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Texts and Documents 

The Theaters of Manila 
JUAN A T A Y D E  
TRANSLATED B Y  CONCEPCION ROSALES 
AND DOREEN G .  FERNANDEZ 

VII.  T H E  S M A L L  T H E A T E R S  ( 2 1  OCTOBER 1 8 9 2 ) '  

After the description of the theater of Binondo, all other theaters 
cannot but be smaller - those which remained, or those which 
followed in the first years of its complete ruin. 

Ever since our first article about the Tagalog theater, we have 
mentioned the quasi-theater of Tondo, which was constructed of 
light materials on the same site as the fragile one that still stands 
today. This was meant to give residents of the North of Manila, as 
that of Quiapo did for those in the South, the type of spectacles 
which the Tondo theater continued to present, and were farniliar- 
ly termed Tagalog. Eventually the building was transformed into a 
wooden edifice with an iron roof, for other more serious presen- 
tations. 

Gradually, the theater was improved; the decorations of massive 
or artifical mountains were replaced by the wings and backdrops 
of European theater. The lengthy dramas, purely Tagalog, gave 
way to bilingual productions, sprinkled with entr'actes of playlets 
or excerpts from Spanish zarzuelas. Included in the troupe for 
this purpose were special Tagalog actors who had come from the 

1. The dates of the first six articles by Atayde, published in our First Quater issue, 
were mistakenly left out. They are as follows: I - 21 August 1892; I1 - 28 August 1892; 
I11 - 7 September 1892; IV - 21 September 1892; V - 28 September 1892; VI - 7 
October 1892. - Eds. 
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Spanish-Filipino companies of Arroceros and the beginnings of 
the Binondo theater. 

Here in the Tondo theater gathered the dissidents of Esco- 
sura's time, like the old director Basora and the well-known lead- 
ing man Alvaro Corazo, who had formed a company with other 
hastily-recruited actors. This lasted briefly in belligerence, because 
of internal weakness in the organization. 

Also in the guise of separatists was the rebel part of the Ariza 
company when this divided into two factions, yith the orthodox 
half remaining in the Casino salons. Both groups, because of dis- 
unity or lack of enthusiasm, soon dissolved, this being the history 
today and always [of such organizations]. 

In that period, the Tondo theater was not only the field of 
rebellion of the factions of actors of companies which had come 
from Spain; free-lance actors or those in transit in other types of 
prsentations also performed in Tondo, then and at present the 
largest theater. 

There we saw a false Turk who called himself Ali-Ben-Sualle, 
and came to present two musical instruments which he claimed to 
have invented. These were called the turcofon and the turcofonini, 
and were no different from what are today generally known as the 
saxophone and the saxofonini, and are played in bands. This man 
also conducted very lengthy concerts on a grand scale, with four 
Regimental bands of many members, something never before seen 
in Manila. 

The above French charlatan was indeed an excellent musician. 
He took advantage of the recent invention of the sax instruments, 
and the obsession for anything Turkish (a result of the Eastern 
war), to  come to the distant lands of Oceania, which, isolated 
from the European world without a Suez Canal and telegraph 
cables, candidly believed in the grand Turkish musician and his 
turcofon and turcofonini. 

The first theatrical magician to come to Manila also appeared at 
the Tondo theater at that time. Equipped with many and myste- 
rious pieces of equipment, he enthralled the public with magic 
acts. He was known as Mr. Debar; he not only made money in the 
theater and in private shows, but also in the sale of gadgets and in 
giving lessons in the art of magic, an art which has been perpetuat- 
ed among enthusiasts till the arrival of Pgon in our day. Later - 
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came other necromancers, including specialists of the black box 
and transformations, but no one can take from Mr. Debar his 
having been the first true prestidigitator to step on Philippine soil. 

Aside from the theater in Tondo, other theaters of the period 
were the Sibacon or that of Appiani, which we have already men- 
tioned, and that constructed in Gunao (Quiapo) over the site of 
the old Tagalog theater, used by the bilingual company which 
migrated from Tondo. 

These two small theaters were the equivalents of the present 
Principe, but being so lightly constructed, they were short-lived 
and ended in ruins. 

There were theater groups for all types, divided and subdivided, 
with mobile or shifting personnel, as the custom has been. 

With this, we have described the theaters which followed the 
ruin of the theater of Binondo. 

VIII. T H E  F I R S T  CASINO ESPANOL (14 NOVEMBER 1892)  

At the start of these articles, we mentioned the presence of 
theatrical societies or groups of theater enthusiasts in old Manila, 
even before the existence of the first theater in Arroceros, which, 
although constructed of wood and nipa, boasted of being the first 
Castillian theater in the city of Legazpi. We find confirmation in 
the work of the old chronicler Fr. Delgado, who states that the 
performers in the past "played their roles well." 

But let us cease rambling about those times in which the inci- 
dents and customs of the social life in Manila have been erased. 
This is due to the lack of a journalistic press and of social chro- 
niclers, who should have written, even if it be on Chinese paper, 
about the life of their times, so as to satisfy our curiosity, and 
allow study and comparison with these days of progress and re- 
finements. We leave all these, which are now details of history, to 
the new science of Folklore, since the first historians hardly 
mention that there were dramatic entertainments then. 

We begin, therefore, with what is within reach of memory, 
whether heard from old predecessors, or vaguely recollected 
from what we saw as children. 

Falling within what is projected as the first historical period 
reached by these notes, was an association called the Casino Es- 
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paiiol, which inaugurated its literary-dramatic presentations in 
an impressive residence on the calle de Anda, corner of Cabildo - 
a mansion which belonged to the old Casal family. Since occu- 
pancy by this association, it has come to be known till today 
as the Casino, as we mentioned in the fifth article, when it was 
transformed into a theater by the Lopez-Ariza Company. 

The Casino Espafiol was the setting of glittering programs fea- 
turing the most cultured and distinguished members of Manila 
society. These were well-attended, and alternated with balls and 
soirees, dramatic presentations and literary teas. They were sup- 
ported by a pleiade of lyric and witty poets, who then abounded 
in Manila, in a time when Zorrillas and Villergases were the vogue. 

The great flights of the Casino soon made the Casal mansion, 
enclosed within the walls of Manila, too small and cramped. It was 
necessary to transfer it to a more sumptuous and centrally-located 
house in the business district. Obtained at a high rental was a 
locale divided between two big buildings (recently reconstructed 
after a fire) on Rosario street at the corner of Sacristia, in front 
of the Binondo Church. 

The Casino in its new location was furnished in rare luxury; 
regal curtains, Persian carpets and palatial chandeliers lent a high 
aristocratic tone to the halls and rooms. From then on, rigorous 
etiquette had to be observed,2 and this was one of the effective 
reasons for the death of this most pleasant association. The origi- 
nal statutes had called for simplicity and familiarity. This ambient 
air was asphyxiated in silks and velvets, and forgotten in the at- 
tempt to bring over the ambience of the European capitals, which 
banished the vaporous muslins and the economical jusi. 

This greatly contributed to the disappearance of the Casino, the 
survival of which depended on its being the center of gatherings of 
the aristocracy. In these times, the grand soirees and parties of 
high society take place in the residences of the elite, who prefer 
to stay home. Another factor that contributed to the decline of 
the Casino was the attraction of the theater, which the good 
theater companies from Spain helped to develop as a social cus- 
tom. We have mentioned thls in the previous chapters. 

2. The word etiqueta is also used to refer to formal attire. Thus, "rigurosa etiqueta" 
may also mean a requirement of formal wear. - Eds. 
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The above companies, however, also met their end, and then 
came the decline of theater and the loss of interest by the 
audience. Again a need was felt for social clubs, and those which 
followed the Casino will be the topic of another chapter, as the 
interval before the second period of Manila theaters, or as the 
seed which had to develop in order for this period to come into 
existence. 

IX.  DRAMA A N D  MUSICAL SOCIETIES BEFORE THE 
TEATRO DEL PRINCIPE ALFONSO (21 NOVEMBER 
1892)  

The last dramatic societies declined or were dissolved, as we 
have mentioned, till the only remaining director was Don Juan 
Carballo, popularly remembered as an unfortunate comedian, in 
spite of having once been appreciated as an actor and organizer of 
other spectacles, gymnastic and acrobatic, as well as magic or 
sleight of hand acts. For all these served Don Juan, then popularly 
known as El Romea Filipino. He came into such bad luck, how- 
ever, that he had to seek his fortune in the interior of China, 
where to  date the valiant magician is still remembered. 

In this period of the weakening of theater, drama societies were 
formed by enthusiasts, starting with one called La EspaAa, partici- 
pated in by peninsulars of renown. 

This society was not formed for a definite club, and with no 
fixed locale, as the Jockey Club and the Musical Society of St. 
Cecilia now have. In this manner it lasted for a long time, and was 
only dissolved by the departure for Spain of the more distin- 
guished enthusiasts who had become necessary and indispensable 
to the moderate-sized and somewhat improvised company. 

La Espafia performed in the small theaters which we have men- 
tioned, the Sibac6n and the Quiapo. It introduced modem theater, 
which we now term as dramas about society,3 and high comedy. 

In this way these worthy aficionados aroused public enthu- 
siasm, such that without any difficulty, an association of influen- 

3. Dramas de mciedad are roughly the equivalent of the comedy of manners, since 
these eighteenth-century plays were about the ways and foibles of the young and the 
old, their values and predicaments. These plays were influenced by French comedy, 
especially by Moliere, and considered "modem" in comparison to the classical Spanish 
drama in the manner of Calderon. - Eds. 
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tial members of society was formed to construct a theater, more 
spacious, with better facilities, and worthy of Manila's elegant 
society. 

Some sixty thousand pesos was raised as capital; the Ayunta- 
miento donated the land in Arroceros where had stood the first 
theater of fragile materials, which we described earlier. No argu- 
ments were raised against it; the project was headed by two expert 
miiitary engineers, and in 1860 the Teatro del Principe Alfonso 
was constructed. 

We have mentioned the drama society which was the principal 
stimulus in effecting the construction of a good theater. Other 
worthy groups, however, made their contributions, in that inter- 
val when there was a lack of actors' companies. These societies 
helped sustain public interest in spectacles, and the desire to see a 
fitting theater in the capital of the Philippines. 

In a residence on Barraca street, a modest lyric-dramatic society 
was formed. It gradually increased in size, such that it had to be 
established in its own club, with the name La Alianza. It was 
formally installed in a private home in the Isla del Romero, which 
today houses the editorial offices of El Eco de Filipinas. 

Dramatic and poetic programs, and vocal and instrumental 
concerts were presented in this small theater. 

However, the young students who had founded it had to yield 
leadership to the more respected persons who joined the group. 
The society eventually died from an excess of formality and 
the loss of familiarity. 

Similar to the above, another recreational society called La Con- 
fianza began at a gathering of young music enthusiasts. They 
formed an orchestra and later, a small drama group. Following 
the steps of the previous society, they later organized into a more 
permanent association, and installed themselves, with all the 
apparatus and the offices of a large recreation center, in an im- 
pressive residence on Plaza Santa Cruz, now called Goiti, where 
now are the Schuster Pharmacy, the Meyer tailoring shop, and 
the auction rooms of Abraham. At that time, it was one big house 
which faced four streets, making it the most appropriate site for 
the future Teatro Real de Manila. 

The stage was the long caida (internal gallery) of this residence, 
and there zarzuelas and concerts were performed. With the start of 
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the grand balls, however, La Confianza declined, just as the first 
Casino Espaiiol had ended, with its entry into aristocratic life. 

During that period of artistic attempts and entertainments, 
there were, besides the above, other groups for dances and social 
events, like one that lasted for a long time in the picturesque dis- 
trict of Sampaloc. This was before the construction of the boule- 
vard, and it should be well remembered by the impressive gentle- 
men dandies who strutted in the salons of what may well be called 
gay Manila, which was the title of a renowned newspaper, the 
father of festive and humorous weeklies which are today in 
publication. 

However, we now have constructed the Teatro del Principe 
Alfonso, and to it we dedicate the next chapter. 

X .  T H E  T E A T R O  D E L  PRINCIPE A L F O N S O ,  F I R S T  
P E R I O D  ( 7  DECEMBER 1892)  

We mentioned in the previous article that this theater had been 
constructed with capital from shares, on land in the Arroceros area 
donated by the Ayuntamiento. 

The theater turned out beautiful, spacious, well-ventilated, and 
proper in every way for the needs of this city. 

It was inaugurated, as mentioned, in 1860 by the company 
La Espaiia, made up of amateur theater enthusiasts. They per- 
formed in a program jointly with the violinist Rubios, who left a 
name in Manila as the best concertist yet seen here. The inaugura- 
tion was rather hurriedly set, to take advantage of the violinist's 
stopover here while on a concert tour around the Orient. The stage 
sets necessary for a theater had not yet been completely painted. 

The company La Espafia continued presenting shows in the new 
Arroceros theater without any objections from anyone. Their 
use of the building was deemed a moral right, since the group had 
been the seminal reason for its construction, and had the obliga- 
tion to sustain the dramatic taste and interest it had originally 
aroused in the public. It had to be dissolved because of the divi- 
sion of its actor-members who, as military officials and civil 
servants, had to be assigned to other posts. Thus, the first musical 
company to come to the Philippines eventually took over the 
theater. 
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This was a French opera company directed by Monsieur 
Mogard, impresario and second tenor of the company. The prima- 
donna absoluta was his wife. She was an attractive figure and had 
a flexible voice capable of reaching the most difficult fioritures, 
previously unknown here; the canary-like trills thoroughly 
enthralled the public. She was the soul of the company, giving a 
masterly performance in the role of Norma, as soprano absoluta, 
and that of Lucia as lyric soprano. Her aria in the mad scene is 
remembered as not being matched till the interpretation many 
years later by Sra. Pierreti. 

This company had started to  perform in the small theater of 
Quiapo, until La E s p a a  left the Arroceros operahouse free. There 
the group had, on a more appropriate and more brilliant stage, 
its real triumphs. 

Vexations arose between the public and the company because 
of the demands of the former and the temperament of the direc- 
tor. These caused the departure of the whole troupe, which had 
already achieved its peak on a grand scale. 

A new drama company immediately occupied the Principe 
Alfonso. This was formed by remaining members of previous 
companies and some new ones. They gave satisfactory theatrical 
presentations of the modern school, of the type originated here by 
the brilliant company La Espaila. Standing out in this company 
were Don Tomas Escudero, character actor, and Don Angel 
Rivera, comic actor. 

When Escudero retired because of an acute illness that even- 
tually took him to  the grave, the company was dissolved, and 
another one was immediately reorganized by enthusiasts, among 
peninsulares and insulares. Worthy of mention were Sra. Dofia 
Amalia Fabre, Sefiores Beltran and Delgado, and the comic actor 
Don Manuel Ortiz. The impresario was Sefior Don Jose Gomez de 
la Serna. 

This company also had an ephemeral existence, and gave way to  
the third mixed company directed by today's veteran and much- 
applauded comic actor, Don Juan Barbero. The impresario was 
Don Jose Dayot. 

This too ended after a brief existence, and Barbero, with part 
of his company, merged with a fourth group formed by Don 
Rafael Llanos, who, as a prize-winning declaimer from the Madrid - 
Conservatory, was director and leading actor. 
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In the last two companies, Angel Rivera still performed. 
We close this chapter, to open the second epoch of the Teatro 

del Principe Alfonso, with the first Italian opera company to come 
to the Philippines. 

XI.  THE T E A T R O  D E L  PRINCIPE A L F O N S O ,  SECOND 
PERIOD (21  DECEMBER 1892)  

While drama companies that performed in this theater 
succeeded each other rapidly, as mentioned in the previous article 
dedicated to the first period, an oboe concertist named Pompey 
came and saw the possibility and the beneficial results of bringing 
to these islands the spectacle of Italian opera. 

In fact, without any previous announcement, and when least 
expected, the above Pompey appeared with a troupe of opera 
singers. He went into partnership with the brothers Don Eduardo 
and Don Diego Jimenez, who were proprietors of the newspapers 
El Porvenir Filipino and Diario de Filipinus, and the illustrated 
weekly El Oriente; founders of La Oceania Espariola; and later 
directors-proprietors of the Boletin de Cebu and Powenir de 
Bisayas, respectively. 

The company's debut was expected to be a success, in a coun- 
try so fond of music, and above all of be1 canto. However, with 
the death of the baritone Colombo upon arrival, the incomplete- 
ness, unequal strength and disagreements of the ensemble, and a 
weak partnership base, the company was soon dissolved. Some 
members left the country; others remained to await reinforce- 
ments requested from Italy for the other roles still needed to pre- 
sent a first class production. 

In the meantime, the stage of the Principe Alfonso did not rest, 
coming again under the aegis of the Llanos drama company. Llanos 
later joined with Sefior Preysler in partnership, and to attract the 
latter back to the stage, for he had proven to be a notable amateur 
in certain character roles. 

Soon, the reinforcement of opera artists arrived, and we remem- 
ber the contralto Ferrari, the tenor Sabatini, the baritone P611ic0, 
and the bass Deserani. Among those who awaited them in Manila 
we recall the tireless soprano BouchC, the comedian Factori, the 
second tenor Errani, the bass singer Reina, three Italian dancers, 
and the orchestra conductor and celebrated violinist Stefani. 
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Their initial performance was held in April or May 1868, and 
Manila witnessed the most complete company for Italian opera, 
which introduced a completely classical repertoire of.the masters, 
which was then in vogue. 

The company returned to Italy at the end of its contract. Since 
SeAor Stefani was quite satisfied by his first Philippine venture, 
he returned, forming a partnership with the Maestro Concertatore, 
SeAor Zappa, for another opera company. He did not neglect to 
bring back the congenial Sabatini, so well-liked by the Manila 
public. Among the other members were SeAora Leompietra, 
primadonna; SeAora Palrnana, lyric soprano; Sefiora Corsi, con- 
tralto; Grandi, baritone; Cesari, bass; and as comic actor, 'the 
already popular Fattori [ sic] . 

The company concluded the season, but not with the expected 
success promised by the impresarios. However, even if there was 
no noticeable profit, all the expenses were met, and "the clothes 
were saved," that is, the cost of the wardrobe was redeemed, 
according to sources. 

The drama season began again, and it was the Llanos-Preysler 
company that trod the stage of the Principe Alfonso after the 
Italian opera. The company made a lucky hit in bringing over 
from the Peninsula the two sisters, Carolina and Cecilia Campini, 
the former as dramatic actress, and the latter as comedienne. With 
them also came SeAor MuAoz, lead actor and stage director, who 
turned out to be a noted actor; and another diligent young man, 
Senor Rodriguez. 

This reinforcement of good actors was well-received by the 
public, and heartened the company, now that the Jimenezes had 
joined, and rendered it complete. SeAor Llanos went to Spain 
to look for first-rate actors for the principal roles, since Sefior 
Mmoz had then retired. 

In the course of time, with the proper costumes, and enough 
experience, the impresarios, Stefani and Zappa, were encouraged 
to return to Manila, which had gotten used to, and had marked 
its season of, opera in the winter months, or from November to 
February. However, Senor Zappa having died en route to  Manila, 
Stefani came alone with a well-organized company. He brought 
with him the highly esteemed soprano, SeAora Bohema; SeAora 
Belot as lyric soprano, and the tenors Nery and Bonachic. They 
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both distinguished themselves: Nery as Polliutto, which made one 
remember Tamberlik; and Bonachic in La Favorita. He possessed 
a privileged voice, which did not falter even after the final duet, 
which he sang with admirable power. Sefiora Bohema was com- 
pared by the critics of that period to Sefiora Borghimamo. 

This company was so well-received and esteemed, and the 
theater so constantly well-attended through a whole long season, 
that the impresario and the artists were notably rewarded, and 
very much contented with their profits or livelihood. 

Sefior Stefani returned for the fourth time, having been titled 
the Conde de Michelena of the opera theater of Manila. He 
brought back the favorite artists, Sefiora Bohema, now wife of the 
impresario; and the tenor, Sabaiini; and the no less appreciated 
coloratura, Sefiora Trafford; the baritone Domenico Oesary; the 
bass, another Cesary; and the comedian Bonafoux. This time, the 
fact that the company staged Faust in an extraordinary manner, 
along with other modern and spectacular productions, was not 
enough to achieve the same success and profit it had won the first 
two times. 

The company lacked, above all, a certain official patronage or 
protection, which had been indirect but real with attendance by 
the authorities, who were now away on the campaign in Jolo. 

With this failure, SeAor Stefani never returned. 
There was another interval of drama, with even the arrival of 

several French artists, the vanguard of a company of vaudeville or 
operetta, which had performed in Saigon. Hardly had they per- 
formed once or twice in the Principe Alfonso, when the fire which 
gutted our first theater broke out, one early morning in 1877. At 
that time, the principal Spanish actors and the rest of the French 
company were due to arrive. 

This chronicle shows that in its seventeen years of existence, the 
theater curtains were hardly ever at rest. The theater was only 
closed perforce for several months, when the offices of the central 
government were housed in it after the earthquakes of 1863, since 
it was a secure edifice. This shows that it was earthquake-proof, 
but not fireproof, especially when the fires were started in the 
lights area where an inept stagehand was fixing the oil containers 
of the lamps. 
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XII.  THE THEATER-CIRCUS O F  BILIBID, OPERA SEASON 
( 2  1 F E B R U A R Y  1893)  

In the previous piece, and in the second article which was about 
the bullfights in the Philippines, we dealt with the bullring in Bili- 
bid, which was converted into a theater, after the enthusiasm 
for the bullfight (which gave it being) had waned, and the bullring 
closed its doors. 

This transformation was motivated by an enterprise formed to 
bring directly from Italy a good opera company headed by Assi- 
PanadCs. At that time the Arroceros theater was under lease, and 
recourse had to be sought in this theater. 

To cover the open bullring of the Bilibid plaza, a galvanized 
iron dome was installed, with a central column or upright support. 
On this were nailed enormous lamps as substitutes for the giant 
chandeliers that hung in the big theaters. In truth, the theater took 
on a somewhat bizarre appearance, but it was spacious, cool, and 
acceptable enough. 

On the suspended lamps attached to the central column, wicks 
and gas deposits were later installed, and this was the first trial of 
this type of lighting done in the Philippines. As expected, it did 
not produce the best results, since coconut oil was used. 

Let us mention several names of the members of this company, 
composed of two complete quartets. The management did not 
spare means nor expense for this venture, to enable Manila to see 
the best that could be presented in the art of music. 

Sefior Cassati, noted musical composer, came as director. He 
later left behind the remembrance of a brilliant pasodoble which 
is still being played by military bands. He was also an excellent 
violinist who showed his prowess with the bow in some concerts, 
and was a very able tenor, having played the role of Almaviva in 
The Barber of Seville. 

Sefiora Guerini, she with the powerful soprano voice, came as 
primadonna absoluta. A sister of Sefior Cassati's came as contralto. 

In the other quartet, the primadonna was SeAora DoAa Cecilia 
Coppa, who became so well-liked by Manila's elite society, and so 
well-remembered after her death. 

The well-known artist Celestini came as tenor. His voice being 
already in decline, he reserved it to win public admiration in a 
romantic passage or in the most beautiful operatic aria. The enthu- 
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siastic audience forgave him his other deficiencies during the 
performance. 

On the other hand, the other tenor, Forapan, had faculties in 
excess, but lacked the training that saved Celestini. 

The lead baritone was another noted singer named Rossi, and 
the lead bass was the well-known Spaniard, Garcia, whose acting 
talent made up for the difficulties of his voice, which would have 
been powerful, had it not been somewhat tired and spent. 

Don Santino Coppa came as concert master. He has stayed 
among us to propagate good musical instruction, and has been al- 
ways ready to preside at musical programs in the dilettante society 
of Manila. 

The company brought over as stage scenery painter the unfor- 
gettable Divela, who introduced painted backdrops with effects of 
perspective, the most exquisite ever seen here. Divela, together 
with Alberoni, left here outstanding disciples in the decorative 
art. We see evidence of this in the temples and public buildings and 
in the rooms of the wealthy Manila homes. 

With these factors, this excellent company encountered no diffi- 
culty in presenting the more difficult operas on stage. Manila saw, 
for the first and last time, Macbeth, Roberto, and one other grand 
opera or so, which we do not recall. However, this was not enough 
to sustain the art and avoid the bankruptcy of such a well- 
capitalized enterprise. 

It is also true that the audience had to divide itself among three 
musical groups, and the three all had the same disastrous end. 

The French operetta company, whose vanguard of several 
singers we had already met in the Arroceros theater, had arrived 
with the whole troupe, and in a few days managed to arrange 
staging at the nearby Variedades theater, when the Arroceros had 
been razed by flames. 

A school of singing called Capozzi in honor of the concert- 
master of the Stefani company, who remained in the country 
and acted as director, brought over several artists to form a 
select quartet. With the outstanding students of the school, they 
presented a few operas in the Binondo Theater. 

We shall, however, speak of each of these companies in their 
proper places, and we shall end this chapter on the opera season 
of the Bilibid theater, with the dissolution and dispersal of the 
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Assi-PanadCs company, the only opera group that performed 
in that theater. 

XIII .  T H E  C I R C U S - T H E A T E R  O F  BILIBID,  T H E A T E R  
S E A S O N  ( 2 8  F E B R U A R Y  1893)  

We mentioned in the series of articles about the theater that 
when the Principe Alfonso of Arroceros burned down in 1877, 
actors were on their way to  Manila. They had been recruited in 
Spain in order to complete the cast needed for high drama and 
comedy in the rich repertory of Castillian theater. 

While the co-impresario, Don Rafael Llanos, went to  the Penin- - 
sula to find this important part of the company, the other group 
in the Philippines, under the direction of Don Juan Barbero, who 
also became an impresario, went to Iloilo and other parts of the 
Visayas (the refuge and hope of decaying ventures), to  await the 
arrival of the reinforcements requested. 

The Arroceros theater was in this waiting stage when the fire 
occurred, with the French artists of the Deplace company making 
use of its stage. 

After the necessary time had passed, the troupe in Iloilo re- 
turned to Manila, and met with the new amvals from the Penin- 
sula, but without a theater. 

Fortunately for them, the opera company which occupied the 
Bilibid circus-theater stopped performing soon after. There the 
company had an impressive stage on which to present their initial 
production, the splendid drama La Campana de Almudaina, by 
Palao. In this the whole company took part: 

Don Antonio Garcia Ecija, stage director and lead actor; 
Dofia Vicenta Ferrdndiz, leading actress; 
Dofia Carolina Carnpini, juvenile female lead; 
Dofia Cecilia Campini, comic actress; 
Other actresses, DoAa Amalia Fabre and DoAa Remedios Off- 
man; 
Don Rafael Llanos, lead actor; 
Don Juan Barbero, lead actor and comic director; 
Don Ricardo Ferrandiz, juvenile male lead; 
Don Melchor Ramiro, comic old man; 
Don Carlos Rodriguez, juvenile male lead; and other supporting 

.*+ 

actors. 
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With such a brilliant group, there was no difficulty at all in cast- 
ing, and within the Bilibid proscenium were seen the dramas of 
Echegaray, who was then in vogue, and the comedies of Ayala, 
who had barely premiered in Madrid his latest production, entitled 
Consuelo. Not neglected were renowned works by other authors, 
like El Nudo Gordiano, by SellCs; El Drama Nuevo, by Tamayo; 
and adaptations and translations difficult to present like Sullivan, 
the best remembrance left to us by the great Romea. All these 
works attested to the craft of Director Garcia Ecija, worthy 
disciple of Don Jose Valero. 

This company lasted for about two years, and with it began and 
ended the only theater season in the Bilibid theater. It was the last 
drama group of authentic actors which the capital of Manila has 
had. 

XIV T H E  K I O S K 0  DE V A R I E D A D E S ,  F R E N C H  
O P E R E T T A  (14 MARCH 1893) 

Long ago, in the days of a well-meaning general concerned 
about the homesickness of the European troops, a large kiosk 
or bandstand, octagonal in shape, was erected in the Arroceros 
site, at the side of the thoroughfare which started at the statue 
of Queen Isabel 11, and ended in the Puente Colgante. It was 
meant as a salon for public dances. For this a military band per- 
formed to attract the strollers in an area where the coaches of the 
rich did not bother, nor powder with dust, those on foot, or the 
general masses. 

The construction of the kiosk was undertaken by the military, 
and we do not know if the public dances were also in their charge. 
The venture proved a failure, since no more than the first dance 
was held. This was because of the efforts of a certain agent of 
female dancers for hire, who brought a few of these to the inau- 
guration of this little center of Terpsichore. 

Such were the liberties of Mars, seeking relief for nostalgia in 
this locale, that these hired dancers did not appear again, and there 
was no other agent able to bring anotherbabae to the incomparable 
kiosk. 

There was enthroned the nostalgia of silence, until the fire which 
gutted the Teatro del Principe Alfonso, a few paces away, made 
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possible the conversion of the kiosk, whether by witchery or by 
the fiat of a man of spirit, into a delightful summer theater. 

This man of spirit was no other than the same Monsieur Deplace, 
producer, director, and actor of the French operetta company 
which came from Saigon, augmented by the artists who had per- 
formed in vaudeville theaters in France. 

It would be good to speak of the history and genius of Monsieur 
Deplace, who introduced here the special architecture of colonial 
theaters. He was a capable financier who was able to  raise the 
capital in fifteen days; a consummate artist who with his com- 
pany (in which stood out the beautiful Mme. Sison, the haughty 
Mme. Dorani, whose wardrobe was reputed to be worth 30,000 

* 
duros, the noted singer Mlle. Ragani, the most gracious Mr. Perrier, 
and others whom we cannot remember) properly introduced us to 
the works La Grande Duchesse, Barbe Bleu, Le Petit Faust, La Vie 
Parisienne, and many other productions of light French operetta. 

Of the history of Deplace, all that was known was that he had 
been an illustrious officer of the French army, and upon changing 
career from the military to  that of wandering artist in the seaways 
of America, Asia and Oceania, he also changed his distinguished 
name to that which he brought with him to Manila. 

This company left, the first and last of its kind which has come 
to the Philippines, and we shall here close the first epoch of the 
dance kiosk which was converted into the Teatro de Variedades. 

X V .  KIOSCO DE V A R I E D A D E S ,  SEASONS OF ZARZUELA 
A N D  ITALIAN OPERA ( 7  APRIL 1893)  

) 

The procession of civil servants who have passed through the 
Philippines from La gloriosa, thanks to the predicaments of poli- 
tics and successive changes of government, brought to  these shores 
the poet Dario CCspedes, author of El toque de animas and other 
well-known productions of the second period of the Spanish 
zarzuela. 

This enthusiastic son of Apollo, a true fan of the zarzuela, with 
a powerful voice which amazed and seduced his audience, read 
poetry and presented dramatic scenes. In the streets and houses 
where i t  was possible, he praised the attributes of the grand 
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zarzuela,4 citing the need t o  implant it in Manila, and the sub- 
stantial profit a company would earn in bringing over the first 
group. 

CCspedes soon came to be echoed by other voices, and when 
he returned to  the Peninsula, following the waves of the proces- 
sion, and on some kind of retirement, he took with him sufficient 
funds to  contract and launch a creditable and large zarzuela com- 
pany. 

Sefiora Soler came as first soprano, Sefiora Fo  de Aragon as 
second, Sefiora Perez as contralto; and some chorists of the fair 
sex, among whom was one of the other of doubtful reputation. 
Among them, too, was the bass Vendrell, who also acted as stage 
director; Mora, the first tenor; Carbonell, baritone; Chaves, tenor 
and comic; and Del Rio, orchestra conductor. 

With the above additional actors for the secondary roles, and 
choruses of both sexes recruited from performers already in the 
country, all the zarzuelas of the old and new repertoires were pre- 
sented. The company's initial presentation was the gem of our 
lyric theater, Jugar con fuego. 

The premiere nights and gala performances were well-attended. 
El Barberillo de Lavapib was the zarzuela which proved the most 
profitable for the company, since it drew such large audiences. 
Applause and praises were showered on the artists . . . until the 
usual feelings of tedium, weariness and theater anemia set in. 

The women were no longer attractive, as they had passed from 
Aprils to Augusts, and needed t o  be replaced by actresses in their 
springtime. The antics of Chaves, once so acclaimed, seemed into- 
lerable abuses. Disagreements between management and admin- 
istration became critical till the company dissolved and the enter- 
prise failed (contrary to  Dario Cespedes' prophecy), in the last 
days of April or the early days of May 1880. 

A few months later, the earthquakes of 1880 of sad memory 
occurred, and the Variedades served as the offices of the Japi- 

4. The full-length zarzuela is often referred to as the zarzuela grunde, and had from 
three to five acts. The short, or one-act zarzuela was called el genero chico. - Eds. 
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tania General, while the building for the staff headquarters was 
under construction on Aguadas street. 

In the early part of the latter months of 1881, a large opera 
company arrived in Manila to  perform at the Variedades. This 
company was brought over by friends and enthusiasts of be1 
canto, and was under the direction of the ill-starred maestro, 
Don Laureano Carreras. A series of calamities befell the com- 
pany. Before its premiere presentation, it lost one of its sopranos 
and the lead tenor. In such a situation, the management, as a last 
resort, enlisted the help of an intelligent amateur to substitute for 
the tenor. This person, who still lives among us, knew the dangers 
and difficulties of taking over an artist's role, yet risked every- 
thing to accommodate his friends and save them from the disaster + 

in which bad luck had placed them. The opening night of the 
opera arrived, and with it the public presentation of the unexpect- 
ed artist in the difficult role of Genaro in Lucrecia Borja. His 
performance was successful, and the company was not badly 
received. Thus it continued until new reinforcements requested 
arrived from Italy. With these artists came the excellent maestro 
Gore, a fine professor of piano and director of note. Of the 
other artists as a group, after the reconstitution of the company, 
we shall only mention that there were some failures, the most 
notorious of which was the interpretation of Faust, which drew 
whistles of disapproval on the evening of 20 October 1882. This 
presaged the dissolution the following morning of the Teatro 
Kiosco de Variedades, when a horrible typhoon hit the city and 
the kiosk fell like a house of cards, its materials scattered through 
the air and spread all over the Arroceros area. 

XVI .  THE FILIPINO ( 7  SEPTEMBER 1 8 9 3 )  

In this weekly publication, we have been publishing a series of 
articles with the present heading [Los Teatros de Manila], until 
Chapter XV, which dealt with the Kiosco de Variedades in its 
second period; with music companies. We began with the theater 
of nipa in Arroceros, which is the first theater in living memory 
that can be called a theater for European presentations in the 
Philippines. 

We suspended the publication of these inquiring articles, which 
cost us a good deal of investigative work, as we heard murmurs - 
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that these were boring and tedious. Furthermore, we were nearing 
the modern period, in which these [the theaters treated in the 
articles] were coming to be known as pseudo-theaters. 

Recently, however, with the inauguration of the Teatro Zorrilla, 
and with having to deal with this real theater, we have thought it 
opportune to resume our forgotten articles, since only a chapter 
on the Teatro Filipino remains, with which to  take leave or send 
into retirement this veteran with many chronic complaints, who 
has been gainfully replaced. 

The corner of Crespo street had become the regular site of the 
carrillos which were mounted in makeshift stalls, in vacant lots, 
transferring from the left sidewalk to the right, and from there to 
the end of the street-the transverse street of San Roque. 

The young lads of the carrillos had grown into men, and were 
under the masterful direction of the veteran actor Don Alejandro 
Cubero, with the exemplary artistry of Dofia Elisea Raguer at the 
head of the company. 

With these elements brought together, it was not possible to 
continue in the makeshift stalls of San Roque street. Recognizing 
the importance of site, the stall was converted into a small theater. 
The proprietors were Cubero, and the enthusiast Don Jose Primo 
de Rivera. The ownership was later to pass on to other owners 
and co-owners who need not be named. 

In this site, the well-consolidated Filipino company named Fer- 
nandez, after the star and leading artist who gave it character 
[Praxedes "Yeyeng" Fernandez], would produce for some time a 
large repertory of modern zarzuelas under the direction of Cubero. 
This new company has been in Iloilo for some time, reaping 
applause and congenial feelings, and will soon return to reanimate 
the dark and dusty stage of San Roque. In this theater the large 
peninsular company of Navarro de Peralta, which had been 
brought over by Mme. Raguer to introduce the grand zarzuela, 
staged their productions. Eventually, there was need to expand 
and redecorate better the modest Teatro Filipino. The company 
which came to be known as the Compafiia de Zarzuela Espaiiola, 
reorganized by the same Raguer with free-lance professional 
artists and amateurs, performed here until the construction of 
the Teatro Zorrilla. Teatro Filipino became the setting of all the 
concerts, magic shows and small theatrical presentations which 
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passed through Manila and had no need for large halls. For a large 
audience, the Teatro de Tondo was preferred, and for this reason, 
opera companies have gone there, and benefit shows and specta- 
cles requiring large-capacity halls were shown there. 

Today, ancient and abandoned, the Teatro Filipino is a nest 
of termites and rats which will eventually destroy it, unless a 
pickaxe comes to restore or wreck it, to allow a phoenix-theater to 
rise from the ashes, and rival the pride of Calle Iris [the Zorilla]. 

We shall not conclude without mentioning another small 
suburban theater which, because of its distance and size, does not 
merit a separate chapter, but does deserve credit and remembering. 
It gave delight t o  the people of San Nicolas, and to  those who had 
been attracted by the humor of the carrillos. This little theater 
was called the Principe, and now it is almost always closed. It was 
constructed by the veteran Barbero, who could readily organize 
an improvised company sufficient for the occasion. 

Here we end our account of the old theaters, after having 
mentioned those that no longer exist. 



TEXT OF "THEATERS OF MANILA" 25 1 



252 PHILIPPINE STUDIES 



TEXT OF "THEATERS OF MANILA" 25 3 



254 PHILIPPINE STUDIES 



TEXT OF "THEATERS OF MANILA" 255 



256 PHILIPPINE STUDIES 

fi~~lsc), ocurrici r l inccntlio 
con nuestrtr. primer teatrc, 

10s r 7 af in~ dc su cxistcncia. 
t i ~vu  en clausurr nectusria 



TEXT OF "THEATERS OF MANILA" 257 



258 PHILIPPINE STUDIES 

11- R h r h  l~emndiz" &mks 
18" hfeJchr . Ma&k !k%drn 

l r  r*  tEranr,as tlr-  ! ' t h e \ ,  cp 
rnrr~ rxr  In*:.,.,.c Fas c m e b s  
crr,rntlit I t irr(-Ft, i i*  "C hEa;l~ta -6 
hiatlrid su xilrsrm p n d e k t  
c 6t8rrr.k) * i n  ricejar rle Qr 4 

c4.b I'rrtn q ~ ' ,  r ETJ E I I I I ~  111,v~l~l 

t i c "  I ) f r l , , r .  I . t h " ~ i !  

I I i ! t * ,  l" i  t \ l \ { t  1 4  < I <  t \ t " *  , * * T \ \ { l " b  

!\hat l ! t * , * .  t ! t  "\ " I l l t i " \  ) t t t t l  4 Y.1 , l 7 l l * t  , 
! u r l l l x i t ~ ~  1 1  \ i I l ! i  ? h  t f  l l \ ) $ b t t  h i  r i i t t l ~ \ l " i  

i l t  4 , ] i i t  t L l t v  t 1 14 k t l t b  $1, l i t ! i la! \ l .  $ 

1 )  1 1 f t V L t  , ! \ i t  t i 1 &  \ $ 1 1  laI lai l !  S! <tt 

tLl!t % lait$ I L t (  v *  i t h i  hi t l  t > ! 4 1 4 !  i d  t 

\ > i t t t I  (!!I! i 

I C *  + i F i i  I r i \ ! !w fir"tlr( utkl 
4 8 & t A  i ,  * L  \ < "  t r t%i~ , l% 
* I t !  1 9 4 -  > <  1, \ 'ktllt', , 1 ,  < " I  

J I t Y l i i  i l r  <tti,ia i t t r  

t *  1 t f  I : ,  8 L 1 < 1; I! \ V  t t \  $ f t ~ t l < i s  

t i '  ?.)> (1 < ?  ~ I I f a !  I - t < *  



TEXT OF "THEATERS OF MANILA" 259 



260 PHILIPPINE STUDIES 



TEXT OF "THEATERS OF MANILA" 261 




