Wilder and Joaquin: A Literary Journey
from Grover’s Corners
to Intramuros

JAIME AN LIM

homton Wilder's Chr Town (1938 ) and Mick Joaquin's Portrair of the
Artist as Filipino (1952) exhibit fundamental structural affinities, Their
affirunies, however, are not always apparent, Wilder's play has been ex-
amned frequently in the context of the epic theater and the theatricalist drama.
But 1t has never been analyzed as a product of a strictly Realist tradition. The
S:zge Manager who comes inand out of the dramatic action, the free manipula-
non of time and space. and the reliance on miramal and non-existent props—all
emphancally negate a stnct Realist interpretanon and suggest an entirely different
rradmon  Joaguin's play, on the other hand, has been analyzed largely, if not
exciusnely, within the framework of dramatic Réalism. The play, n fact, reflects a
recognition of some of the Realist conventions—naotably, the fourth-wall conven-
nen and the use of elaborate concrete props and penod costumes Moreover, the
rssue raised and explored in the play point clearly to their source in the contempo-
hgt F—']‘,'_!||:'T:|;'",—'-h ExXPENence thus .E.EH.LI'I I'le'lﬁilli'ﬂtﬂj:‘ the “‘realishe™ onentation of the
flay The references to histoncal personages and events as well as the use of
sctial wenyraphical landmarks (Intramuros, unlike Wilder ‘s Gover's Comers, 15
not after all purely & product of Joaguin's ima gination) serve to strengthen the
impression of & play deeply rooted in real time and place Eq}ns&lquenlll}-: the
play & strengths and hmitations are often exammed according LGEJ.‘H!I.EII principles
ind assumpbons  And vet Joaquin's play owes its structural DH_EI:ILHI]D]'I lo 1@
nnosing dramatic iraditions- the Fealist as well as the !hfﬂtﬁifﬂ]lﬂ., the dramatic
& well as the epic, the Anstotehian as well as the Shakespearean. Inshort, bothto
thie Closed and to the Open Form {although this very nuxture ultimately, by defin-

ton. aligns the play with the Open Form)
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The specitic value of a comparatve study ofthe stroctiral tendencies ot
twin plays is the light tharit sheds on their fundamental kinship beneath their o, .
face differences By companng Jo aquin’s Portvaet with Wilder's ¢y o1
which 15 a relatively “puter” embodiment atthe Opan Form, one gaing a begpy
undersianding of how ideotical tandencies may yet manage Lo project anparently
diversent manfestations. Mereover, a recogrition of thes dual debt allows one 5
examire Jozquin's play [row a buoader perspective. For instance, the narratve
and didactic segments ol Sorfradf may e seen ag o weekness within a Healis
framescork sings thass elements wand vo null s the basisally interactive nature ol
Bealist drama Adso, the narratsee secirents may b2 seen as o variarion of the
aside, the menalozuz end the direct audience adcress--devices thal constilutz ar
acknowledgment of the audience and, consequently, gestureof paintng, showing,
and demonstrating exemplifies the distngushing feature olthe Open Farm. The
Srage Manager explcitly acknowledges sucience presence introduyces the chiar-
aclers as aolors, and makes clear that the dramatc presentation iz ondyv a alay, He
propels the actionin sezningly arhicrary dirsctions, changes. miercupts dialoaus,
ard abstracts the central insights underlying the dramasc eventss Allthis is dons
Wy |.|'I-C!.I| amy dlLempt gt concesarnen
Bitow Camacho esseniialy fulfills the same functions: threneh his nar-
vilee mbroduction o each scene, be prepares the audience for what 12 o
covne He establishes the mood and identifies the conflicting Toraes in the
wction Floswever, he never relers (o e audicnes 4s Paudience” or ta the play
s plav " s nartatives or monologies are spoken m Lhe geceral divection of
e snshsnie, bl e scknewledgement of s presence, wnlile that n Gur
feave, s anly parnal aod implicn Mevertheless, the deictic gesture of a»
epic 1 as (ully realized in Bitov's various sell-conscious manipulations of
space and time ol ol he seguence of svents, By anticipating b events that are
ounfeh) heis o g sensechi eeling audience atrention 10 3[_1.3_[:;|ﬁ|: inaes The
dramaiic svents hemsclves no longer seem to grow out purely from the interper-
soral telatonships af the vancus characters; they become a fulfillment or a dem
anstration o the oracelar vision of the ! epic |7 This epic tendency, however 13
associaezcd enly wath Bitoy the nasator, not Bitey the character A relatively cleas-
<ub e separates the twa o In the narsative material that precedes each mg et
svenie. Bty assumes & broader perspective which transcends the immediate lize
and space ofthe actien: e looks backward and forward remembering the past
A antcipating the finure. However, onee he phvsically enters the drama propes
His privileged pesspectiva suddanly disintegrares and he loses his ommscience
He becomes an ondinary “sealistic” character. Thus, Bitoy himself embodies hat
very dichataimy which the overall dramatic structure of the play suggests. BY
crossing s temparal lne—that 1s, by physically stepping from the rubble of the
prrstar Likrammiieos— Brtoy emphasizes the two dillerent warlds in Porftis
The wdea oftwo conmasting worlds embodying the past and (he present 15 thernati
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cally crucial and this s, thuTnIhre, repeatedly conveyed and expressed in the treat.
ment of the various dramatic elements, Bitoy is only ane of the specific crystall
tions of the thematic intent

Bitoy is thus not exactly like the Stage Manager His character shifts are
I'Egll].ﬂf andl pTEdi:Ctah!E and, as a result, do not approximate the HJI‘FII'JE.-E; and the
Auidity with winch Wilder’s Stage Manager assumes his varied roles, Now a
prop-man pushing out a couple of trellises, now thetown historian giving the audi-
ence a quick run-down of the happemngs in the intervening years between acts,
the Stage Manager changes color, so to speak, with the ease of a chameleon. He
15 an actor playing the role of a Stage Manager who, in turn, plays vanous charac-
ters in the play-within-a-play including a Congregational minister, a druggist, and
even an old lady  The change is unpredictable: it occurs at the most unforeseen
umes inunhikely places, with no regard for verisimilitude or apparent logic. But his
15 precisely the technique which makes the Stage Manager’s deictic gesture more
emphatic because he does not create an illusion, but instead repeatedly points to
the separation of subject and object and refers to the characters as elements ofa
theatrical experience  Bitoy's transformations, on the other hand, are always psy-
chologically prepared, no matter how flimsily at times, His contemplation of tht
rubble of postwar Intramuros leads smoothly to the fleshing out of his memory in
the drama proper where he agam becomes the confused young man that he was
befare the war. the fond reminiscences of Candida and Paulalead ﬂ:enln and E:utn}-
to a reenactment of a past ferfidta in a play-within-a-play Eveqrth:_nu i5 given
some reason for its occurrence so that Bitoy never really achieves the nchness _ﬂn{l
unpredictability of the Stage Manager, But this 15 how it should be: to mal-:elB?my
more fully or consistently “epic” throughout the play 1 to destroy ‘_h'E vary dhstane-
tion lu.:lu.;'een the world of the past and the world of the present which Bitoy partly
! mml}il"imlal sell-referentiality of the Stage _1"""!3[_"35&" is conveyed not only
by bus multiple functions but also by his very title itself: Stage Manager Al
thoueh the title is never used in the dialogue, some of the Stage Manager s
actions-—announcing the cast and bringing some props o ﬂ;z B;EE‘ET;!'
stronely sieeest the role, even to those who may not have read ; playbn
Ihe theatrical context is reinforced through references e Pir.]?l: m:,.,n TRl
L play™ and to the breaks in the F||'E::[:n'[il.tm]'l a5 INErmissio ns £ Wioman
::1 the Balcony, the Man in the Auditorium, and the Lady in the Box, IEJthDUEh
ot named as such in the dialogue, nevertheless EUEEFH a the:at:m:a e
Eﬂcmme Mr Webl treats them as members of the - audience.” The stage

Manager’s title indicates that he is essentially outside.the play, that he moves

hevond the more circumscnbed world of the Gibhses and the Webbs. Bitoy, on

the ather hand. is more an insider than outsider. Thists reflected in the fact that he

interacts with the other characters mure_direcﬂ}' and more thor D’:lgh” i s
Although the most significant similarity between the two piays 13

el

217



THE MINTANAD FORLM

—_—

moe uae of a narrator-actor, their choice end treatment of he other characiers
algo revieal distinct simoleritics. Bolh emplay ElJ'-:'-Elli't'L‘J}' largre casi of charsters
e Tenen has nearly fory and Povirair F'.'-'-:nty-ai:i. e each piay, the charactery
tellect some definite grouping: o Chae feaer 1oey are small town types of slameny g
ina theatricas situation, in Marirait the characrers clearly represent a crogs-zee.
tion of Philippine seciety, economucally and coltorally. Inkath plays, “dead” char-
acters oure proonently. The three central characiers in Povieod—Dan Lorenze,
Candida, and Paula—were already killed in the war befare the play proper OpEfis
ln Chr Fenni vanous characters “die” a0 various poinls—Doc and Mrs, Gibbs,
Joe Crosmell, Wally, Emily, Simon Stmson—although their “deach” does not nec-
essanily stop them from participaling in the action. Beth plavs use varianon and
parallelism in chacacier choice. In Wilder's play the Webkhs and the Gibhses are
prachcallv a mirror image of each other—e Gomly consisting of & father and 2
mother, a davghter and wson. Their simultzneous presentacion in Act T with their
identical prevoeupations 2nd routines rein(brees this parallelsm, In Jeaquin's olay
o sirmlar relation iz seen i the by of Don Lorenzo and that of Don Parico. The
diferenceua that m YWilder the two familizs move toward cheir campleds mte-
pration, particulady with the marriage of Crzarze and Emily, whilein Toaquin the
lwor farmilies reflect an ncreasing diverzence as a resull af'the contrary conuni-
meaits that Dion Lorenzo and Dan Perico have chosen Tor themaehes, Wilder
underscores the common lics wf humanity, Josguon, (he drasive foree of conilicting
values and loyaitizs. The iendency to present characters in terms ol reschive or
harmanic dyads can also be sezn i Bizoy and Tany wha sesm Lo lunchon asan
eao gnd alter-ceo to cach other, enm Candida gl Paula who are difzrent aicles
of the same coin, ar in the journalists end the socialites who, in then apparent
cormnimanl o lack al' i, sull heteay sumilacly flawed percentions of themselhves
andd tkeir warld

Wilder and Joaquin show 2 strong similanty o chen trealnen: ol space
ancl lume. T both plays aovgrrater-aclor appears vn stage and establishes the
spatiel and temporal fracaework of the action, nitally throagh veral scenery
andt they theough actual or stebzed props. Both plays identify a tows as the
spatial feld of the acticn--Crrover’s Comers and Intrermures. But Lhe boondanes
afthe towa, in keth cases, gradually sipand 1o embrace a muck wider svmbahe
rerntory—Wider s Everywhere and foacuin's Pralippines. Both plavs also focws
on the tapograpbical teart ol the lown: the Main Street of O o and the
Calle Real ol Perirard, From then on the focus in both becomes even narrower
ard moves into the kitchens of 1he Webbs and the Gibhses in one case, and into
th liv A Fonrm of ke hlarasigans tn the other Ther trestment of setrine o (fers1n
UL imporlant aspects. Poriraiiuses 1 ich vanety of congrele objects and sets
to flesh oot its dramatic space, and it 8215 up the stage as a self-conteined room
with the prosvenum opening funetioning as the fourth sall which supposedly sepa-
rales actors from audience. O Town, un the other hand, makes no similar
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pressian 1 sets up Lhe stage in a manner that allows a simyltanes

. 7 LS prosentation
oiarious aress ol e houses and even the town, 1 tlere

. o i are walls and bournd-
artes al all, they are move othy cecognized ar verbully definad than phovsically

preserced . Props are mmisbeed and used mare Aesibly than tho

I | | _ e 10 Porfreit.
17 A, ORI, fifio . 3 T e i = [ . C 1
Roth plays, WL, SIROY nom-existent props, particulatly in connection with

Wilder and Ioanuin alss vse it similarly, with some qualification in their

jelatrve fieedom Elml.'ml:-l],'s specity defimte temporal cortexts. “The dary is May
T 1501 The time i Juat belore dawn.” the Stawe Managr sa%5 i his openine
s Bitoy Carnache also gves the month awd year o the action proper in a less
Juwect wavs: “kremember connng here ane dav early in Ocrober han:l.-: i.{ 1041 —
ust teio montis before the war broke ot ™ Both seem ro [ollow & peneral time
sequente et 1s more or less natural, ther is, e acts are arranped n.c:::nliu_l-; Lo
bistorcal seguence, Tn O Tow Act T necurs in 1907, ActTL i 1504, ana Act
N 1515 Although there are Ing gaps between acts, the oiverall sequence gen
sitl e comsicdered as listerizal ornanwal, Moreover o each nol the mavement of
the action Tollows the matural movement of time from daw to svening. Likewise
i et 2 the maon seenes are sel i Oarober 1947 wath Scene | taking
nlace inearly Oetaber, Scene 11T aweek later, sed Scone 1T s days fater, Hoee-
gver, dusmic the general hostorical ramewarlk of both plavs. there are also me-
thedical atiempts tounderming the strict Eneanty el some thraags all kinds ol tem-
moral digressions and disroptions, In Chur Tows this s chivlly done by Ihe Stage
Manager who penodically meernpts theammeediate action to lock fomward to the
lbare o Baekward 1o the past, o 5'1:]1!:1[}.-"[0 mtracluce anentirely different interest
(etlience participation ma question-and-answer lorum]. Barey schuzves the same
alFoes b chod Ui back and Lot betwesn the namative and the dramaric segiments
with (heir different Lemporal framewarks The periclic S8 fam postear
lestranras 0 presear Inframures gnd back andin biur the strict ieanty ol bame
Also withineuch maior scene iself, there arg other devices thal serve to alter the
temmaaral frcis aid nersnective e plays-within-s-play found in Scenes Land 11
easantally reenact situations from the distant past and thas may be considered as
-|i.=:'-.I|:!:~;L~. aftinesr ine. The ritualiced gestiure of remennbering indulzed in by
seactivalle all of the characters ¢ [emember when 77 ik the mast often repeated
theturical cueston in the ulay) likewase changes the ferr ol focus fomm the ton-
mediate to the distant. from the now ta the then. Thus, ultimatery, i both plays
B s e Jomger just historisal and linear hut cyehual and E_'-»-'eil 5L11111]t.au':,\?u5 ithat
w the virions temnosal dimensons v L siltamens existence). Time hias been
redefined and reconstibuied.

Thete are. or course, siructal differences bebween the plays. None is
more cmphatic shan the treatment of gebone Char Yo does not raise in the
mitial wel any ane paoicular E50E which 15 then ?'-‘l'-'JE':tE‘d ta all manner of
complication and confrary influsnce, and resolved inthe end. 1o other words,
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there 15 action but there 15, strictly speaking, no plot or no sense of a cause-and-
effect progressionunderlying the action. The action consists of episodic vighettes
dealing with ordinary incidents and situations in the daily lives of the townsfalk of
Grover's Corners  The incidents themselves are guite loosely connected and do
not immediately present a strong sense of unity and direction until the Stage Man-
ager reveals their organizing principle in Act I1, which is that of the human journey
from birth to death with all its accompanying social nituals. Once seen in the
context of man's archetypal ntuals, these episodic ncidents acquire a new coher-
ence. The choice of specific action in Gl Town tends to be elemental —growing
up, falling in love, marrying, having children, dying. The incidents in their recur-
rence and changelessness suggest the etemnal and the universal in the human con-
dition

In Parirait, on the other hand, action can be mapped out m terms of a
clearly defined 1ssue which is introduced early in the play: the pragmatic
efforts of the Marasigan sisters to cope with the mounting economic and
moral pressures being exerted upon them Specific characters in the play
work to influence the sisters’ reaction to their dilemma; whether or not to
exchange the pamnting and the family house for some financial secunty. This
limited pragmatic issue, however, reveals increasingly wider moral implica-
tions. The journalists and the socialites come n and explore their reactions
to the painting, thereby defining not only their moral relation to the painting
but afso to the values symbolized by the work. The eventual decision of
Candida and Paula, therefore, can no longer be viewed as limited or inconse-
quential because it 15 firmly tied in to the general moral crisis of the Filipino
people who are undergong a radical change in their soctal order and in their
maral orientation. The question of economic survival and moral compro-
mise 15 kept in the foreground, it is relentlessly pursued against the human
drama of struggle, temptation, betrayal, and hope, until it 15 finally resolved in
Scene 111 However, unlike the action in Cur Town which becomes a univer-
salized reflection of man in his bving and dying, the action mn Porfrai 15
generalizeable mainly as a national, not universal, experience. lts roots are
too deeply entrenched in the soul of Philippine history and social order to
aliow a much wider thematic impact. Both plays end with a strong sense of
finality in Clur Tonert because the action has moved full circle, life ending in
death, but an end which iz also a beginning; in Porfrait because the man
conflicting forces have found their resolution in the moral victory of the pro-
tagonists, Candida and Paula, and the defeat of the antagonists. And finally, in
both works the narrator-zctor functions as a unsfying or a framing device by open-
img and then closing the play.

There are other more localized similarities. Both make allusions to war
as & recurrent human reality: in Wilder the French Revolution and the
MNapoleonic Wars, the American Civil War, and World War I, in Joaquin the Tro-
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o Y the varicis Philippine “msurrections” azamst Span ard the Lhcted Srajes
g World War L Honwever, war i Clir fnvm remains a distant reality. impmg-
e on the fves of the tewnstolk of Grover's Cormers anly peripherally

Fust ag
Enshy embadies all the rich possibilities of wirhood and_later wirlnianhood Jae
Crowell stands for the touching fess ot every war dead whose dregms. known
aaly o his taomily and loved ones. must Le stillbor ma grave that 1s often un-
marked and in a land that s far away from his home & laking one vepresent the
LY is & svmbohe or an exemplar, slratizmy WTlde repeatedhy uses in e foaa
Partly for that reason, Wilder 1s content with a less Jireet and more linuted treat-
ment of the 1doa of war becavse the single instance already suppests the universal
popenence. oreover, war 1tsclt constitutes anly ane aspect of the total realiry of
mar. Thus, it cannot be allow ed to usump the play's themaric tocus

in Poreraer, on the other hand. war 15 a more Gilly eabzed metaphor Bar
the more! crisis and the collsion of values mthe Piilippine societs as well s
nthe cutside world  This mora!l disequilibrium permcates the atmosphere of
the = iay. anel the war, which 1 the universal mamlfistation of thar disequilibrum,
ha-.~_'.11|1.'_.:1~. igible hut unmistakable presence All the characiers are well aware
Wits threat and constantly allude 1011, although same reect to ot with seem-
inw terkless bravado By constantly talking abour i, they bring the war which
|F~-h:'f‘.'-ing putside into the warld ol the drame proper Th:.wat tselt u. ek
nassic 2 realily whose presence 15 effectrvely bamished by Sunpiy 14n00ng 1t
it is higlly active: it irudes into the world of the characters withoul mwita-
i In Aot | it reapprars in the guise of the air-raid siren
atternpts at human commumeatinn. Thus, these visual
war totally dommate certain pemts of the play anc
« of the image of war in the theme of for-
ettt Tndeed. 1l s the rothiessness of war which ulimalely proves stranger
han the moral comvetion and spiritual superiority of Don Lorenzo anc his
dauuhiess they aflerall were destroved by the war Omly Bitoy, the remem-
her amana the rubble, is Jeft to rebuid the G ol lna E'_*”"E"-’* ‘-;'“h “"' .?Tnfi
The sadmg suggests man's ndestructinle will for survival and rencwal a:

' a4 ' iz not lost Thus, despile
lone as the artist can seill sing and drearn. all hope s oot 1o ul
% Parirait s ultimately a celebra-

comveys an end which

Lion and ceremony.
wiile D dronwns out any
antl zunn extensions ol
amphatically sugoest the cepcrahly

its elesige lamentaiion over a vamshfid pist, 2
' ¢l Jives, despile Emily’s death,
assibility of new hemnnings o ;
poevrrent melit e foave laman joyvs

unn al hope, sl as
15 pregnant with the p

In hoth plays. religion 5 ||5:..'a;|.=:'-5 !
and surmowes are culebrated as religoUs
Bewivent the church likewise plays a role e mar
sisters by strenuthening their rc“”m:“f:-'\"t Becordilh e e e
'::il.{|ll::-|l"_..:l *.-'EL||JJ.::I.If[|1I: aast Scene L Lo examrle l"-=”_-‘~F'!L “Lﬁl_l-"\ ~t"I'-ﬂ-"" mm *l
refireniee Lo the <sters having heard the Sunday Mass I.:|_L. ||||.!IJLL5 { fl.-,ll. !1p|nfLa-=:
reaffinmation Mareaver, the play clmases th the rehgous procession ol La

ceremames baptism, wedding, burial In
Latrugele ol e Rlarasigan
e L spanial LRomir
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Maval de Manila, wlnch 15 a celebranion of a people’s spinttual comimilmeny. Dap
| orenzo’s emerzence from hus self-ewile corncides. not ecadentally, with 1he mupral
victiery of his daughters and the processwen self and, thus, takes on the implica-
tean of refinous rebirth - In G fenere relizions vmns thread in and ot of e
peopke's ves ke 2 refrain Appropnately, the bymn “Blessec Be the Tie thar
Binds" in peritcular accompanies the people n thes jaurney fram the cradle to the
wrave, a jaurngy made less lonely because shared as a communal experience
There are other songs, religious and otherwaze ~ Are Thou Weary, Art Thou Lan-
cd” 7 Lave Divane. Al Love Excelling,” Handel =" Larza,” and Mendelssabn's
Wedding March 7 In Porrai Don Perico laments the coming “Day of Wrath”
b singzng Thes trae, dies e as though in g reguaem mass and the procession of
La Maval de Mamla is accompanied by the Gavotta Matcha Processional [ Secular
itnsie sl wsed 10 charpctenge people: Teny plays the “Vereda Trapieal”
Susamand Vielet sing the “a-tisket, e-taskel.” amil Candida plavs the waltz from
the Mdeeny Hidene onthe plano )

L fresth plays there are references o Marast questions. TRIs 15 espe-
cralfy trae witk Poerrad wherz the journalists in scence | engage 2 orotracted
disgussion orexpienaton and the bour gemsie, revolution and the proletanal In
i feaviethe question kevelod at Mr Webb by e Yann the Audi o makes
amere genend e no less anmistakable. reference o Mamast issue “ls therena
cne in town wware of secizl musice and industrial imegualiey™ The issue ad-

lressed By the question s abwrensly nol e central themane concern ot Wilder who
deliberately retuses 1o explore Lthe complex rmilications ol the issue But this
hrefreference te s contemporary sociel problem mdicates s awareress of the
problem and may alsobe seen s n partialzetond o the cobiczm ol ke S Ta wst
cribwe Whichael Crold who, o arche, bones Wilder to task for ks fack of social
comscioEness sk el works as D Cabeder (193600, fhe Anged thert
Poogefsfoel s Whenree (10280 P Sradpe of Sere Lo Moy (192400 and e
e ead et 1900 The mere extensive reatment oFsarsst declewy m
borapuenn roay b e apprepsate. Withots Lareely asnoultural sconom, the Phil-
e rends o be dvided betwesn o smal handiul of neky wnd pn_'u'ﬁ.::rl'l,ﬂ fandloriks
wohe o P vast racts of wreble lang in the conmzy and the masses of smal'
teni-tarmers who wots the kizd el wer g share of the vield. enough oo alln
e 1o ot s subaistence e e nor L'!ll*ll;|l i alioew Hhemso dibserale them-
selvies completzly rom whitelonz duprn;]-_'r.ru or the landlerds' land and money
Whnsaan theretore: has exer=l acerar desperate gitrachipn {0 the Filipme paor
whopercovenit e provis: tor ther econamic bheration The jourmahsts” I::':.'[_"]'i:"
'i.'lr.;.-."l'l '.'I.'.l"n larist |":"|I=i'-'-i|'l|:'|'|".'_ E‘-_._‘:".'E"-. B ||;_:1__-3_'. ot !'E-ﬂ“:-. o h,g_l,-n.nd rj]g bj_[p-E'l'_ELljJ“_'l
afchehes amd shiwans Whether this s loagquin's critoso of those peaple whise
wnderstarche ofthe ideniogy s anly shin-teep and whise espousal of the cause
b Based anwhat s fashiomeble, or tis 15 Joaquin's rejection of the viability Uf_H
“amast solution tr Philippine soc o-econamic orohlems seerms unciear His

177
-




e

JAIME AN LIM

P

smibivalence toward the issue is reflected in the fact that he depicis the posturings
af the journalists as basically a parady, even as he recognizes the validity of their
anger and CyTiCIST Incidentally, both plays use an editor as a character. Mr
Webh with his Grover's Corners Sentine! and Pete with his Dauly Scream. The
chaice of newspaper title in each case is very telling, The idea of Seniinel evokes
something dignified, trustworthy, and vigilant, the Daily Scream, on the other hand,
s a definite parody of the journalistic predilection for cheap sensationalism and
partly defines Joaquin’s attitude loward the jou rnalists. Thisisironic because
Ioaquin himselfis a professional joumnalist and Bitoy Camacho, who really carmes
on Don Lorenzo's vision, is also a journalist
Both plays make an allusion to Jame; "oyee's Morirarf af the Arfisf ay a
Vonirng Minr (1916)  Joagqumn's choice of title for his play immediately forces
this relation  Althouwh this title is commenly used by pa inters for their self-
portraits as Don Lorenzo is apparently doing in the play, the allusion te Joyce
is abviously intentional, A common thematic preaccupation clearly underlies
both novel and play: the artist’s uncompronising dedication to his arl and his
convictions. As Stephen Dedalus says "1 will not serve that in which [ no
longer believe whether it calls itsell my home, my fatherland or my church
and T will try 1o express mysell in some mode of life or art as freely as | can
and as wholly as | can . . " Don Lorenzo in Mertran has essentially made the
same commitment and is now suffening the consequences of his decisien. Inter-
estinuly, Don Lorenzo 18 using the very weapons that Stephen has apps opriated
fiar his defense: “silence, exile, and cunning” Wilder 's allusion to Joyce's novel in
{ v fewn 15 very slight and certanly not comparable to the more substantial debt
ol Tus Sk of Chr Teoth (1942) to Joyce's Finnegans Wake (1934 The allu-
sion simply consists of an expanding device reflected in the manister 's letter to Jane
Crofut which uses an address that starts oul with Jane's pame and then progres-
sively broadens the spatial context to include the town, the county, the state. the
country, the continent, the hemisphere, the planet, the Solar System, the umverse,
and finally the Mind of God  Thig device is found in Joyee where Stephen has
writien on the fivleaf of his geography ook the followng

Stephen Decalus
Oleaxs of fdemenis
( torgowes Wood College
Berllins
{ ety Kildere
Fredand
EFHT.IFE
Fhe orid
The Uiniverse
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Az i Joyce, this device 15 used 1n Chor Teneni to sugeest the aweso g jr.
mensily of a Ciod that must encompeass all elements ol His creation (One af |he
tewns ang around Mt Manadnock by Grover™s Corners s called Dubim)

loacin’s use of literary allusion end reference is, understandably, imuh
more extensive than Wilder's becacse Porfraiiis parlly an examinetion of |ha
ariistic heritage that 1= implied m (e Soarish past aswel &= inthe American
present. The rore obvious references are the followine, oo particular
order: Virgl, Homer, 5t Avgusting, Acuinas, Denle, Srakespeare, Calderen,
Iznne, Byron, Victor Huge, Smclair Lews, Yeats, Elios, and Hemingway  Asic:
from the literary references, there are also athers of s move pelibeal or bistarical
nature Masx and Troeskoy are closely related to the journahists” discussion of
Marast ideology Certum histancal fimares whao plaved sigpifcant rales in the
Pl ppane res :_ﬂl.'l:]r_u,'_—i_n-:éudfu_-_'_{ Fazal, the Lung brathers, Againalds, Ml Bila:
end Lopez Jzena—are reterred o a5 contemperznes of Doz Lazenza. Thes strar-
euy & used 1o eveke 4 sense of texture with the vasous hastorica. and erere
references funciiening as countecpaines, nthe zunor key, o 22 i Lhesree of the
[l

Wilder alsa uses g varery ol relirences to define the culvarel climace o he
town and to endaw 1t with a sense o hstene the Bible, Rebimson Crasos
Shalcespears s plave, the New Yok Times, the Cansntuton atthe Untad Siates,
the Treaty of Versalles, the Lindoere Qighr There are alsr ndinect quota-
tons from Shaw end teom Edgar Lee Masters,

Three of the most enportent paace names in irerature and history are townd
il e o and Sertega Babylon, Gresce, and Beme. Wilder relates Growes s
Corers to the ancent world ciies by underscanng thesr fundamental similanty:

v the Staee Wanaeer peanls ol the people inancient Babylon want throaghche
s dhanly ravadizes and social oiluals that the Wells and the Cibhses are Taliew-
v, facher and childres come home at e end of the day, smoke goes up the
chimzey, mother cooks supper, ey e, and then they ae o bed - Kething much
Fs whamered essenvaly Greece as well as Hemer's Sied s ol course sag-
ceated by the Tronan Wi whecknig e Brcsurnund of Don Larenea's _'.m'.l'llil'lf__',.
R s kewise suspested since s the cay that Aenaes was desoned o buld iz
Vinal's deswsid Toan exent, 1he destuny afthe Two grlies conlime o ne gl
e cestrieton and renewel of Intramuras Joagain s crearment of Babylor,
however emphasizes the contrzst between the past and the present, insteac of
therr esserina sinmiarty as Wilder ks dene In Porivan the wdea cf Behylon-
e of lzss equated wath & glonens past or legacy which bas seanebaw bevoms
ol b the maedemm weds Thuas, the Marasizen sisters see themselves 4

Babvlormans™ “We canonly cateh rats and speak Babwloruan. What place

et fow ws in the werld™ Den Penca smegkes the same unhappy ohsecvalon
b U les dying lasouags and the ingbihty of the ald and the new gencranon 3
spu s Barench olien g common languaze " Who amaong the yong WTTHErS M
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can read my poems? My poems may as well be written in Babylonian!™
Intioth, the references and allusions to various literary and historical ele-
ments—works, events, and personages—point to sources external to the plays
and, therefore, serve to breach any sense of self-containment As Szondi has
pointed out ea rlller. these are the very devices which reflect the * epic” theatre
hecause they a‘_lI:Il"-'EEj-." undermine the absolute or primary nature of the work. Refe
erences, allusions, and quotations are like fittle fingers painting outward to their
orgimal sources  The historical context is, of course, central to the theme of Por-
frant. But evenin (e Town, the recurrent estabhshment of a direct connection
between the events in the play proper and the events in the “real” world creates a
sense of “reality” in the play Realism, which Wilder exploits through his use of
credible commaonplace characters speaking a common language and acting in or-
dinary everyday situations, remains animportant dimension of the play because it
15 this quahty which anchors it firmly to & umversally recognizable world
Motwithstanding the apparent thematic differences in Wilder and Joagun,
the wealth of structural and localized similanities between Chr Tevyr and Par-
frenf invanably raises the question of Wilder's specific influence on Joaguin
The wentification of strong sinnlarities between two works does not auto-
matically establish a direct influence  The two authors may have armved at
the same conception and execution mdependently of each other. Or they may
have denved ther common gualities from a third outside source Or their
commaon elements may be archetymeally conditioned, elements permanently
avatlable in the imaginative reperlory of man's consciousness.  Any of these
carcumstantial confisurations 15 possible
Histonical evadence, however, would iitially suggest some direct, or
iwdirect, conmection €Aue foavn was a Broadway lutand a Pulitzer Prize wanner m
1938 This Gact 15 crucial Because it sugeests that they play had generated a solid
popular and critical reputation i the Umied States and, conceivably, a corre-
sponding cunosity of interest among those imerested in Amenican drama outside
the country Joaquin’s Mortran was witten in 1945 There is a good seven years
wlich separates the two plays The reputation of a Eﬁ"ﬂtl’fﬂtﬂd play like f*f'”“'
Jonin should have taken less time than that to ¢ross the Pacific Ocean and arrive
it the Philippmes Since Joaguinis widely-read and l.l-..|dei.y-'trw:[¢ﬁ (b has been
1o the United States several times), the possibility of his being exposed to Wilder s
O finonr before 1945, in an actual performance or in book form, is highly probable
The Philippme reception of Cur fonn has been senerally warm and ) enthu-
siastic it has in fact been “adapted” into Pilipno by Onofre Pagsanghan in Do
P Ser Amin, Rolando Tinio, a Filipino writer and cntic. considers (e Towir as
ane of the dramatic vehicles which have made a “satisfactory impact” among
Filipine theatre-goers and, one would imagine, among Filipino pl&}"nfmghtﬁaswell
But this characterizes the play’s general and current reception, it does not say
when the play was first produced in the Philippines, nor does it specify how it was
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These last questions are more crucial in estanlishing a direct
i and Pariraic. Generally. Filipino playwmights oo seel
inspiration from Weswern playwrights, as EﬂUThEFEIJ.ir-_‘..'I.;I'lﬂ- ot hﬂ_;;.uhfwu od And
s reasonahle 1o suppose that Wil d_er could !13\-1:: neema pu-te:nn.al mﬂ\.u.h-_l-,,:,,E -
Joanuin, However, all thas ranminstqghl}- :.:_::-nje.:.::mml The L?u:l_:_l;l'_'[gﬂ E':F”].LLLE!-]EE
wan be decided unequivecally only if speeific facts are established 2nd sp eeilic
.:|~.JL' gians are answered Was Tnaguin actually L'_‘-'.FIIQ!-RE-'E[ to Wild g;’g_ play. in one
fiorm or anothar, betore he wrate his ."-‘urf_r.:rff ATh i the muosl cru Lfﬂ] questio I
And this question could bs resolved hest through 2 direct 51.3‘-.1.-1_11(::11. from -Tj'f'ﬁr.‘[mn
himselfand through actual documents (2a¥, newspapar clippings indicating the

recesved moally
relation between Ly

date nfthe first production o ¢ Teverrm hlamla ) which ""f'*:?'“ld help establish (he
facrual and direct connectinn benwesn Lhe DD w price. Laviime such dooements
here i the United States. ane refrans Fom any definitive assertion sbaur the
inffuence of Wilder on Joaguin

This oroblesis compranded by the pussibility that the influence imght heve
heer indirect Porirair has 3 wore omvious affimly with Tennessee Williams'
(ilenss Mengere (19451 Again, like Gor Jows Williams became an eimast
metantaneous Access, and ke Wilde's play, 1 enjoys & similer warm reception in
the Philippines. 11 has alse been translated inte Pilipino as fawrarng Krigiaf by
Rulando Time 1 he struelural effimtes between Williamaand Joaguin are striking
lve wse @ parrater act o who plavs practically o eniical males mboth plays (William's
Tomand Jnaguin’s Bitoy), both ars “memany™ plays aroveang out of the nund of 4
ceniral claracter, ath eve bwn women sharacters who are trapped in the hope-
lessness el their present and inthe tenuousness of their fature and dreans {Amanda
aral Tatrs 1n Wilkizmms, Candids and Paulz in Joaguin}, both employ a character
who, breily, susnssts the passibaliy of Ailfllment (Laura’s gentlemen caller, lim,
“he sistess' Principe de Asturias” in the person of Tony, their lodger), both use the
picture of the sbsent Gather as & svmbol of an uncempromising commigment o 2
specfic wheel el llestyle, poth employ the detarl ot a hght billnet being paid; nath
oivethe physical darlness some svmbalic sipmiticance; hoth acknowledae & “fourth
well ™ and then procesd to breach it, both make use of pantormme and natural
el corcrete props and absent objects  All these elements strongly supgest a
direct refaron between Wilkams and Joaquins, hut again the lack of facrual ov-
tenee Telating o Joaguin s expasure to the play preclodes a maore dofinits state-
ment about any direct influence. William's (Hass Afepagerie, however, has been
patenzhy influsnced by Wilder's Our Toun. Consequently, to the catent that 4
direct relation can L established botween Williams and Joacquin, an inchrect influ-
2nie by Wilder on Joaguin can also be implied

But one thing is eerlain: the terlencies of the Open Vorm found inMorfrail
aTF ..".;;t derivable fiom Wilder alone. | 'he actal strisciural inspiration and soUrces
ol t-:'-tE.I"lii'_," may be closer o home A brefinak al the pupular Philippine dramatic
Tadimonindicates that o 15 relavely e xpressive of the Open orm, Far nstance.
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the Passion Play or the Cengenda, which 1s ahill performed today in the country
during Lent, derives from the medieval liturgical drama. The moro-micro 54
blood-and-thunder type of drama dealing with Lhe victory of Chnistians over infi-
dels, the clown, one of its stock claracters, “weuld make satincal comments on
Lhe play, and might even, if he dared, criticize the town officials.” The 2avsnel,
which is recently enjoving a popular revival, 1s clearly a direct spprapriation of s
$panish and llakan dramatic form from the sighteenth and nineteenth cemuries. As
nne crtic descrbes it

The serztieda at ite best resembles a good reve, With msic, dopces,

songs, acting, slapstick, and o bt of a plot afl theenwn dosether. Al
ihe shighfest provacation, here, Reroie steri father villain, and all
the nther stock chargolers bupst e Song.

Anid finally, the vandewille, which reached the height of 1ls populanty during the
305 and 40s (arcund the tme wehen Jodogquin was writing the Movirdaif), 15 mnother
extremely theatrical dramatic form combining pentomime, dhalogue, seng, and
dunce Allthis sugeests Lhat the strugtural b sig of Feeeais parily derives from

the papular dramatic tradition of the counlsy Jonouin's use of these old elements

and practices has made them new H D,
wWinler and Joaqum each in his own way has created o wirle that 13 a

uninue expression ol persanal vision anel at {he same time an expression thal is
o main iradinens of Western drama. Their thematic precooupa-
Bul both plavwrights share a commeon tendancy towweard the
Open Fornin their treatment of dramatic structure. In
woth, the choice ol form enhances wnd clarifies the theme, 1 hoth farm creates,
and hecomes, meaning Wilder starls out with a presentaiion of an Amerncan
o Carners. But by focusing on the elemental patterns and
rituals that attend t he people's livang and dying, he mansges 1o transcend the frile
and sugzest the universal in man—what is true for all men cverywhere and always.
Joacuin, ke Wilder, begins with a narrow context the attempts ol one Filiping
family to come to §rips with the changing ceonomic, social, and moral realities.
Rut Joaguin also sugLests a progressively expanding mp lication by repeatedly
relating the cxperence wlthe family t1 1he wider historcal, literary, religious, and
mythologzical experences. Thuzs, in Joaguin the ndividuai also becomes more than
tanlf it bewins to embudy a national and possibly even auniversal reality. The
QOpen Form is eminently a vehicle of such an expansive vision. Inboth Cher s
and Poréreil, the vision has found its cxpresaive realization io the form. Thisis
altimatcly the special achievement of Wilder and Joaquin in their plays.

firmily rocted m th
tions are rot identical
epic theater and thes the

experience in Lrove
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