de rigor los
desfiles de moros y cristianos y el
combate gencral por toda la com-
paftia, 6 mejor dicho batallén, siendo
de admirar lo bien ensayadas que es-
taban las parejas de combatientes en los
E:Ipes y paradas, que con cl choque

las armas, los gritos del combate y
los saktos de los gladiadores, ensordecian
al piblico entusiasmado hasta la locwra.!

s de creer, que antes del dramia
tagalogy, que ya existia en el sirlo xvin,
cuando mo sc pemsaba siquicra ca te-
per coliseo castcllano, ya sc hubiesen
traducido s antes sacramentalcs,
por domde los poctas indigenas, con los
lbros dc caballcria y la ahcion gruerrera
de los naturalks, craron su drama sai
gemeris, que tomd carta de naturaleza por
mis de un siglo en la Capital de Ma.
nila”

Todavia hemos visto rezagos de lo
3:; se yeneralizarian aqui, modificin-

al gusto y condiciones del nais,
los dichos antos escénicus, en los tabla-
dos que s¢ levantaban con mativo de las
fiestas de los pueblos (todavia se hace en
provincias) para representar por los nios
mids despiertos alyuna escena religriosa,
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6 lanzar una Joa por alyin aweclito,
con declamacion enfitica y cantada y
con alternado movimiento de brazos.
También hemos alcanzado restus del
antiyuo gusto cn especticulos yucrre-
rus, ¢n unas comparsas de maoros y cris-
tianos que, llevando un tambor y un has-
tidor ¢cn forma de castillo. salian en
las noches de Pascua & representar un
paso de batalla por las calles de Ma-
nila frente i las easas, donde les gra.
tificaban. ™’

Tenian estas comparsas con tinda pro-
picdad ¢l nombre de puntomsinas (pan-
tomimas), y akernaban con cllas, en
las mismas noches, unas moyiyanyras
de  ghrantonus,

mon: siendo unos y otros hh;llvuﬁn
calffjera y la mis en las ulegres
nocbesdduesmbrehmhs
fiestas de Enero. Pero el canal de Suez,
6 mejor dicho la divilizacién, ha borrado
por completo estas costumbres.

7 Mas todavia " s= conssrvan en los
piicblos de provimcias, que cclebean sus
fiestas patromales coa la tradicional
comparsa de moros y cristianos, los

cuales e a fuzrom indudable-
mente la mitad d: la cuna del teatro
tagalog.

De aq geerreres deamones to-

mados de las caballerescas historias de
Rernarde dcl Carpio, Leos -dacs Parves
de Framcia y otros astiguos libros
de Caballeria. desigurados y aumen-
tados mis belicosamente, para que &
cada diilopo es:ada arme un conl:ue. en
que entran es mano prin-
cesas y los in&ndﬁqz ya ha hablado
bastante en largos articulos pnblicados
en La Espala Moderna ¢l académico
de la Lenzua y de la Historia don
Vicente Barrantes, que ha querido ha-
car. con prca fortuna, segdn los inteli-
srentes en la materia, la critica y hasta la
autopsia del incomprensible Zeatro Tu-
galog Hemos aventurado el calificativo
que ’dmelrcddo estos articulos, en la
seguridad «: qu= en nada puede perju-
dicar 4 la bienqldquiridn ﬁll:: ni moles-
Gar al amor propio del eximio literaty,
pues sc trata de una literatura exédtica,
cuyo idioma no posee el critico, habieado
tenido que fiarse indudablemente de, ma-
los traductores, pucs malos serdn siempex:
los tagalos que no dominan bien el
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asell'::n para traducir ﬁelnen!; los
caprric! s giros, figuras y metiforas
de estos dialectos onemale! de la Ma-
lasia, que no ticnen equivalentes pee.
cisos e¢n los lenguajes cultos.

De esperar es. que un buen literato
tilipino, fildlogo y tagalista, coa per
fecto comocimiento del lenguaje castizo
de la provincia de Bulacdn, que es el
que s¢ usa en las obras literarias del
Calagalngar (la region tagala). y con
dominio perfecto del idioma y la eritica
castellana, haga cl estudio del escogido
lenguaje de estos dramas que tanto in-
teresan y entusiasman al pueblo indi-
wena, de los corridos que son sus librox
de cuentos y novelas, en los que entre
escenas ¢ intrigas amorusas predomina
¢l yusto @ lo maravilloso y terrorifico. y
de los romances que son efectivamente
versos dedicados al amor, y 4 lo reli-
yivso, comola cilebre Pasidn, que toda-
via se canta, alburotando los barrios de
Manila, en los 4o dias de Cuaresma.
?_‘.\to scyruirtemos  adelante sin  signi-
ficar aljunos titulos de los mis fa-
moss corrides, cuales son Baldovino,
Crisalda y Flovaste, del que se ha
hecho un precivso drama (no dramén)
con fluidus y conceptuosus versos y
ya con ¢l corte del drama castellan.::
por lo que sc ha pucsto muchas -
ches en el escemario del culisco de
T que por éste y otros dramas
de su corte moderno, sc, lamé en un
incipio teatro Tagalog. A esth tendio
cultenizindose el antiguo teatroindigena.
empezando por la traduccion de las co
medias de mdgia, como £/ Embajador
y Hechico y La Pata de Cabra.
cuyo maravilloso especticulo hizo ol-
vidar las aficiones guerrcras. Pero tam-
bién apareciefon monstruosas obras ori-
ginales, como Loco por el vicnto, cuyo
titulo es bastante para prejuzgar la pro-

duecion.

Pero volviendo 4 nus=stros juicios ge-
nerales sobre {a literatura tay ala, creemos
que de todes modas, hay ya un comien-
z0 hecho para encaminar este pre-
cioso trabajo, en los mencionados articu-
los del Sr. Barrantes, que sca cualquiera
el valor critico que tengan. siempre
habrin prestado un verdadero servicio
al concienzudo estudio que se haga de
esta literatura semiexpontdnea y semi-
culta, para ¢l complemento folk-lorico
de estas razas filipinas. quz al sentir

:
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cualquicr “estimulor-parec: que - tiatien
compénito el geemen artistico, y por ende,
i s:malado puosto en el porvenir.

1L
COMIENZUS DEL TEATRO CASTELLANO

o habrd que dudar. que si
implantarse aquf una socie-
dad espafiola, en los siglos
de oro de nuestra literatura
dramitica, dejasen de traer
en sus costumbres las aficio-
nes escénicas: y si no ¢ le-
vantaron coliseos por falta
de piblico castellana. no dejaria de cul-
tivarse en las reuniones ¢ sociedades
particulares, alguna que otra vez 6 al-
yuna que otra temporada, esta culta dis-
traccidn, en la forma, que se ve en Es-
paha, de los lealros caseros & compaiias

A

Pero nada nos dicen las vicjas cré-
nicas de esta costumbre, 6 de coliseo,

paitol, qus tuvo i
Estuvo éste instalado en el sitio de

Arroceros,, que parece cs e

siendo con mig

tinado 6 elezido para testros, astes

¢s de la avenida dey Quiaps
el pusnte Colgante—y Mgm
con mds razén para el nuevo tes cn
la gran avenida de los wz Ayala,

{
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que iacortan la distancibale los ariwo-

e e Mree s Sampulon.y por o e

e iguel y y por ks ma-

ida que traerd of g rtn&

g: :t;’:::ncczn de Armt:l:l"::n Santa
ruz.

Alcanzamos. siendo muy nifios, squel
primer colisso d: nipa, que 4 fasma

de remiemlos y Begdh hamta
los ados del 40 al 4% recurdados,
donde se representaban Jog dramas tré-

gicos, las comedias de ctps y y
los sainetes y entremeses d3 pios
del siglo, por artistas hispano-filipinos,
que no tenfan que temer entonces d
los_criticos de la prensa.

Desaparceié aquel vetusto teatro pro-
visional, cuando se levantd con material
de fibrica el gran coliseo de Binondo,
abriéndose una calle para su especial
scrvicio, que conserva todavia el nom-
bre de la Callc de! Teatro y donde
se ven, habitadas por un enjambre
de chinos, las ruinas de aquel sober-
bio edificio, que han utilizado muy pin-
gllemente sus propietarios, con una serie
de cubiertas y tapancos para hacer
muchos departamentos y accesorias, de
tal mancra, que apenas se comprende &
e adivina cual foé ¢l primer destinbque
tuvo el edificio 6 lo que alli habia en
un _principio.

PPero los que recordamos el magni-
fico teatro de Binondo, que : ”:eni
puso 4 su época 4 lo que la capi

entonces necesitaba, veu?os delincadas
en esas ruinas que tan inmediamente
se han destigurado, los implios sopor-
tales y galeria descubierta de su aka
fachada de dos pisos sostenida por
arcos y columnas, aquel: dmplio patio
en hemiciclo daminado por cémodos
pakcos principales y segundos. pues
sitio de las plateas se ocuparon con
aseatos de gradas que llamaban ax-
#tcatro: la tertulia, cazuela & paraiso
cstaba en cl piso segundo, ocupando
ws altas gradas gran espacio del cen.
tro, para dejar los costados & los pal-

o los 3 las fami-
li:rmee:?zotllo‘que im :: tr':;e

de confianza, pues tenian entrady -4
calera separada. En ambos costado!
bia salones bajos para caR y bi

v altos, en el piso principal, para YRR
v conciertos (que nunca s= dieroif))
ocupdndose los del piso segundo con’
habitaciones y depsandencias interiores
Jel teatro. Todos estos salones y las

e
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walcrias del frente, eran esparcimientos y
paseos para los_espectadores, ademia
de dos frondosos jardines habia &
ambos lados del edificio. £t escenario
cra tan espacioso, que st dieron co-
medias de magia de gran e;‘ .-
wro dejemos otro €aj

e i & Thistoria, de. elad oo
quedando en éste condignido las g -
diciones qus tenia d edificio o\,
lo que debe Yer de prefennte%l
dad en estos momentos en que
proyectando el NCEVO TEATRO.

LA PRIMERA COMPASIA DRAMATICA DEL
TEATRO DE BINONDD

Enns dado 4 conocer en eb

:'l:kﬁol’ carticulo las con-

iciones del primero y e-

jor edificio que para teatro

ha tenido Manila, cuyo atre-

vido proyecto v costosa eje-

cucién no se debieron 4 cor-

poracion municipal ni 4 so-

ciedad alguna, sino solamente 4 dos

hombres de iniciativa y pasién por el

arte escénico, y por el prestigio. fomentd

y cultura de esta capital. que estaha pre-

sentando por todo templo de Talia ua
soberbio barracon de cafis y nipa.

Eran aquellos des busnos ciudada-
nos, el notable a D. Manugl
Ponce de Lebn, qus aportd la mavor
parte del capital y el aficionado m-
geniero y conocido comerciante D..Josd
Bosch, que puso 4 sa vez la mayor
parte del trabejo: cuyos nombres con-
signamos aqui. para que no queden
enterrados, en las ruinas de su obra. y
para que sirvan de ejemplo y estimulo
4 los timoratos que ahora se asustan
de tiles empresas.

Faltd tal vet Ia prevision eq lgs entu:
siasmos y encrgias de los menciona-
dos emprendedores, qfuscados al dar
la mayor esheltez, comodidad y belleza,
con todos los vuslos del arte de cons-
truccion, al nuevo edificio, colosal para
aquellos tiempos; y no era posible que
sicndo todo de piedra, abierto y sos-
tenido en su estensa fachada por ligeras
arquerfas y columnas, resistiese al ho-
rroroso terremoto de 1863, y cayd, como
caycron todas las edificaciones de Mani-
a, (que tenian menos clevacidn y menos
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peso de mamposteria sobre firmes i
mentaciones d); dmplios emplazamientos.

Pero no dejd el teatro de Binondo
de cxistir bastante ticmpo para tener
su variada historia escdnica, por mds
que dsta no haya salido del campo
amcno del teatro espaiol; y la primera
parte de esta historia, s la que vi 4 ses
mutivo primordial del presente articulo.

Rien se notd la transformacidn. no
silo en el local, sino en el afresso,
vestuario y todo. con propiedad, desde la
noche de la inauguracidn, en la cual se
representd, si no recordamos mal. la co-
media traducida del francds, Za 4
del Brgpente, lo cual es de _critice. pot
no haberse ido waa de s obras na-

Arroceros, en Espalia predomi-
naba ¢l gns{oq:aqutenﬁm de las tra-
tnccs .

No era posible entonces que flira
aquel coliseo fucran otros los empre-
sarios de la primera compaiifa dramd.
tica que pisara sus #tlabhs. sino :os
mismos propictarios del teatro, con los
clementos que pudicran reunirse en
Manila; y estos tuvieron que ser los
mismos que habla @ ‘el teatro de
Arroceros, elegidos, aumentades y di-
rijidos por D.. Manuel Zaragoza, que
venia siendo el primer actor de”cardcter
y director-escénico de la antigua com-
paiiia. Pero la alta direccion la levaba
el empresario Sr. Bosch, qus poseia
grandes conocimicntos teatrales.

Entre los que fueron alisténdoss en
aquella que era numerosa compaiia
hispano-filipina, hay qu: citar 4 don
Ramon Valdés, notable actor dramd-
tico: y como entonces habla llegado de
la Peninsula un Sr. Basora( Barba au-’
téntico) qus debia reemplazar a Zara-
goza, en su doble condicién de actor de
cardcter y director de escena, pudie-
ron poners: gallardamente las- primsras
obras del teatro romdntico que predo-
minaba en la Peninsula, y recordamos
El Trowador de Garcia Gutierrez y
La Vieja del Candilejo de Zorrilla.

Por ausencia de Valdés y otros ac-
tores, que “en todas partes y tiempos
cuecen habas‘: y siempre hay disidencias
y desarmonias entre /u gente we tablas,
fué debilitindose la compatia romdntica,
hasta que se cerré de una vez el es:
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cenatio del coliseo de Binondo, dando

fin & su primera ¢ tzatral 6 s=:a
la de la Zrowppe hispano-filipina.
W
SEGUNDA £rOCA DEL TRATRO DE BINOXNDO
tvo su period: de dausura
[ el colisco binondedto, hasta

que um Mms—
perado, b sumerosa -
taciéa de 18,8, tnjop‘:l

B ey <oamnces v

terano Basora, que estaba
polly Savdieron 1o e s on
ks, y & é1 acudieron an-
tigua ”)f',‘ que sc hallaban dispersos
¥ al de los reoénm
formar la Compafia que
Pero indudablemente no era Basora
hombre 6 el cartcter parahtener
disciplinada una Compalia,’ y ue
{on.ué de -elemento: heterogéneos qno

%

Y
&

2

sostenerles, y con aquel
vible, no f bmamh eepalc:s uni:da!c:'de
organizaci a i6n ica

> merece unya bien formada compafia
xmtﬁu.

Y hubo necevidad de poner interme-
dios de canto ‘Lpratidi #tacién y hasta
¢l espectdculo de un hombre incombusti-
ble. para que se fuera sosteniendo Ja
escena de Binondo, y alli se oyeron
por primera ve: cantar 4 la guitarra,

r Crear y Puig, las tonadas anda.
uras de lradier y los primeros fangvs
americanos.

Pero no falté un verdadero aconte.
cimiento, y este fué la representacidn
de /il Zapotero y el Rey, en la que
aparecié un 1. Alvaro Carazo, de ga.
larda presencia, de sonora entonacién
para Jus grandiosos versos de Zorrilla,
y de arte magistral para dar 4 co-
nocer el soberbio personaje de . Pedro
de Castilla.

Aquel fu¢ un drama memorable en
los anales del teatro de Binondo, que
entusiasmo al paiblico manileno, y sen.
timos no recondar Jus nombres de los
demds actores que contribuyeron con su
merito & este ridos Exito,

Este inesperado acontecimiento, did
d conocer los valiosos clementos que
habiia en Manila para el alto drama
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¥ para ievantar y sostener ¢l teatro: v
como  entunces habia llegady de Es-
P en uma seunda espedicion de de-

D. Narcisode la Es-

{
}
i

|

i
i
g
%

Inaugurd su campafia teatral con el
drama de gran especticwlo Ls Con-
Juracién de Vemxia, y ya siguib de
triunfo en triunfo, hasta encontrar el filén
de las comedias de magia, para lo
cual mandé venir tramoyistas y pintores.

Tales atracciones. nunca vistas, en-

F .
péblico que 4 él acudia.

Tuvieron la misma ‘aceptacién, Zs
Aata de cabra, La redoma emcantada,
Embajador y Hechiceroy alguna otra
mds comedia de magia. que admiraba
ver el lujo de trajes y decoraciones y
la sorprendente precisién de la tramoya.

Ya no dirémos nada de los otros es-
pecticulos con que el memorable Esco-
sura bordé la escena del teatro de Bi-
nondo, donde también tuvieron digno lu-
gar el drama de costumbres, la alta come-
dia y las piecesitas cortas, y hasta se puso
El duende y El Sacristdn de San Loren-
so-parodia de/la épera Lac/a. Comtando
con la protecccibn de la buena socie-
dad de Manila, euyas simpatias tenfa
Escosura, por estar dentro de elfa, re-
Iacio;aedo cl:n la recomendacién de su
nombre y icién social qae traj
al venir de hpols"enlnsula. we g

Cambié el Gabinete del Gobierno
de Espafia, se di6 la amnistia 4 los
deportados, y Hamaron 4 D. Narciso
de la Escosura apremiantemente sus
compromisos polfticos.

Con ¢l se fuerdn ‘muchos de la Com-
paia, _ho sdlo de los amnistiados, sino
otros insulares que quisieron seguirle
como buenos discipulos, 4 quienes ef
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Maestro ofracié su proteccién, apre—
ciando ¢l afecto que le tenian y las ap-
titudes que habian demostrado.

Y con esta disoluciéa, volvié 4 en-
trar cn clausura el teatro de Binondo.

\%

TERCERA ¥ GLTIMA EPOCA DEL TEATRO
DE BINOXDO.

OTICIAS que Yya se tenian
en la Peninsula del buen
teatro de Manila y de la
néspera campaia de Esco-
sura, habian levantado alld
en la gente de tablas deseus
y propdsitos de venir & pro-
\ bardeformna f;’: l??’ tierras,
y ¢t gol cisivo da i
CﬁdizgdepeD. Narciso con Iol:g:eom-
pafantes que lievéd de su disuelta com-
rmla, que fueron los que animaron 4
a que actuaba en el teatro del Valon,
la cual se vino en peso 4 Filipinas.

Era director y primer galin de esta
numerosa compadia D. Manuel Lé§-
pez Ariza, sin que le faltara parte al-
guna; con pareja de baile, y hasta trajo
apuntador; y este personal liené literal-
msnte la cidmara de una de las grandes
fragatas que hacian el viaje per el Cabo
de Buena Esperanza.

No guvieron necesidad de ninguno
de los eclementos que aqui habfan
qu:dadodcrwla.zo.{seimermmpibh
segunda clausura del coliseo de Bi-
nondo, ‘c:n la gran atraccién de una
Com nueva y genuinamente pe-
ninmpI:: transportada de wn afamap;o
teatro de la muy culta ciudad de
Cidiz.

Con elementos para todo género de
representaciones dramdticas, viéronse
interpretadas, con toda propicdad, desde
los dramas de gran desempefio y es-

:ctheulo, como Jsade! la Catélica, hasta

s.clisicos sainetes de D. Ramén de
la Cruz, pero sobre todo, se prodiga-
ron mucho los dramas y las piecesi-
tas andaluzas, que estaban muy en boga
en aquel tiempo, y que trajo la com-
pafifa Ariza del ambiente de Cidiz,
saturada en el teatro Balon, el mids
propio y caracteristico de toda /s 4
rra de Maria Santisima

Viéronse aqui, con otras de su gé-
nero, & Disgo Corrientes, La flor de
la canela 'y E! Tio Camillitas, como
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no se habrén visto quizds en muchos
teatres de capitales de primer 6rden
en Espafa; pero las comedias de ma-
fia. que tanto gustaron y tanto pro-
dujeron, ya no volvieron 4 verse desde
qus Gl € wige esciucs, of Dirce-

Tambige fald i suerte de aquel
Nigromdntico. y encontré & esta com-
#fa la ruina del teatro, que se ha-
a falseado, por una chra' que hizo
Escosura, al reformar el arco Je pros-

para el mejor lucimiento de las dichas
comedias de magi‘:. de mucha tramoya
n especticulo.
y %:asin teatro, se habilitd un saléa
de una casa particalar, que llamaban
del Casino. por habzr servido para una
ue fué brillante sociedad de recreo, y es
caserdn que existf en lal::l: de Anda
uina 4 la de Cabildo, palacio slariego
J‘:‘ 1a antigua familia de los Casales.

Allf tuvo, en tan pequsilo sitio, raqui-
tica existencia la compadiia Ariza, hasta
que empezaron las exigenciasy siguie-
ron las deserciones, por encima de
los contratos y compromisos, que ;muy
dificil es que se sostenga por mucho tiem-
po la cohesién de una compaiia dramd-
tica en Filipinas.!

Y con la disolucién de la de Ariza,
acabamos la historia del teatro de Bi-
nondo, para seguir con las de los otros
teatros y de otras compatias.

v
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cipios del riguroso arte de Terpsicore,
q‘;p;os es eomgu demostraban su esmerada
educacién nuestros currutacos ascen—
dientes en los bailes de sociedad que
hacian las delicias de su época, 6 en
los aristocriticos saraos de nuestra vicja
Europa; y por eso abunlaban entonces,
como los maestros de escuela, los de
baile. Que ahora en que sec baila el ri-
god6n, la dnica cuadrilla subsistente,
sin paso y sin compds y hasta sin _saber
como empieza y como acaba la figura,
para nada se necesitan los tales maes-
tros, que han desaparecido, después de

haber sido retratados en las comedias
del teatro de Moratin en ¢l pamer tercio
del siglo. A

Y fomo no sabemos que no de
dstos, con reconocido Hurdo, shublese
llegado 4 Filipinas antes que I
h':g.quc darle 4 éste la primacia his-
tddca de su i6n, en los anales
coreogrificas del Archipiélago.

Aqui sc bailaba ‘mucho y bien, por
instinto tradicional, con las modifica-
ciones.que trala cada barcada en las
anuales monzones de la linea de Aca-

Ico, antes, y de la del cabo de Buena

speranza, después; pero sin saber lo
que cra un dalimen! ni una posiura
acad/mica etc., hasta que Appiani nos
di6 4 conocer el artg con todds sus
icorfas y su nomenclatura wcnica, lo
cual ya era mucho mis de lo que ge-
neralmente sabiamos, y este se
distinguieron  bailando 4 hablando del
arte los'discipulos del italiano maestro.

Mis no eran Bastantes las cuadrillas
de sociedad, satisfacer la vocacion
artistica del que habfa volado por mids

PHILIPPINE STUDIES

altas regiones, del habla -venido
para  ensgfiar-toda l?‘ublimidnd del
arte coreogrifico; y aprovechando las
excelentes disposiciones que encontrd
esteate pals, las relaciones que se habla
hecho en todo Manila y ahorros
que iba, reunieado cdn su trabajo, cred
una academia de baile para nifios,
buscando los mis dispuestas y sim-
piticos entre sus dichas relaciones,

sicndo eu -abjeto hacer bailarines para
d testro, y aqui los bailes de gran

represent X
uni numerosa compafifa infante, o
cual iguié en poco tiempo, gon ad-

iracibn de los que vefan el progreso
y el éxito final de sus lecciones.

r

varias piezas de baile, en las que re-
cordamos L/ cormetin y la Griseta y
El paso Stirio, en el gran escena-
rio del teatro de Binondo, cedido por
la empresa de Lopez Ariza, para prucba
6 ensayo de este nuevo especticulo.

Pasé  de alli al teatro 7aguiogy de
Tondo, también cedido provisional-
mente, hasta que viendo Appiani,
por éxitus ruidosos, que ya estaba ase-
gurada la existencia de la Compaiia
de baile, no quiso depender del fa-
vor de las otras empresas, y con
el producto de las pocas funciones
que di6 en' dichos coliseos, levanté un
pequefio teatro en el barrio de Sibacén,
donde exploto el contrato 4 /2 italiana
que habfa hecho con los discipulos
que formaron su infantil compaiia.
Esto es: ensefarles gratuitamente, para
que después trabajasen en beneficio
suyo, por cierto determinado tiempo.

Muy favorecido tué del piblico ma-
nilefo el teatrito de Sibacon, donde
pudo Appiani mandar en jefe, desa-
rrollar por cumpleto el pensamiento y
realizar el ideal artistico que se pro-
puso.

Era también el maestro un aventajado
musico, Como com

tados por actos. y era de ver aquc
llos 3 nifos, expresando con I,
mimica y con las pirwetas escens y
siones de la vida. Se vestlan con o
tremado 'u.P. asl zmd aparato o
cénico era propio represn
taciones encantadas 6 maravillosas, qu

§
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preparaba un indigena lamado Lozano
pintor esce de estima, qu:

s2 perfecciond xu“l‘::“ealuoo

medias de que puso Escosura.

Con euo:“ﬁenh del precioso s
pectdculo, los infantiles artistas y la s
mi-magia escenogrifica, figdrense nues.
tros lectores del dia, lo que gustarfan
entonces aquellos que sc Rai.
tes de Appiani: hasta el extremo de
que se daban veinte § treinta fanciones
consecutivas de un mismo baile, cuando
aqul se véel teatro desierto £ la ter-
cera representacién de la mej Ta.

En Sibacén se puso el gh mi-
mico-bufo-grotesco £/ Sergento Marc»
Bamba; pero el que tuvo mds éxito fuc
La Mariposa emcantaders, y con éls:
despidié ;l Emm.ouo?anz tuvo qu:
regresar u igado por insi-
diosa dolencia muiridaen el pafs, ha
biendo borrado e! tiempo los motivos que
aqui le trajeron,y con capital bastante
para estar satisfecho del fruto de sus
trabajos.
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Recordamos aquella noche en que
hubo una verdadera locura en el teatro
de Sibacdn: llamaron al maestro innu-
merables veces 4 la escena: los espec-
tadores se pusieron de pié sobre los
asientos, y se pagaron 4 precio exorbi-
tante los ramos de flores, para la liu-
via de rosas que cayd en el escenario.

Aquella misma roche se deshizo
la Compaitia infantil, el teatro de Si-
bacon pasé 4 otro destino, y vimos
4 Appiani, al cabo de algunos atos
en Espada, dirigiendo una gran com-
pafifa de baile en el teatro de /fsabe/
la Catdlica en Granada, donde era
idolatrada la celebérrima Pitteri, d
quien Hamaban La Reina del aive.

Entonces comprendimos lo que de-
bia valer el maestro Appiani, que ha
dejado aqui la semilla del arte corco-
grdfco.

De aquellos discipulos salieron los
maestros de los que son ahora nues
tros artistas cémico-lirico-coreograficos
del teatro Filipino.



