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This dissertation is a study of the literary representations of the Philippine 

Revolution against Spain and the United States which took place at the turn of the 

nineteenth century.  The literary work of select Filipino historical novelists featured in 

this study is both a political and moral call for national unity around the iconic symbol of 

the nation that has endured to this day: the Philippine Revolution of 1896 / 1898.  Similar 

to nationalist historians, historical novelists write the story of the nation.  Through 

national homogenization, these novelists create notions and visions of a nation that 

gesture towards wholeness and unity despite what is known about the Philippine social 

system: strong family, kinship, and ethnic ties that underlie the propensity for 

fragmentation which in turn reveals itself in recurring factional politics and regionalism.  

The homogenizing tendencies of the Philippine historical novel to address disunity are 
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revealed through chronotopicity (the novelistic time-space organization) and 

intertextuality (the interface between the “fictional” and “historical”).  The historical 

novel then assumes a form that deviates from the time-honored European norm of 

“seamlessness of fact and fiction.”  In fact, these novelists expose the seams between the 

“fictional” and the “historical,” such that fragments and chunks of the historical record 

are visibly imbedded within the novelistic text.  The novel itself becomes an archive: a 

repository of the nation’s history for present and future generations of readers and 

citizens.  Thus, this study is about “revolution” in three levels: the literary (formal), the 

historiographical (the writing of history), and the political (nation-making). 
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Prologue 

 

The turn of the twentieth century was a fascinating time in Philippine history.  It 

was a time when the Philippines was framed, like bookends, by two empires: the old 

declining Spanish empire and the new emerging American empire.  Paradoxically, this 

beleaguered position of entrapment propelled the rise of the Filipino nation.  Expedited 

by a “native” anti-colonial revolution, a nation was carved out of the convergence of two 

Western empires in Asia.  While this study is about the emergence of notions of the 

Philippine nation as a reaction to dual colonialism in broad terms, it specifically focuses 

on the literary representations of the Philippine Revolution(s) of 1896 and 1898, the 

revolution(s) against Spain and the US, respectively.  As an event, the Philippine 

Revolution, is in itself a dialogic unit which requires a chronotopic (time-space) 

examination: is it one or two events?  Because the Philippine Revolution of 1896 against 

Spain flowed and even overlapped into what is commonly known as the Philippine-

American War of 1898 as perceived in these literary representations, the term “Philippine 

Revolution” is generally used in this study to refer jointly to these two wars against Spain 

and the United States, unless the Philippine-American War of 1898 is specifically 

referred to.  

Contemporary Filipino historians often view the Philippine Revolution as a 

landmark event for the rise of Filipino nationalism.  It is the hub of the formation of the 

nation that gave rise to the short-lived Republica Filipinas, known as Asia’s first 
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republic.1  More importantly, the Revolution has also become the epicenter around which 

continuing understanding of Philippine nationalism revolves to this day.  As such, it is the 

subject of a number of Philippine historical novels.  Through authorial interviews and 

close reading of both well-acclaimed and relatively obscure Philippine historical novels 

written in English, from F. Sionil Jose’s Dusk (1998) and Linda Ty-Casper’s The 

Stranded Whale (2002), to Jose Leveriza’s KKK: Rage in Our Hearts (1988) and Gloria 

J. Palileo’s The Indios (2014), this study examines the shifting meanings of and 

perspectives on the revolutionary movement of the 1890s that have been represented or 

evoked in Philippine literary writing from the 1980s to the 2010s to acknowledge a 

particular form of historical novel that has emerged, which this study calls the “archival” 

historical novel because it is characterized by intertextuality not only with orality but also 

with the archive.  By archive, this study refers to the library of historical records or the 

repository of written records of the past, in this case, those of the Philippine Revolution 

of 1896 / 1898. 

The body of literary writing featured in this study is written by novelists born 

during the same era of the 1920s-1930s when the Philippines was under “colonial 

tutelage” and a commonwealth under the United States, years before the United States 

granted independence to the Philippines in 1946.  Educated in the American educational 

system in the Philippines and/or in the United States, F. Sionil Jose, Jose P. Leveriza, 

                                                
1 See the work of Filipino historians, such as: Teodoro Agoncillo’s Revolt of the Masses 
(1956) and History of the Filipino People (1967); Gregorio Zaide’s Philippine History 
and Government (1974); Renato Constantino’s The Making of a Filipino (1969) and The 
Philippines: A Past Revisited (1975), and O. D. Corpus’ two-volume The Roots of the 
Filipino Nation (2005), among others. 
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Gloria J. Palileo, and Linda Ty-Casper (hereafter referred to in this study as the “subject 

novelists” and their novels as the “subject novels”) are fluent in English, write in English, 

and do not write at all in any local vernacular language.  More importantly, these writers 

have heard stories about the Revolution from their parents and grandparents, have 

witnessed and lived through a broad swath of Philippine history, have read state-

mandated literary and historical texts, and have been socialized under conditions of 

official state nationalism, colonial and post-colonial.  Because they are products of this 

particular historical time, they have become articulators and spokespersons of the nation 

through their novels, lacing their fictional narratives with fragments of oral family history 

and segments from historical and archival documents.  

A nationalist school of Philippine historiography is prevalent in the Philippines, 

the leading figures of which are noted Filipino historians Teodoro Agoncillo, Renato 

Constantino, and Reynaldo Ileto, whose books are required readings in many colleges 

and universities in the Philippines.  As Constantino writes in The Philippines: A Past 

Revisited (1975): “A people’s history must rediscover the past in order to make it 

reusable.  In our particular case, history should show how a nation was born where 

previously there was none [italics mine], and how the society that emerged suffered 

drastic changes and continues to change despite the apparent continuity.”2  Agoncillo’s 

The Revolt of the Masses (1956) takes the perspective of the masses and their role in 

national formation, a theme also reprised in Reynaldo Ileto’s Pasyon and Revolution: 

                                                
2 Renato Constantino, The Philippines: A Past Revisited (1975) 9. 
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Popular Movements in the Philippines (1979).  Influenced by Agoncillo, Constantino 

contests the value of the work of earlier historians whom he considers are captives to 

Spanish and American historiography, 3 not to mention the American historians who 

wrote the history textbooks on the Philippines for the American schools in the 

Philippines.4 

American historian Glenn May criticizes the nationalist historiography of 

Agoncillo, Constantino, and Ileto because, in his view, it distorts the past.  He points out 

the “dilemma of nationalist history:” due to a historian’s commitment to the nationalist 

agenda, s/he may take liberties with historical evidence that hampers the objectivity of 

scholarship.5  Imbuing nationalist meanings, intentions, and motives to actors and events 

                                                
3 Constantino may have referred to Filipino historians who were born, raised, and 
educated during during the colonial era and thus primarily influenced by American or 
Spanish historiography: Rafael Palma (1874-1949), who wrote Our Campaign for 
Independence (Manila, 1923) and Historia de Filipinas (Quezon City, 1968); Teodoro 
Kalaw (1884-1940), who wrote La Revolucion Filipina (Manila, 1924) and General 
Gregorio del Pilar: El Heroe de Tirad (Manila, 1936); Leandro Fernandez (1889-1948), 
who wrote A Brief History of the Philippines (Boston, 1919) and The Philippine Republic 
(New York, 1926); Conrado Benitez (1889-1971), who wrote History of the Philippines 
(Boston, 1926); and, Carlos Quirino (1910-1999), who wrote Filipinos at War (1981) and 
The Great Malayan (1940). 
 
4 See David Prescott Barrow’s A History of the Philippines (1905); Fred Atkinson’s The 
Philippine Islands (1905); James LeRoy’s The Philippines 1860-1898 (1905); Murat 
Halstead ‘s The Story of the Philippines (1898), Emma Helen Blair’s and James 
Robertson’s monumental documentary history of the Philippines, The Philippine Islands: 
1493-1898 (1906); and Dean Worcester’s The Philippine Islands and Their People 
(1898) and his two-volume The Philippines Past and Present (1913). 

5 Glenn Anthony May, A Past Recovered (1998) 3.  
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mars objectivity.6  However, as Hayden White notes, the writing of history is an 

inherently subjective and biased process, particularly in the writing of the “interpretation 

of facts” by the historian.  For White, while a fact is an existential statement, the 

interpretation of facts is a form of fictionalizing,7 subject to the historian’s predilection 

and biases.  In this study, “history” is used broadly to refer to the past based on the 

known historical or archival record, while “historiography” is used to refer to the 

interpretation of the historical record or to the methodology of writing about the past.  

Thus, the writing of historiography as a representation of the Philippine Revolution by a 

writing subject, whether a historian or a historical novelist, is never a value-free or 

neutral process. 

                                                

6 The nationalist slant in Philippine historiography seems to have been reproduced in 
Philippine literary history and criticism, particularly during the period before and after 
the centennial of the Philippine Revolution in 1996.  Nation-centric literary anthologies 
were published, such as Elmer Ordonez’s Nationalist Discourse: A Centennial Forum 
(1996), which was precisely published to commemorate the centennial of the Philippine 
Revolution, and Bienvenido Lumbrera’s two-volume Philippine Literature: A History 
and Anthology (2005), which as Lumbrera states is an “overview of Philippine literature 
as this has developed in the course of our growth as a nation [italics mine].” 

Literary criticism which offers a nationalist discourse also predominate, such as Jaime An 
Lim’s Literature and Politics: The Colonial Experience in Nine Philippine Novels 
(1993); Maria Teresa Sicat’s Imagining the Nation in Four Philippine Novels (1994); 
Caroline Hau’s Necessary Fictions: Philippine Literature and the Nation, 1946-1980 
(2000) and On the Subject of Nation: Filipino Writings from the Margins 1981-2004 
(2004); and, Ruth Pison’s Dangerous Liaisons: Sexing the Nation in Novels by Philippine 
Women Writers (1993-2006)  

7 Hayden White, “Historical Fiction, Fictional History, and Historical Reality,” 
Rethinking History 9. 2/3, (June/Sept 2005), 147-157; “Question of Narrative in 
Contemporary Historical Theory,” History and Theory, 23.1 (Feb 1984), 1-33. 
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This study argues that historical novelists are in fact interpreting the history of the 

Philippine Revolution in much the same way as nationalist historians do.  The subject 

historical novelists, like historians, write, unapologetically, within a nationalist or even 

mythic national framework while following literary conventions.  By “nationalist,” this 

study refers to how these novelists subscribe to a discourse that lends a unitary (i.e. 

national) geographic scope for the Philippines despite its insular divisions and inculcates 

sentiments towards identifying as “Filipinos” despite regional differences and the 

existence of a multiplicity of languages and ethnicities.  By “mythic,” this study refers to 

the notion of nation as an invention, creating a nation-making mythology.  Through their 

literary work, the subject novelists attempt to unify and homogenize an archipelago of 

over 7,000 islands, with over 200 languages, and hundreds of diverse ethnic and racial 

groups, to imbue the Filipino people, their readers, with, in the words of F. Sionil Jose, “a 

sense of history,” a heroic sense of self, and a sense of peoplehood and nationhood.8  

They contribute to nation-making by instilling what they call a “love of country,” a 

phrase which often denotes the overlapping convergence of patriotism and nationalism, 

and by espousing a national, rather than a disparate or regional view, of Philippine 

community.  They attempt to bring the nation together in the act of reading, in much the 

same way that their families gathered together in listening to the oral stories of their 

forebears. 

                                                
8 F. Sionil Jose, “Notes on the Writing of Dusk (Po-on)” in Dusk (1998), the US edition 
of Po-on (1984). 
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Secondly, this study argues that the nationalist intervention of these historical 

novelists is done in ways that defy or deviate from the European notions of the form and 

aesthetics of the novel.  The literary work of these novelists are re-shaping and challenging 

the form of the European historical novel through their interweaving of the oral and the 

archival in their fiction.  What is quite outstanding about these novels is the overwhelming 

presence of the archival such that “history” (i.e. documented or archival) is often not 

dissolved seamlessly into the fictional writing.  History appears visibly in the text as an 

endless chronology of dates and place names or as chunks of archival text embedded in the 

fictional text (whether plagiarized or paraphrased), flaunting its very intertextuality with the 

archive.  As such, they defy the European notion of the novel, such as those written by 

Austen, Balzac, Flaubert, Scott, Zola, where history or politics are seamlessly interwoven 

into the fictional text. 

The reference to the European novel in this study is an important one in relation 

to the origins of the Filipino novel, of which two strands of development are known to 

have merged: the local development of the early prose writing, and the later novels which 

drew from the European novels, to which Jose Rizal’s works are considered to belong.9  

What is often considered the first “Filipino” novel, Rizal’s Noli Me Tangere (1887), is 

European in many ways.  Not only was it written in Europe (one half in Madrid, one 

fourth in Paris, and the rest in Germany), published in Berlin, and written in Spanish,10 it 

                                                
9 Resil Mojares, Origins and Rise of the Filipino Novel (1983). 
 
10 Mojares, 139. 
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has strong European origins and influences, particularly of Spanish novelist, Benito 

Galdos and other European realists.11  As a young student under the Spanish educational 

system at the Ateneo de Manila, Rizal learned Spanish and Latin and read European 

literature.  He read Chateaubriand’s Les Aventures du dernier Abencérage in Spanish and 

the works of Alexander Dumas.12  In Madrid, Rizal apparently spent his meager funds to 

buy books, such as the works of Eugene Sue, Victor Hugo, and Dumas, three of the most 

popular French writers of the Romantic period.13 

Rizal’s Noli Me Tangere, an anti-cleric novel, draws from the anti-cleric novels 

written from that time period in the nineteenth century: Eugene Sue’s The Wandering 

Jew (1844), which Rizal read in 1884 while in Madrid14 and Benito Galdos’ Dona 

Perfecta (1876).  In terms of plot, literary critics have noted strong similarities between 

Galdos and Rizal’s novels.15  Rizal brought home to the Philippines his book collection 

from Europe.  Among French writers, he brought home ten texts by Sue and five by 

Dumas and also the works of A. Daudet Hugo, Lesage, Voltaire, and Zola.  Among 

English writers, he brought home copies of the works of Bulwer-Lytton, Defoe, 

Dickens, and Thackeray.  The collection also included the works of Cervantes (Spain), 

                                                
11 Lucilla Hosillos, Philippine-American Literary Relations (1969) 56-57. 
 
12 Quoted by Soledad Reyes, citing Jose Baron Fernandez’s Jose Rizal: Filipino, Doctor, 
and Patriot (1981) 35. 
 
13 Reyes, 382. 
 
14 Reyes, 382, citing Jose Rizal’s Dos Diarios, 78-79. 
 
15 Daroy and Feria, 1968; Watson; Hosillos, Philippine-American Literary Relations 
(1969) 25, 56.  
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Douwes Dekker (Netherlands) and Alessandro Manzoni (Italy).  Rizal apparently had 

also read Andersen, Balzac, Hebel, and Swift.16  Rizal’s works drew more and directly 

from European models than from the early forms of fiction which developed in the 

Philippines.17 

All four novelists in this study proudly admit Rizal’s influence in their literary 

writing and nationalist ideology: Rizal’s name and the titles of his novels are directly 

invoked and cited in their novels.  Echoes, voices, and traces of Rizal and his novelistic 

characters are also visible and audible in their literary work as the following chapters 

show. 

As Brian Hamnett notes about the European historical novel, the factual and 

fictional elements must be bound together in a “seamless narrative,” a challenge to every 

historical novelist.  The historical novel is the “place where history and fiction come most 

intimately together.”18  The integration of fact and fiction is also a matter of utmost 

importance to Alessandro Manzoni, a theorist of the historical novel (On the Historical 

                                                
16 Benedict Anderson, Under Three Flags: Anarchism and Anti-colonial Imagination 
(2005) 29, citing Rizal as Bibliophile (Manila: Bibliographical Society of the Philippines, 
Occasional Papers, No. 2, 1960) written by Esteban de Ocampo, who catalogued Rizal’s 
library and the books and authors mentioned in Rizal’s correspondence. Additional 
library cards in Rizal’s handwriting are in the Lopez Museum Library, per Anderson and 
Ambeth Ocampo.  
 
17 Mojares, Origins and Rise of the Filipino Novel (1983) 103. 
 
18 Brian Hamnett, The Historical Novel in Nineteenth Century Europe (2011) 304-305. 
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Novel) and a historical novelist himself,19 who emphasized the intricate art of balancing fact 

and fiction.20  What are called the “empirical” (historical) and the “poetic” (fictional) should 

be sewn well together. 21  Filipino historical novels have also been judged on this pivotal 

criterion of “seamlessness” by both foreign and Filipino critics.  In 1931, T. Inglis Moore 

(1901-1979), one of Australia’s eminent literary scholars, critiqued Maximo Kalaw’s The 

Filipino Rebel (1927) based on this criterion.  Moore remarked: “As a historical novel, it 

has perhaps too much history and not enough novel.”22  Filipino critic Resil Mojares 

critiqued that The Filipino Rebel “falters in the formal integration of factual and historical 

material” into the novel.23 

The subject novelists, as this study shows, are subverting this very honored 

criterion of seamlessness of fact and fiction by virtually exposing the seams: fragments 

and chunks of the archives and endless citations of place names, dates, and “facts” are 

embedded in their fictional narratives.  As hybrid novels, they reconcile the Western form 

of the novel (European / Spanish and American) with earlier forms of Filipino prose as 

                                                
19  Georg Lukacs considers Alessandro Manzoni’s I Promessi Spossi (1828) and Sir 
Walter Scott’s Waverley (1814) as the best of the early historical novels of the 
nineteenth-century Europe. See Lukacs’ The Historical Novel (1965). 
 
20 Alessandro Manzoni, On the Historical Novel (1984). 
 
21 Hamnett (2011). 
 
22 Resil Mojares’ Origins and Rise of the Filipino Novel (1983) 340. 
 
23 Mojares, 340. 
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they imbibe features of orality and didacticism, very prominent in early forms of Filipino 

literature such as legends, epics, codes of conduct, and “vidas” (lives of the saints).24  

The specificity of the form of the Filipino historical novel must be recognized 

because of its resistance to the very form of the European novel from which the Rizalist 

novel emerged.25  While all the four novelists admit to having been influenced by Rizal 

and his works, they both assimilate and resist the Rizalist / European novel at varying 

points in their respective works.  Hence, the subject novelists bring to the fore their 

revolutionary intervention in both the form of the novel and the writing of the history of 

the Philippines itself, in the writing of the historiography of the Philippine Revolution in 

particular. 

As nationalist writings, the Philippine historical novels featured in this study are 

instructive and didactic, demonstrating that form indeed follows function.  Oral family 

stories or community legends that found its way into the written text of the novel also re-

shape the contours of the Philippine historical novel:  As the subject novelists pass on the 

stories of family, clan, and community in their historical novels, their writing assume 

didactic and instructive features in varying degrees because it also bears the imprint of 

orality: the shared family or communal stories that impart wisdom and moral lessons are 

                                                
24 See Victor N. Sugbo, ed. Tinuha: History in Philippine Literary Texts (2003) and Resil 
Mojares, Origins and and Rise of the Filipino Novel (1983). 
 
25 Filipino literary historians, like Resil Mojares and Petronilo Daroy often contend that 
the modern novel is a Western form exported to the Philippines by Jose Rizal, who wrote 
what is widely considered as the first Filipino novel, Noli Me Tangere (1887), which was 
written in Spanish and first published in Europe. 
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now inscribed on the page.  The historical novel thus could be appreciated as the written 

continuation of the oral tradition as the oral permeates the textual.  At the same time, it 

becomes an act of recuperation of archival and documentary history of the wider 

community, the “country” or the “nation.” 

“Nation” and “country” are interchangeably used in these Philippine novels 

originally written in English.  The vernacular equivalents of these words elude a direct, 

singular translation in English.  “Country” seems to refer to the Tagalog “tinibuang lupa” 

(one’s native land or place of birth) or “bayan” (which refers to “town” or “village,” and 

interestingly enough, is also used to refer to both “nation” and “country”).26  “Bayan” 

seems to refer closely to the German “heimat.”  While there is no exact English 

equivalent to the German “heimat,” it refers to one’s bond to a social spatial unit, akin to 

“roots” or “home,” in the sense of a place rather than a dwelling.”27  Homeland can very 

well be the territorial or spatial foundation of nation.  These novelists also switch 

indiscriminately between patriotism (love of country) and nationalism (national 

belonging), which is often taken to mean the same. 

Because of their origins in orality, didacticism, and intertextuality with the 

archives, these novels, from a European perspective, may be construed as unusual novels 

because tradition is embodied in the modern form of the novel.  Ideological content 

(particularly nationalism, which is portrayed as an extension of family and communal 

                                                
26 Leo James English, English-Tagalog Dictionary (1965). 
 
27 Elizabeth Boa. Heimat: A German Dream: Regional Loyalties and National Identity in 
German Culture, 1890-1990 (2000).  
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values) and instructive intent (sharing of knowledge and wisdom, particularly duty to 

nation) affects the novelistic form, characterized by didactic or sentimental dialogues and 

authorial interference with the narrator and character through slippage 28 or even with the 

reader through paratexts.29 

Thirdly, because form follows the development of nation and nationalist intent, 

this study argues that the writing style of these four novelists limns the boundaries 

between historical and fictional writing, such that the Philippine historical novel could be 

more appropriately called an “archival novel.”30  “Archival” because the historical novel 

is or becomes the repository of “history,” meaning documented or archival history, where 

the past of the nation is stored for present and future generations. 

The archival impulse apparent in these novels refers to the almost obsessive 

fascination with history by the subject historical novelists.  Called the mal’d’archive 

(“archive fever”), it refers to the “compulsive, repetitive, and nostalgic desire for the 

archive, an irreprehensible desire to the origin… a nostalgia for the return of the most 

archaic place of commencement.” “Archive” draws the Greek word word arke, meaning, 

“commencement.”31  The subject Filipino novelists revert back nostalgically to the 

                                                
28 See Bakhtin’s Speech Genres and Other Late Essays (1986) 104. 
 
29 See Gérard Genette, Paratexts: Threshold of Interpretation (1997). 
 
30 In Marco Codebò’s Narrating from the Archive: Novels, Records, and Bureaucrats in 
the Modern Age (2010), the archival novel is defined as “a narrative that stores records, 
bureaucratic writing informs language, and the archive functions as a semiotic frame that 
structures the text’s content and meaning” (13). 
 
31 Jacques Derrida, “Archive Fever: A Freudian Impression” (1995). 
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archive of the Philippine Revolution: the originary, where the Filipino nation 

“commenced,” yet also the point where the nation slipped away due to defeat and 

betrayal. 

In the course of this study, it becomes apparent that the Philippine historical 

novel, as a repository of history, holds not only the “history” written by historians.  Into 

this repository, the subject novelists also deposit family or oral stories, local legends that 

have acquired the force of “history,” official myths of state nationalism that they have 

imbibed as students of Philippine history and as citizens or denizens of the Philippines, 

and most notably, the nation-making mythology that they themselves fashion.  In 

essence, these historical novelists venture forth in search of the country’s lost history, 

found fragments of it, and then passed it on to others, in much the same way as their 

forebears had stories to tell and shared them with their offspring. 

This type of writing by the subject novelists must be understood not only in the 

context of failure of the Revolution (the Filipino revolutionaries failed and the colonizers 

won), but also in the context of loss of the Filipino archive of the Revolution.  Most of 

the available information about the Philippine Revolution are from the imperial archives 

and from colonial textbooks.  Not only have Filipino historians arguably written about the 

loss of the archipelago’s pre-colonial writings and artifacts because Spanish colonizers 

destroyed them to expedite Christian evangelization, but also how American colonizers 

confiscated the Filipino archive of the Revolution.  Tons of documents on the Philippine 

revolutionary movement and government that were written by Filipino leaders, army 

officials, soldiers, and townspeople were “stolen,” shipped to Washington, DC, and 
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secretly housed in the US National Archives for decades.  These documents, known as 

the Philippine Insurgents Records, were only turned over to the Philippines in 1957.32  

For decades, knowledge about the Revolution is based on American sources.  To this day, 

tons of documents still have to be sorted and analyzed.  The Filipinos are still putting 

together the pieces of their past.  Thus, the work of both historians and historical 

novelists are contributing to the writing and rewriting of the historiography of the 

Revolution, for so long dominated by Americans. 

This “loss of history” should explain the propensity of these historical novelists to 

use American archival or historical texts as intertexts to their novels.  While they often 

question the validity of American colonial historiography, they paradoxically use the very 

same American sources.  “Archive fever” works exactly like that: “it repeats the very 

thing it resists.”33  In varying ways and degrees, these historical novelists are actually in a 

pivotal position to subvert or challenge American colonial knowledge by using American 

archival texts as intertexts.  They contest the very language of the archive and the 

imperial writing of the historiography of the Revolution. 

This archival loss may also explain the impulse of these novelists to inform and 

instruct, writing fiction with a greater dosage of history, sometimes in greater proportion 

to imagination, as could be gleaned from the works of Maximo Kalaw in the 1920s to 

Gloria Palileo in the 2010s.  Their work inevitably becomes a nationalist project of 

                                                
32 Renato Constantino’s “Introduction” to The Philippine Insurrection Against the United 
States: 1898-1903, ed. John R.M. Taylor (1971). 
 
33 Derrida, 57. 
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recovery and recuperation of not just the past, but the lost past.  Because their work is a 

product of years of archival research that includes going through Filipino and US military 

field reports, primary texts written by Spanish missionaries and American colonial 

administrators, and memoirs of the participants of the Philippine Revolution, one can 

learn just as much history in their historical novels as in history books. 

As searchers and researchers of history, the novelists chosen in this study are 

writers who are also readers.  They read archival texts that find their way into the 

novelistic texts.  They write fiction with generous archival intertextualization.  As a study 

on historical novels marked by intertextuality, the one who writes is the same as the one 

who reads.  Thus, the author is “no more than a text re-reading itself as it re-writes 

itself.”34  Because the writer is simultaneously a reader (or listener) in order to write a 

novelistic text, this study puts equal emphasis on the author (“the writing subject”), the 

reader (“the addressee”), and the text (“the exchange subject”), which, because it is 

inscribed, is now easily “exchanged” and passed on to a generation or nation of readers.  

How do Jose, Leveriza, Palileo and Ty-Casper literarily contribute to the writing 

of a nationalist historiography of the Revolution?  This study shows that this is done 

primarily through intertextuality, from the level of the word (particularly, contestations of 

words used to refer to Filipino revolutionaries in colonial historiography, i.e. indios, 

ladrones, insurrectos) to textual segments, i.e.  segments of archival texts that are 

embedded into the novelistic text to affirm, negate, or relativize a historical “fact.”  

Through this semantic contestation, it becomes apparent that various language systems 

                                                
34 Kristeva, Desire in Language (1980) 86-87. 
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are opposing or complementing each other: that there is an “otherness,” another language 

(same signs that generate new meanings), sometimes even within the same language 

system (be it in English or Spanish), as the analysis of the individual novels in the 

following chapters reveal. 

The nationalist project of the subject novelists is also achieved novelistically 

through the use of what Mikhail Bakhtin calls the literary “chronotope” (literally, “space-

time”) where generic chronotopes such as the salon (“sala” in the case of the subject 

novels), the public square (“plaza” in the case of the subject novels), and the archipelago 

are used as the site of encounter and convergence of people from different classes, 

ethnicities, and languages at a distinct moment in time.  The chronotopes become the 

literary devices to conjure and enact a sense a community (peoplehood or nationhood) at 

a specific time and place or to illustrate the protagonist’s transformation in a charged 

moment in time and space. 

In addition, through the use of omniscient narrators, the subject novels allow 

readers to enter into the thoughts and introspections of revolutionary fictional and 

historical characters, conveniently allowing the subjection of the reader to patriotic or 

nationalist ideology.  Omniscience also allows a rapidly shifting point of view 

geographically, such that a novelistic text is able to create an “omniscient reader” who is 

able to travel to see the various sites and locations of the Revolution in the archipelago 

and who, in the end, may conclude that isolated spaces and events are parts of one, 

national whole. 
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Through these literary devices, the words of the text are connected dialogically 

with the world of the text (context).  The time-distance between the writing (and reading) 

of the text by the “authorial subject” and the reading of the text by the “addressee” 

creates the “conditions of possibility for the novel-nation convergence”35 in the 

postcolonial reading of a colonial novel.  Writing in the contemporary present from 1980s 

to 2010s, the subject novelists recover the historical past to point to a speculative or 

utopian future for the Philippine nation for the reader of today, a play with time and space 

made possible through literary chronotopes which relate as much to the word in the text 

as with the world of the text.36 

Similar to Filipino historians Agoncillo, Constantino, and Ileto, the subject 

historical novelists seek a Filipino-centric historiography.  As such, the four novelists 

have a strong anti-colonial stance that seeks to challenge the teachings of textbooks, in 

much the same ways as nationalist historians attempt to get rid of the colonial 

historiography that has plagued the analysis of the Philippine Revolution.  What becomes 

apparent then is the commonality of the outcome of their work: both the contemporary 

Filipino historian and the historical novelist make a mark, implied or explicit, towards 

nation-making and nation-building as they rally Filipinos together.  Their work resonates 

among readers, especially among Filipinos and other cultural insiders, given this 

                                                
35 Jonathan Culler, “Novel and Nation” and Benedict Anderson, Imagined Communities 
(1993) 26. 
 
36 Bemong, Nele et al, eds. Bakhtin’s Theory of the Literary Chronotope: Reflections, 
Applications, Perspectives (2010).  
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postcolonial condition of ethnic and class divide and regionalism that have plagued the 

unity of the body politic to this day.  

The subject novelists’ intervention in the historiography of the Revolution is 

nationalist: they attempt to unify diversity and to homogenize tensions among ethnic 

groups and classes, while not ignoring the existence of conflicts.  Discrete territories and 

diverse ethnicities of the “nation” are unified into one national whole.  Altogether, their 

interventions reflect what could be called “nationalist homogenization.”37  Despite textual 

acknowledgement of the existence of regionalism and ethno-linguistic diversity, each 

novel featured in this study is a nationalist project. 

Nationalist homogenization must be understood in the context of fragmentation, 

known in Philippine sociological studies as the Filipino propensity to pursue self-interest 

or the interest of family, clan, or ethnic group38 instead of the wider, common good: the 

national.  This propensity to fragment or disunite is addressed and remedied 

novelistically by portraying family-oriented young men as “positive heroes.”  Initially 

troubled or hesitant to embark on a nationalist mission, they eventually rise to the 

                                                
37 To borrow a term from Jonathan Culler, “Novel and Nation,” The Literary in Theory 
(2007) 51. 
 
38 For instance, see the works of Filipino anthropologist, F. Landa Jocano:  Filipino 
Social Organization: Traditional Kinship and Family Organization (1998), Filipino 
Value System: A Cultural Definition (1997), Special Studies on Filipino Values: Five 
Cases (1995), and Culture and Nationhood (1991). What are known as Filipino social 
values, such as Hiya (propriety/dignity), Pakikisama (companionship/esteem), and Utang 
na Loob (debt of gratitude) contribute or reinforce to what is known as the tendency to 
pursue communal values in the context of family, clan, or ethnic group, rather than the 
wider community, i.e. nation. 
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occasion and take the morally upright, “heroic” choice: doing one’s duty to country or 

nation, a strongly unifying “performative” act of Filipinoness. 

The work of these historical novelists are discourses on the concept of the 

“people” that is central to national culture and nationalism.  These novelists contest how 

a people is subjugated by colonial powers and how the people have become “objects” of 

the imperial pedagogy premised on the colonizer’s civilizing mission.  Through re-

inscription of history, the historical novelists convert the “pedagogical” (in this case, the 

continuing knowledge perpetuated by the colonial archive and the imperial version of 

historiography) into the “performative” (the repetitious, ongoing, recursive signifying 

process of peoplehood).39  Through the very act of writing / reading, the negation or 

contestation of colonial pedagogy or imperial knowledge becomes a performative act of 

claiming a nation, independent and sovereign, narrated through the daily repetitive 

revolutionary acts of “insurrectos,” bandits, or revolutionaries.  It is also in the recurring 

exhortation of a novelist to readers to perform their moral and political duty, whether in a 

revolutionary or quotidian way.  It is through this discursive process of the “splitting” of 

the pedagogical and the performative that “the writing of nation” takes place.40 

The national homogenization apparent in the four novels that construct a 

discourse that “performs” the will to nationhood also reveals the complexity of 

“totalizing the people and unifying the national will.”41  The homogenizing features of 

                                                
39 Homi K Bhabha, The Location of Culture (2008) 208-209. 
 
40 Bhabha, 208-209. 
 
41 Bhabha, 230. 
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the novels through nationalist myth-making often goes against the grain of the nature of 

Filipinos who tend to revert to ethnic divisions or regionalism in a moment of crisis, an 

apparent regression to the primordial state: the “tribes” of the pre-colonial past.  In the 

performative act of writing the nation through national homogenization, what is revealed 

in the discourse is a nation split within itself, articulating the heterogeneity of its 

population.  Diverse, even contending histories emerge in the novelistic texts: the history 

of the Tagalogs, the Ilokanos, the Bicolanos, and so forth.  To bring forth the nation, the 

tribal past of the “nation-people” must be “forgotten.”42  It is on the basis of 

acknowledging this heterogeneity and yet paradoxically “forgetting” it that national unity 

can be achieved.  Literarily, national homogenization in the novel is achieved through 

literary chronotopes and intertexts.  The chronotopic configurations in the novel show the 

compression of time and space in narrative time, which allows for the dramatic 

transformation of hesitant or unwilling protagonists into nationalist heroes, who in the 

end, choose to go beyond self- or clan interest by doing their duty (a performative 

unifying act) to the wider community: the nation. The chronotopic world of these 

protagonists are embodied in the text, made flesh for readers to witness and participate in. 

As writers, the subject novelists themselves consider writing as a sacred act: a 

performance of patriotism or nationalism.43  Jose, Leveriza, and Ty-Casper echo Jose 

                                                
42 In fact, the “obligation to forget” or “forgetting to remember” represents the 
performative discourse of the people.  See Bhabha, 230.  
 
43 Based on published interviews, my interviews with the subject novelists, and the 
paratextual notes to their novels. 
 



22 

 

Rizal’s notion that writing literature is a form of serving one’s “country.”  It does not 

matter if the novel is viewed as “bad writing,” but if it is done for the nation, then it is 

good writing.  Ty-Casper concurs that she is “of the generation who still think of Rizal as 

a role model.  While she initially thought of writing as “wasteful…. [a] frittering of 

time,” she has come to realize that it is in fact “another way of serving the country: to 

help build a critical resource beyond the tampering of those inclined to power.”44 

The importance of this study on Philippine historical novels is not only for being 

“nation-imagining” novels that allow readers in general to conjure nation and to provide 

opportunities for them to identify with nation, but also because this specific genre is an 

act of revolutionary writing both in terms of form and its place in the literary history of 

the Philippine novel.  These novels are creations of a generation of writers under 

conditions of official state nationalism at a specific moment of history.  They belong to a 

limited body of literary work specifically focused on the Philippine Revolution and 

written by novelists who are driven by a sense of patriotic or nationalist mission and who 

are a product of particular moment of history when the Filipino nation is taking shape.  In 

addition, this genre of the historical novel may be a fading craft or a dying art.  Jose 

Dalisay, a Filipino short story writer and novelist, observed that the younger generation 

of writers are not interested in the time-consuming craft of writing historical novels that 

require substantial research, noting that writing is in itself a hard task, even without the 

                                                
44 Interview of Linda Casper by Kristina and Leonard Casper, 7 as posted in 
http://www.pahlbooks.com/Linda.htm. 
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burden of research.45  For indeed, it may take years and even decades to research and 

write one historical novel.  Among his novels, F. Sionil Jose claimed Po-on (Dusk) took 

the longest to write: more than three decades.  He added that he had “great difficulty” 

writing the novel “for it meant research into our past, the period from the early 1870s to 

1898 and the Battle of Tirad Pass.”46  As for Ty-Casper, it took her twenty years, 

including research time in the archives in the US and Spain and the pressing demand to 

publish her martial law novels in the interim, to publish The Stranded Whale.47  Ty-

Casper and Jose, the most prolific writers among the four, have made it clear in 

interviews or in prefaces to their literary work that they have dedicated their lifetime to 

writing historical novels and have made it their mission to write about the Philippines in 

its past, present, and future to fulfil their duty and contribution to nation. 

In this study, the subject novels are not viewed in terms of a linear or progressive 

development of the Filipino historical novel as a literary genre.  The novels are visibly 

different from one another in style, language, and density.  Instead, their common 

features are highlighted: intertextualization with the oral and the archival; 

“authoritarianism” through paratextuality and omniscient narration; chronotopicity that 

enhances a shared experience of time and space; and, didacticism that advocate morally 

driven political values through use of “positive heroes” often under mentor-mentee 

                                                
45 Jose T. Dalisay, “Novelists in Progress: Writing Long Filipino Fiction in English,” 
Diliman Review, Vol. 55 (2008) 139. 
 
46 F. Sionil Jose, “Notes on the Writing of Dusk (Po-on), Dusk (1998) xvi. 
 
47 David Montenegro “Linda Ty-Casper,” Points of Departure: International Writers on 
Writing and Politics (1991) 157-159. 
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relationships.  The difference lies in the varying degrees of these features.  Because a 

novel may highlight one particular feature more than the others, the analysis of the novel 

focuses on that dominant feature, i.e. the analysis of Dusk focuses on didacticism; Rage 

in our Hearts, on authoritarianism and omniscience; and, The Indios and The Stranded 

Whale on chronotopicity and intertextualization.  The sequence of presentation of the 

novels is based on the visibility and density of intertextualization, with Dusk as the least 

visible or dense and The Stranded Whale as the most densely intertextualized, and thus, 

the most complex reading among the four.  It is also arranged heuristically, building up 

on the knowledge imparted by each novel. 

Chapter 1 is about contexts of the texts.  It is about the historical background on 

the Philippine Revolution, which is the world the subject novelists attempt to capture and 

represent within the world of the novel.  It is about the theoretical scheme which frames 

this study: (1) intertextuality, a text’s relationships with other texts and (2) 

chronotopicity, the organization of time and space in the novelistic world. 

Chapter 2 explores the peasant as Filipino in F. Sionil Jose’s Dusk (1998).  It 

shows how the novel builds a nation-making mythology by creating a new hero that runs 

counter to accepted facts of history.  Through the time-space of the journey, Dusk 

illustrates how a hesitant Ilokano peasant, a fictional persona, mentored by a landlord and 

a visiting revolutionary idealogue, inevitably becomes part of the Revolution.  Dusk 

reveals the process of imagining and conjuring the nation for a peasant (and thus for the 

reader) who cannot comprehend this “abstract mass” called “nation.” 
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In Chapter 3, Jose Leveriza’s Rage in our Hearts demonstrates the troubling 

semantics of the Filipino revolutionary as “bandit.”  It also seeks the inclusion of the role 

of Bicolandia in the Philippine Revolution by highlighting the Bicolano stragglers and 

hold-outs who refuse to surrender to the American occupying forces and in fact decide to 

continue the Revolution beyond the Tagalog-speaking regions and beyond the date of the 

official American declaration of the end of war: July 4, 1902.48  It is a re-inscription of a 

history through tale-telling and myth-making that valorizes the revolutionary, particularly 

the Bicolano revolutionary.  Leveriza’s literary intervention also highlights the role of 

Filipinos of Chinese descent in the Revolution, a historical fact that is often overlooked in 

mainstream historical accounts of the Revolution. 

Chapter 4 examines Gloria Palileo’s The Indios.  Through the novel’s 

interrogation of a singular word “Indio,” Palileo draws out a class-based historiography 

of the Philippine Revolution.  While the novel argues that the term “Indio” refers to the 

ilustrados (the educated and wealthy) and masses alike, it highlights the ilustrado and 

how his class status defines his political and ideological choices.  The Indios illustrates 

how the colonizers’ condescending term used to refer to their savage, uncivilized subjects 

have been appropriated by the natives as a word, as an “utterance” for national identity: 

from Indios to Filipinos.  The Indios exemplifies not only parallel intertextuality with 

                                                
48 US Presidential Proclamation of July 4, 1902 formally ended the “Philippine 
Insurrection” (Philippine-American War). See Henry Graff, ed. American Imperialism 
and the Philippine Insurrection (1969) 171 and Renato Constantino, The Making of the 
Filipino (1969) 21. 
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documented history, but utilizes numerous paratextual devices in order to address both 

cultural insiders and outsider-readers.  

Chapter 5 focuses on Linda Ty-Casper’s The Stranded Whale and its inclusion of 

the creole as part of the “Filipino people.”  The most archival in form and content among 

the four novels in this study, The Stranded Whale, which reads like a historical chronicle, 

argues that peoplehood does not only refer to the native (the indios), but also to the 

foreign: the mestizos, criollos, and the peninsulares.  Ty-Casper’s literary “world 

construction” also takes the archipelago of Las Filipinas as its chronotope or narrative 

time-space.  The Stranded Whale strings together the various islands of the archipelago 

together into one nation, linked together by a revolutionary movement that manifests 

itself in various battles and military engagements throughout the archipelago against 

Spanish and later American forces.  By hopping from town to town, island to island, at 

different times and dates, the novel re-inscribes and performs Revolution through the 

heroic acts of Filipino “insurrectos” in different locales. 

In examining these literary writings about the Philippine Revolution, a historical 

moment in time and place, which are written in a “revolutionary” formal way that 

subverts the norm of European novelistic writing, the process of content affecting form is 

revealed: a form that follows the growth and development of nation.  Thus, this study is 

about “revolution” in three levels, the literary (formal), the historiographical (the writing 

of history), and the political (nation-making).  
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Chapter 1  

Contexts:  
Historical and Theoretical  

 

Since historical novelists and their novels are culturally situated, context is as 

important as the text in examining these four literary representations of the Philippine 

Revolution.  Because novelists are inevitably part of that society, they insert themselves 

and their work into “history.”49  Even the chronotopes in literary texts are inseparable 

from the cultural environments where they arise.50  It is because the “reflected and 

created chronotopes of the world represented in a work” emerge “out of the actual 

chronotopes of our world (which serve as the source of representation)”51  Novelistic 

utterances, as linguistic units (whether words, sentences, and paragraphs), trace their 

origins outside the novel.52 

The Philippine Revolution in the late nineteenth century is the external world 

which the subject novelists attempt to capture and represent within the world of the novel 

created decades after the revolutionary event.  History is an account of the the past53 or a 

                                                
49 Julia Kristeva, “The Bounded Text.” 
 
50 Michael Holquist, Dialogism: Bakhtin and his Worlds (2002) 111. 
 
51 M. M. Bakhtin, “Forms of Time and of the Chronotope of the Novel,” 253. 
 
52 Kristeva, “The Bounded Text,” 37. 
 
53 Hayden White, The Content of the Form (1987) 147. 
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discourse of the past; but it is not the past per se.54  What is known about the past are 

representations predominantly transmitted through textuality:55  what is called the 

“historical record.”  In this study, “history” is then used to refer to the past, meaning the 

commonly known “facts” about a past event, like the Philippine Revolution, based on the 

the written record.  On the other hand, “historiography” is used to refer to the 

interpretation of these facts about the past, i.e. the nationalist interpretation of the facts of 

the Philippine Revolution that centers on the formation of the Philippine nation.  Both 

Philippine historians and historical novelists, this study argues, contribute to the writing 

of a nationalist historiography of the Philippine Revolution which is based on both oral 

and written accounts. 

The writing of the historiography of Philippine Revolution is a discourse.  The 

subject of discourse are the “people” (the “nation-people”56).  However, there is a split in 

the contest of narrative authority between the people’s positionality as “historical 

objects” of an imperial ideology (the pedagogical), and the people’s ’ability to perform 

themselves as “subjects of a process of signification or enunciation (the performative),57 

which the subject novels narrate through the performativity of the revolutionary act in 

relation to nation-making.  Novelists themselves enact nation as patriotic storytellers and 

                                                
54 Michel de Certeau, The Writing of History (1988). 
 
55 In the The Political Unconscious, Fredric Jameson asserts that history is “inaccessible 
to us except in textual form.” See also Hayden White, The Content of the Form (1987) 
147. 
 
56 Homi K. Bhabha, The Location of Culture (2008) 208-209. 
 
57 Bhabha, The Location of Culture. 
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historians.  Novelistic characters are portrayed performing the act of peoplehood as 

bandits, insurrectos, or revolutionaries at a time-space of war and revolution.  Readers are 

complicit and active collaborators in this revolutionary signification of peoplehood and 

nationhood. 

In the case of a novelist’s historiography of the Philippine Revolution as 

demonstrated in the subject novels, intertextuality (a text’s relationships with other texts, 

both oral or written) and chronotopicity (organization of time and space in the novelistic 

world) draw out the nationalist homogenizing tendencies of the Philippine historical 

novel amidst the heterogeneous nature of the people it narrates.  Intertextuality and 

chronotopicity are the theoretical lenses through which the historical novels in this study 

are examined. 

 

 

1.1 The Philippine Revolution 
 
 
Invoked by Filipino historians 58 as the origin of the nation (the Derridean 

“commencement”), .the Philippine Revolution is a complex event in Philippine history 

because it is the culmination of a series of acts of anti-colonial resistance and is 

composed of multiple uprisings and battles.  It is also participated in not only by a host of 

local players but also by international actors: it involves Spain, the declining imperial 

                                                
58 See the work of Teodoro Agoncillo, Jose Arcilla, Bernardita Churchill, Renato 
Constantino, O.D. Corpus, Reynaldo Ileto, Teodoro Kalaw, Sonia Zaide, and Gregorio 
Zaide listed in this study’s bibliography. 
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power, and the United States, the new emerging power.  Thus, the Philippine Revolution 

became part of a world event of even greater complexity: the Spanish-American War.  

However, in broad brush strokes, Filipino historians would agree to the following 

chronology of events as they relate to the Philippine Revolution.  

After 300 years of Spanish colonial rule during which Spanish civil, clerical, and 

military abuses became widespread, the Katipunan revolutionary movement, led by 

Andres Bonifacio, launched an armed resistance to the Spanish authorities in 1896.  

Other factors often cited by historians that contributed to the rise of nationalism and 

triggered the eruption of the Revolution are: access of the Philippines to international 

trade with the opening of the Suez Canal and the influence of European Enlightenment on 

young Filipinos who were able to study in Spain, and later, campaigned for reforms in the 

Philippines while abroad in Europe.  After the failure of the Philippine Revolution of 

1896 against Spain, due in part to the leakage of what was intended to be a secret launch 

of the Revolution’s opening salvo and the resulting reign of terror launched by the 

Spanish authorities, the revolutionary movement was revived and resuscitated under a 

new leader, Emilio Aguinaldo.  The armed conflict between the Spanish army and the 

Filipino revolutionaries was inconclusive and the two parties agreed to a cessation of 

hostilities.  The peace pact called for the temporary exile of Aguinaldo and his 

revolutionary junta to Hong Kong in exchange for a financial compensation to the 

Filipino revolutionary government by the Spanish authorities.  

However, due to the bombing of the US fleet in Cuba (then a Spanish colony) 

allegedly by Spanish forces, the United States declared war on Spain in April 1898.  Thus 
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began the Spanish-American War.  As a result, the US took an interest in Spain’s only 

colony in Asia: the Philippines.  On May 1, 1898, US Commodore George Dewey’s 

Asiatic Squadron destroyed the Spanish fleet at Manila Bay.  That victory ended Spanish 

control over the entire colony.  The exiled Filipino leaders then returned to the 

Philippines, and by the end of June of that year, Emilio Aguinaldo established a 

revolutionary government and Aguinaldo’s army gained control over much of Luzon. 
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Although Aguinaldo had already declared an independent republic called 

Republica Filipinas on June 12, 1898 which was inaugurated during the Malolos 

Congress in January 1899, US President William McKinley became interested in 

acquiring the Philippines.  Spain ceded the Philippines to the US under the Treaty of 

Paris in December 1898.  On February 6, 1899, the US Senate ratified the treaty.  

However, two days before the treaty’s ratification, fighting broke out in the outskirts of 

Manila between American troops and Aguinaldo’s revolutionary army.  After having 

fought hard to expel Spain, the leaders of the Republica Filipinas were determined to 

resist the threat of American rule.  Thus the resulting Philippine American War was the 

continuation of the Filipino revolution against Spain that started in 1896 in Manila and 

Cavite and had spread to other provinces. 

College textbooks59 and instructional pamphlets on Filipino “heroes” for school 

children60 narrate stories of the fascinating array of the historical personages of the 

Philippine Revolution.  What follows is is a short list of some of these historical figures, 

known as the founding fathers of the Filipino nation, because they are often fictionalized 

in Philippine literature, particularly in the four historical novels discussed in this study.  

Andres Bonifacio was a 29-year old urban worker who founded the Katipunan, the 

revolutionary movement that launched the Revolution of 1896.  Without a formal 

                                                
59 College textbooks such as those written by Filipino historians like Teodoro Agoncillo, 
Gregorio Zaide, Sonia Zaide, Renato Constantino, Reynaldo Ileto, among others. 
 
60 Educational pamphlet publications on Jose Rizal, Apolinario Mabini, Gregorio del 
Pilar, Emilio Aguinaldo, among others published by National Bookstore, Alemar’s 
Publishing and Tahanan Books for Young Readers in Manila. 
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education, he read reportedly the Western classics on politics and literature.61  Emilio 

Aguinaldo, a local town official, joined the Katipunan at age 25.  After a power struggle, 

he took over the leadership of the Katipunan. He declared a revolutionary government 

with himself as president, after apparently having ordered the killing of Bonifacio, his 

rival in the Katipunan.62  At age 29, Aguinaldo assumed the presidency of Republica 

Filipinas which was inaugurated during the Malolos Congress in 1899.  Apolinario 

Mabini, a paralytic, was the brains of the revolutionary movement: he studied law, wrote 

the Constitution for the revolutionary government, and served as prime minister in the 

Aguinaldo government.  He was also Aguinaldo’s ghost writer and adviser until the two 

had a falling-out. Gregorio del Pilar, a young 23-year old general, served as Aguinaldo’s 

rear guard when Aguinaldo had to flee to evade capture by American forces. General 

Antonio Luna, Aguinaldo’s army chief, was educated in Spain and the only one in the 

revolutionary army who, arguably, had a professional training in military science.63  Luna 

too was assassinated on Aguinaldo’s orders.64  While these founding fathers and men of 

the Revolution died by the turn of the twentieth century at a young age, Aguinaldo lived 

                                                
61 Teodoro Agoncillo, Revolt of the Masses: The Story of Bonifacio and the Katipunan 
(2002) 70-71.  This assertion by Agoncillo is however disputed by American historian 
Glenn Anthony May. 
 
62 Teodoro Agoncillo, The Revolt of the Masses (2002). 
 
63 Luna’s professional military training is however disputed by Glenn May in The Past 
Revisited. 
 
64 Agoncillo, The Revolt of the Masses. 
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on until 1964, with the controversy on his later collaboration of with Americans and his 

role in the death of Bonifacio and Luna clouding his “heroism” and legacy. 

While historians agree, more or less, to the above general chronology of events 

and biographies of revolutionaries, inconclusive debates mar the details until the present 

day.  Was the Revolution waged only in the Tagalog region of the archipelago?  Was the 

Katipunan really a mass-based organization?  Did the Filipino elites betray the 

revolution?  Was Bonifacio a hero or an invention by nationalist historians?  What were 

the conditions and politics that led to the killing of Andres Bonifacio and Antonio Luna?  

Who ordered the killing of Bonifacio and Luna?  Whose historical account of the 

revolution is accurate and reliable?  Are Filipinos mis-educated by Agoncillo’s 

historiography in The Revolt of the Masses, required reading for many decades among 

Filipino students?  Controversies, still unresolved to this day, also cloud the motivation of 

each player: Philippines, Spain, the US.  Did the US promise to help the Filipinos 

revolutionaries against Spain only to steal the Filipinos’ hard fought independence from 

them?  When did Philippine-American War really end?  Was the Battle of Manila Bay 

only a mock battle since Spain had already agreed to cede the Philippines to the US for 

$20 million even before the battle commenced?  Were the Filipinos incapable of self-

government when the Americans stumbled upon them because of the Spanish-American 

war? 

While this study does not attempt to resolve these questions and controversies 

surrounding the events and personages of the Revolution, it brings to the fore, instead, 

how historical novelists view the events and players of the Philippine Revolution and 
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how these literary texts attempt to address the above-mentioned lingering issues and 

controversies about the Revolution and how these novelists continue the discourse on the 

Revolution as a focal point for nationalism.  In doing so, their fictional writings are 

interventions and mediations in the writing of the historiography of the Philippine 

Revolution and the beginnings of the Filipino nation.  Like textbook historians (from 

Agoncillo, Constantino, Ileto, to Zaide), these novelists contribute to the nationalist 

historiography of the Revolution.  Just like these popular Filipino historians, they seek a 

Filipino-centric historiography, with a strong anti-colonial stance that seeks to overturn 

the teachings of colonial textbooks, in much the same way as nationalist historians seek 

to get rid of colonial historiography that has plagued the analysis of the Philippine 

Revolution.  The goal of both historians and historical novelists, implied or explicit, is to 

make a mark towards nation-making or rally towards nationalism given the postcolonial 

condition of socio-political and economic instability due to disunity and fragmentation. 

Filipino scholars, from sociologists to linguists, diagnosed a weakness in what is 

called the “Filipino character” that can be expressed in a singular pronoun: kanya (his or 

hers).  “Kanya-kanya” (literally, “his-his” or “hers-hers”) refers “to each his/her own” 

syndrome.65  Journalist and literary writer Nick Joaquin explains this tendency to focus 

on one’s self (and by extension one’s family or clan) in the context of fragmentation and 

disavowal of “form.”  Filipinos tend to resist becoming “Philippine” or “Filipino:” “We 

would revert to petty kingdom, tribe, clan, or barangay.  Our deepest impulse has ever 

                                                
65 Paraluman Aspillera, Basic Tagalog for Foreigners and Non-Tagalogs (2007) 14. 
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been not to integrate but to disintegrate; we seem to have a fear of form, especially of 

great form,” referring to first Philippine Republic of 1898 and the Revolution, which had 

been in fine form until it gave way to factionalism in the form of what he calls 

cavitismo,66 the factional politics that splintered a revolutionary movement in “fine form” 

into Aguinaldo’s Cavitenos vs. Bonifacio’s Manilenos. 

This seemingly innate tendency for fragmentation is a deep-seated one: it is 

lodged in the very kernel of language.  Filipino, the national language largely based on 

Tagalog, has  two words for the English pronoun “we”: tayo which is inclusive (includes 

the listener) and “kami” which is exclusive (excludes the listener),67 denoting an 

exclusionist language.  It can also be surmised that the insular and archipelagic nature of 

the geography of the Philippines is conducive to re-enforcing the kanya-kanya mentality 

or self- and clan interests.  The archipelagic geography created an exclusionist language, 

making it easy to refer to the inhabitants of another island as sila vs. kami (exclusive): 

they vs. us, a geographic and linguistic disparateness that nationalists attempt to bridge 

by fomenting unity centered on the inclusionary tayo (we). 

 

 

 
 
 
 
 
  
                                                
66 See Nick Joaquin’s A Question of Heroes (2005) 161-163. 
 
67 Teresita Ramos, Conversational Tagalog: A Functional Situational Approach (1985) 
20-22. 
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1.3 The Oral, the Archival, and the Historical Novelist 
 
 

The subject historical novels are nationalist novels: novels which narrate an 

aspiration towards national unity for an archipelagic nation.  Born in the 1920s-1930s, 

our subject novelists, F. Sionil Jose (b. 1924), Linda Ty Casper (b.1931), Gloria 

Javillonar Palileo (b. 1934), and Jose Leveriza (1937-1989) have written nationalist 

historical novels that center on the Philippine Revolution and the nation’s colonial 

experience.  Jose, who lives in the Philippines, was declared a Philippine National Artist 

in 2002 and has some international renown since his works have been translated into 22 

languages.  While born and raised in the Philippines, Ty-Casper has lived in the US since 

the 1960s.  She studied law at Harvard.  Although trained as a lawyer, her life has been 

dedicated to writing novels, novellas, and short stories.  While she has retained her 

Philippine citizenship to this day, she has been appropriated not only as Filipino writer 

but also also as a Filipino-American writer and is anthologized in Asian-American 

literary collections.  Both Jose and Ty-Casper are well-known for their historical novels 

and regarded as the greatest Filipino realist historical novelists68 and also the most 

prolific.  Compared to Jose and Ty-Casper, Leveriza and Jovillar started writing more 

recently and sparsely.  Leveriza, a lawyer and a judge better known for his books on 

business and management than for his literary works, hails from Bicol province, south of 

Manila. He wrote three novels in his lifetime (he died in 1989).  Jovillar, who migrated to 

US since 1966, is a retired sociology professor, has written two self-published novels in 

                                                
68 Jaime An Lim, Literature and Politics (1993). 
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the US, and has become a US citizen.  Maintaining sentimental ties with the Philippines, 

she claims that she has “not emotionally left in the Philippines.”69 

Belonging to the same generation, they have also heard stories about the 

Philippine Revolution and the Philippine American War from their parents and 

grandparents.  What has found their way into the written literary text is framed or 

inspired by these oral tales of family and clan.  As F. Sionil Jose intimates in his preface 

to Dusk (1998), the US edition of Po-on (1984), he grew up in a small village in 

Cabugawan, Pangasinan (north of Manila) where he heard stories of the elders about their 

flight from the north to Cabugawan (the primary setting of Dusk) and the revolution 

against Spain.70  As for Linda Ty-Casper, she also listened to the stories of her 

grandmother, Gabriela Paz-Viardo de Velasquez, who lived through the upheavals in 

Philippine history: the Philippine Revolution of 1896, the Philippine-American War of 

1899, and the Sakdal Uprisings of 1930s.  Her grandmother told her, “Write a story of my 

life.” 71   Thus, Blas Viardo, a lead character in Ty Casper’s The Three-Cornered Sun and 

The Stranded Whale is based on Gabriela’s father; Ty-Casper dedicated The Three-

Cornered Sun to Gabriela de Velasquez, “whose memory of the Revolution of 1896 is the 

touchstone of this novel.72”  Gloria Palileo heard stories about her grandfather from her 

mother.  Palileo’s first attempt at writing a historical novel centers on her grandfather, 

                                                
69 Phone conversation with Gloria Palileo on June 2016.  
 
70 F. Sionil Jose, “Notes on the Writing of Dusk (Po-on),” Dusk (1998) xiv. 
71 David Montenegro’s interview with Linda Ty Casper, Points of Departure (1991) 151. 
 
72 Linda Ty-Casper, Three Cornered Sun (1979). 
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Jacob Volz, a German-born national who served with Commodore Dewey during the 

Battle of Manila at the start of the Spanish-American War/Philippine-American War.  

Volz stayed on in Manila after the US acquired the Philippines and married a Filipina.  

However, Palileo abandoned this project and instead wrote The Indios where Volz 

appears as a character in the last chapter.73 

Another commonality among these subject novelists is that that they have written 

about the same broad expanse of historical period in a single novel: the epochal events 

around the turn of the twentieth century, which is considered the anti-colonial 

revolutionary period.  This span of time is framed by the landmark events in Philippine 

history and which are critical to the rise Filipino nationalism: 1872 Gomburza execution 

(Gomburza being the acronym for Gomez, Burgos and Zamora, the Filipino priests 

garroted by the Spaniards) and the native priests’ fight for secularization74; the 1898 

Revolution against Spain; and the 1898-1902 Philippine American War.  Their novels 

about colonialism are written post-colonially, with Jose’s Po-on (Dusk) published during 

the Marcos regime and Leveriza’s Rage, Palileo’s The Indios, and Ty-Casper’s The 

Stranded Whale published after the dictatorship of Ferdinand Marcos (ruled 1962-1986) 

and after the more recent 1986 Revolution that toppled dictator Marcos and ushered the 

regime of Corazon Aquino, the wife of the assassinated Marcos opponent, Benigno 

Aquino.  Their work cannot be separated from the culture and history they emanate from.  

                                                
73 Based on my email interview with Gloria Palileo on January 2016. 
 
74 For Filipino historian Reynaldo Ileto, post-1872 marks the rise of nationalist 
consciousness.  See Ileto’s Pasyon and Revolution (1979) 132. 
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As Bakhtin argues, culture, from which literature cannot be separated “constitutes the 

indispensable context of a literary work and of the author’s position within it, outside of 

which it is impossible to understand either the work or the author’s intentions reflected in 

it.”75 

Akin to oral storytellers who impart wisdom and moral lessons, the subject 

novelists, while writing about a socio-political revolution, in the end offer a moral 

solution to a political problem of power struggles: that an inner or spiritual conversion is 

needed for national unity.  All the subject novels place the reader or addressee in the 

position of ideological subjection, both moral and political.  Through the use of the 

omniscient narrator willing to dispense unlimited yet selective information and portrayals 

of lead characters in mentor-mentee relationships, the novel allows the ideological 

subjection of the reader.  By putting the reader in this position, a moral conversion or 

political persuasion of some sort takes place or is expected to take place. Authorial 

mentorship is also made possible through the use of “paratextual elements,”76 texts that 

surround the text, such as authorial preface or notes, as the case with Jose’s Dusk, 

Leveriza’s Rage in our Hearts, and Gloria Palileo’s The Indios. 

As works about the Philippine colonial period, the subject historical novels are 

thus read by readers in postcolonial time with the gift of hindsight (or the inverse, 

foresight) due to their own knowledge or experience with postcolonial regimes.  As 

                                                
75 M. M. Bakhtin, “Forms of Time and Chronotope in the Novel,” 255-256. 
 
76 For Gérard Ginette, the “paratextual elements” are the other texts written by authors, 
publishers, among others, that surround or supplement the actual text of a literary work.  
See Genette’s Paratexts: Threshold of Interpretation (1997). 
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novels about the colonial period written and read postcolonially, these novels are about 

colonialism as much as postcolonialism, a time-space correlation between the distant past 

and the contemporary present that highlights some form of extra-textual chronotopicity 

(as opposed to the textual literary chronotope theorized by Bakhtin) at the very heart of 

writing and reading literary texts.  

 

 
1.1 Intertextuality and Chronotopicity 

 
History is preserved not only through orality, but primarily through writing: the 

historical records and archives.  The common thread that runs through the subject novels 

is the highly palpable and visible interface between documented history (“fact”) and 

imagination (fiction).  Two discourses are inherent in the text: the factual and the 

fictional.  The tension or cohesion that results from this interaction between fact and 

fiction is what makes the historical novel instantly and innately dialogical.  While the 

historical novel can be read purely as a work of fiction, with the reader oblivious of the 

world of facts embodied in the literary work, the Philippine historical novel is best 

appreciated and enjoyed with the awareness of the existence of both fact and fiction.  

Thus, reading a historical novel requires two competencies: literary and historical.77  One 

must not only be able to recognize the literary devices and symbolisms at work in a text, 

but one must also have some knowledge or understanding of the history that frames or 

                                                
77 Jose de Pierola, “At the Edge of History: Notes for a Theory of Historical Novel in 
Latin America.” Romance Studies, 26:2, April 2008. 
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sets the plot or motivates the characters.  Thus, this study focuses on the inherently 

dialogical nature of the historical novel due to the presence of both fact and fiction within 

the narrative text. 

Dialogue in a a given literary text, according to Julia Kristeva, involves three 

aspects: the writer (“the writing subject”), the addressee (the “reading subject”) and 

cultural context (“exterior texts”).78  By looking at the text, author, reader, and context, 

this study looks at how the subject historical novelists mediate and intervene in the 

writing of a nationalist historiography of the the Philippine Revolution. 

Intertextual analysis undertaken in this study involves two levels: from the basic 

“word,” the minimum structural unit, up to the “textual segment,” which could be a 

sentence (s) or a paragraph (s) in the text that makes possible the intersection of a number 

of voices which are combined in the semantic field of the novel,79 often segments from 

historical accounts or archival documents layered or embedded in the literary texts. 

Drawing on the work of Mikhail Bakhtin’s notion of dialogism, Kristeva coined 

the term “intertextuality” in the 1960s to refer to a text’s relation or dependence with 

other texts.  Bahktin’s work on dialogism and polyphony points to the presence of other 

                                                

78 See Julia Kristeva, “Word, Dialogue and the Novel,” 66.  Note that Bakhtin advocates 
a relational view of literature: “Literature is an inseparable part of culture and it cannot be 
understood outside the total context of the entire culture of a given epoch.” See Bakhtin’s 
Speech Genres (2002) 1-2. 

79 Julia Kristeva “Interview with Julia Kristeva by Margaret Waller: Intertextuality and 
Literary Interpretation,” Julia Kristeva Interviews (1996) 188-210. 
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texts in a text, thereby creating layered or multiple voices within a text.80  Thus, Kristeva 

argues that a given text is the “absorption and transformation of another.”  In short, there 

are always other words in a given word, other texts in a given text.81 

The historical novels in this study are rich in their interrogation and contestation 

of “words”.  For instance, the word “revolutionary” interfaces meaning with the Spanish 

words “insurrecto” (rebel) and “ladron” (thief), the Tagalog “tulisan” (bandit), and the 

American English word “bandit” as used in both literary and historical writing.  In much 

the same way, the word “revolution” used in the historical novels studied here is 

historically colored or tainted by words like “insurrection”, “revolt”, “rebellion”, 

“uprising”, and “banditry,” the latter set of words often used to describe the Philippine 

Revolution in American colonial history textbooks on the Philippines,82 where the 

Philippine Revolution of 1898 is often described as an insurrection or dismissed as either 

an isolated “uprising” or even “banditry.” 

Understanding intertextuality requires the study of various utterances in the text.  

As Bakhtin writes, in order for dialogical relationships (called intertextuality by Kristeva) 

to arise, these relationships “must clothe themselves in the word, become utterances, and 

become the positions of various subjects, expressed in words.”83  “Utterance” is the term 

                                                
80 M. M. Bakhtin, The Dialogic Imagination (1981). 
 
81 Kristeva, “Word, Dialogue and the Novel,” 66. 
 
82 Such as David Prescott Barrows’ A History of the Philippines (1905); Fred Atkinson’s 
The Philippine Islands (1905); and, James LeRoy’s The Philippines 1860-1898 (1905). 
 
83 M. M. Bakhtin’s Problems of Dostoevky’s Poetics (1973) 151 and The Dialogic 
Imagination (1981) 272, 433-434. 
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used by Bakhtin to refer to a word (the enunciated word) or to the speech act to identify 

the locus of meaning in forms of dialogism (where parody, as pointed out by Bakhtin, is a 

good example).  Alan Singer explains the Bakhtinian notion of utterance in terms of the 

“appropriation of the voice of another twisted [italics mine] to new motives, ” invoking 

the “nonverbal imperatives of speech, such as intonation, scene, time, among others.84  

For Jonathan Culler, however, “utterance” itself is the reality or the event to which the 

word refers because language is in itself performative and self-reflexive,85 hence the 

importance of the intervention and contestation of the subject novelists on the level of the 

word.  Who is the maker or the speaker of the utterance?  In literary studies, it could be 

the author, the narrator, or the characters.  Thus, whenever a distinction is made between 

maker / creator of an utterance or the speaker of an utterance, “literary competence is 

activated,”86 making the reader an equal maker of utterances.  On the other hand, 

recognizing whether a character is a fictional or a historical personage in the context of 

the broader textual segments that demonstrate scene, time, or setting requires “historical 

competence.”87  For instance, who is actually voiced when the fictional Istak in Dusk 

                                                
 
84 Alan Singer, “The Ventriloquism of History: Voice, Parody, Dialogue.” Intertextuality 
and Contemporary American Fiction (1989) 90. 
 
85 Jonathan Culler, The Literary in Theory (2007) 149. 
 
86 Robert Scholes, Semiotics and Interpretation (1982) 21. 
 
87 Jose de Pierola, “At the Edge of History: Notes for a Theory of Historical Novel in 
Latin America.” 
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speaks as he lays dying at Tirad? Is it the fictional Istak, the fictional General del Pilar, or 

the historical General del Pilar, or all three together? 

While all the above are helpful in framing the analysis of the novelistic elements 

(word, sentence, paragraphs, intonation, metaphors) as utterance, this study argues that, 

the novel, in its totality, is in itself an utterance, comprising both the oral and the textual.  

The novels in this study are examined both as a phenomenon of orality (oral stories of 

family and clan) and textuality (archival / historical).  Because the novelist of intertextual 

historical novels is a reader of texts in order to be a writer of the novelistic text, s/he is 

also an interlocutor, taking part in the dialogue between and among texts. 

Moreover, this study is concerned with sources of a text for their import on 

meanings.  While Mieke Bal notes that there are many cases wherein tracing precise 

source of texts makes no sense at all and the Kristevan notion of intertextuality is not 

about the sources of texts,88 this study is in fact interested in the origins of the texts and 

the texts within the text in the generation of meanings.  By knowing the sources, a reader 

is able to examine the interface (be it tension or cohesion) between fact and fiction, and 

what this interface does to the historical novel as a literary form and to the resulting 

discourse it contributes to the historiography of the Philippine Revolution. 

On the aspect of the readership, readers often bring into the text their own 

experience.89  They inevitably read these historical novels about a revolution against the 

                                                
88 Mieke Bal, Narratology (1999) 64; Julia Kristeva, Desire in Language (1980). 
 
89 Wolfgang Iser, The Implied Reader (1974) xi-xiv. 
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grain of previously read or “prior texts.”  In the case of the historical novel, the reader, in 

addition to existential experience, also brings into the text the texts of her prior readings 

or even the experience of prior readings.  Because not only is the word, as a basic unit, 

engaging with other words to generate new or polyvocal meanings, the dialogical 

interface between and among texts (i.e. the texts within the text) is also critical.  Hence, a 

Filipino reader of F. Sionil Jose’s Dusk, for instance, is likely to bring prior texts s/he has 

read, such as the novels of Jose Rizal, arguably considered the Philippines’ first novelist 

whose novel, Noli Me Tangere, has been known to have inspired the leaders of the 

Philippine Revolution of 1896.  The rise of Filipino nationalism coincides with the 

novel,90 in this case Noli Me Tangere.  Translations of Rizal’s novels are required 

readings to this day in Philippine schools and universities.  In addition, the Filipino reader 

is most likely to bring into her reading other prior texts such as the American colonial and 

Philippine postcolonial history textbooks. 

What Jonathan Culler concludes about the relationship between novel and nation 

is enlightening: “The novel can be a condition of possibility for imagining communities” 

(or imagining nations) “because it addresses readers in a distinctively open way, offering 

the possibility of adhering to a community as an insider, without laying down particular 

criteria that have to be met.  If a national community is to come to being, there must be 

the possibility for large numbers of people to come to feel a part of it.”  However, the 

                                                
90 In the case of European nationalism. Timothy Brennan notes that the “rise of European 
nationalism coincides with one form of literature: the novel.” See Brennan’s “The 
National Longing for Form” (1990). Both Filipino literary scholars and historians alike 
recognize the role of Jose Rizal’s novels Noli Me Tangere and El Filibusterismo to the 
emergence of Filipino nationalism. 
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subject novels of this study, while seemingly intended for cultural insiders, is ineluctably 

open to outsiders.  By offering an insider’s view to those who might have been deemed 

outsiders, the novel creates that possibility of making them feel part of that community.91  

While Palileo openly addresses insiders in The Indios, she clearly welcomes outsiders as 

she makes her work accessible to them though translation of foreign words right within 

the novelistic text and through other inclusive paratextual devices that frames or 

contextualizes the novel for outsiders. 

Ty-Casper’s dense text, The Stranded Whale, seems to be less accessible due to 

its “presupposition” of a shared knowledge:”92 that the reader knows what the text is 

talking about.  Thus, she intimates that her work is for those who “will find meaning in it, 

who have a feeling for it,”93 which already presupposes that her dense work will be more 

meaningful to some more than others, especially to those who have some knowledge of 

Philippine history or experience with Philippine culture. 

On the part of the novelist, “the writing subject,” s/he is also a reader and writer 

(receiver-producer) as she brings previously read texts into the text.  The four novels 

featured in this study are indeed a re-writing of prior texts as all four novelists physically 

imbed and transplant into their novels traces, paraphrases, or “plagiarized” segments 

(directly lifted from the archives) from historical accounts of both Filipino historians and 

American military historians of the battles of the Revolution.  In particular, these novels 

                                                
91 Culler, 59. 
 
92 Culler, 57, 59. 
 
93 Personal interview with Linda Ty-Casper, December 2015. 
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reverberate with echoes of other previously read texts, as they write against the grain of 

the writings of American colonial historians who wrote the “authoritative” history of the 

Philippines and authored the English textbooks for American-run schools and universities 

in the Philippines at the turn of the twentieth century.  On the part of the “writer,” the 

subject historical novels on the Philippines Revolution, as a form of postcolonial 

discourse, are written in contestation of colonial textbooks, while at the same time in 

consonance with postcolonial history textbooks written by Filipino nationalist historians.  

As Bahktin noted, the author who “create” the text and the readers who “recreate” the 

text participate equally in “renew[ing]” the text and in the creation of the represented 

world in the text.” This is because out of the actual chronotopes of the real world, which 

is the source of representation, emerge the reflected and created chronotopes of the world 

represented in the work.94  

This study examines these interventions and mediations by correlating these four 

inter-related elements of text, context, author, and reader in a spatio-temporal analysis of 

the historical novel where the past, present, and future converge and the local, regional, 

national spaces merge.  While primarily a literary project on textual and intertextual 

reading, this research inevitably engages with politics and history as it shows the 

intervention of historical novels in the perception and understanding of a revolutionary 

movement through historical time, but also as viewed through the lens of the literary 

“time-space” (the Bakhtinian “chronotope”) to arrive at a nationalist or political discourse 

                                                
94 M.M. Bakhtin, “Forms of Time and Chronotope in the Novel,” 250-253. 
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about a Revolution that took place during colonial regimes, written by the “writing 

subject” post-colonially, and read by the “addressee” during a moment in postcolonial 

time, both present and future.  Chronotope, which literarily means “time-space,” is 

defined as “the intrinsic connectedness of temporal and spatial relationships artistically 

expressed in literature.” The chronotope is the “primary means of materializing time in 

space… a center for concretizing representation.”  Bahktin could not emphasize more the 

importance of chronotopes when he said: “It can be said without qualification that to 

them [the chronotopes] belongs the meaning that shapes narrative.”95  In terms of 

“worlds,” it is the evocation of the relation between the fictional world (the novelistic 

world) and the physical world (the real world) “as they are similarly constituted between 

space and time and at the point in historical time where the work is either written or 

read.” With this said, Bakhtin cautions that one should distinguish between the actual 

world as source of representation and the world represented in a literary work: “We 

should never confuse…the represented world with the world outside the text.”96  

Recent Bakhtin scholars clarify Bahktin’s definition by paraphrasing it in two 

levels, within the work (textual) and its relationship outside the work (extratextual): (1) 

Textual:  the chronotope is semantic, such that the chronotope can be revealed through 

the description or dialogues of characters.  Because the chronotope is semantic (words 

and utterances), the world of the hero, like Jose’s Istak in Dusk, are made manifest 

                                                
95 Bakhtin, “Forms of Time and of the Chronotope of the Novel,” 250. 
 
96 Bakhtin, 253. 
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through written dialogues and descriptions.  However, in the process of doing so, F. 

Sionil Jose, the storyteller and writer, is at once already outside the time and space in 

which the event of the Philippine Revolution took place.  (2)  Extratextual: the 

chronotope is a form of a “bridge” between formal elements of texts and the time-space 

of their creation and reception.”97  This means that the chronotope is a bridge between the 

novel as form and the time-space when they are written and/or when they are read.  

Taken this way, the Bakhtinian notion of the time-space seems to be in conversation with 

what Anderson and Culler calls the “interior time of the novel” and the “exterior time” of 

the reader. 

The often quoted scene of Capitan Tiago’s dinner party in Jose Rizal’s Noli Me 

Tangere addresses an insider-reader: the bracketed “[Manila] reader” or the “we-Filipino-

readers.” 98  The relation of the interior time of the novel with the exterior time of the 

Manila reader creates a “continuity between the world of the novel and the reader’s 

own,”99 and thus “evoking time extending beyond the moment of narration.”100 

Thus, the nation-novel convergence is also made possible through this time-space 

correlation: a form of chronotopicity that bridges the interior time of the novel with the 

exterior time of the reader, as the analyses of the subject novels in the following chapters 

                                                
97 Nele Bemong, “Internal Chronotopic Genre Structures: The Nineteenth-Century 
Historical Novel in the Context of the Belgian Literary Polysystem,”159. John Pier, 
“Chronotope” Encyclopedia of Narrative Theory. Eds. David Herman, et al. (2010). 
 
98 Benedict Anderson, Imagined Communities (2006) 27. 
 
99 Jonathan Culler, “Novel and Nation,” The Literary in Theory (2007) 47. 
 
100 Anderson, 27; Culler, 57. 
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demonstrate.  It is thus in this context that this time-space correlation makes possible the 

emergence of a nationalist discourse in the process of writing and reading an anti-colonial 

text on the Philippine Revolution in a postcolonial time.  It is in this play with time-space 

that these subject historical novels offer a unifying nationalist discourse that addresses the 

postcolonial reader in a “meaningful” way.  
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Chapter 2 

 

The Didactics and Imagery of Nation: 

 F. Sionil Jose’s101 Dusk (1998) 

 

In F. Sionil Jose’s Dusk (1998), originally published as Po-on (1984), the peasant 

is the hub of the novel’s nationalist discourse.102  While the focus on the peasant may 

seem a Marxist / Maoist valorization of the peasant as an agent of change, Dusk 

highlights the importance of the mentorship of the landlord and the visiting idealogue in 

the transformation of the peasant, even the utopian effacement of class conflict between 

the landed and landless to create a vision of a communal, nationalist utopia where people 

                                                
101 F. Sionil Jose (b. 1924) was born in Rosales, Pangasinan located north of Manila.  His 
hometown is the setting of many of his novels. He is well-known for the Rosales Saga, a 
quintet of novels (which includes Po-on/Dusk) that encompasses a hundred years of 
Philippine history to examine class struggles and the impact of colonialism in Philippine 
society.  He started his writing career in 1949 as a journalist. He has written more than 35 
fiction and non-fiction books.  His novels have been translated into more than 20 
languages and published worldwide.  He received the Ramon Magsaysay Award for 
Journalism, Literature and Creative Arts (1980), Philippine National Artist (2001), Pablo 
Neruda Centennial Award (2004), and Officer in the French Order of Arts and Letters 
(2014). In his nineties, he continues to be a prolific writer and a “relentless voice against 
social injustice and national amnesia.”  
 
102 Dusk was originally published as Po-on (1984) in Manila by La Solidaridad Press, 
owned by F. Sionil Jose himself. In 1987, Po-on was revised and re-published by La 
Solidaridad. When it was published in the US by The Modern Library / Random House - 
New York in 1998, it was re-titled as Dusk.  For this study, the US edition Dusk is used. 
In 1998, Po-on was translated into Filipino by Lilia F. Antonio and into French by Amina 
Said in 2001. 
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of different classes (the peasant, the landed, the educated) and ethnicities (Ilokanos and 

Tagalogs) in society should collaborate or work together. 

The ideological subjection (i.e. both moral and political) of Istak, the peasant 

protagonist, is made possible through his mentorship of a landowner and a revolutionary 

ideologue.  It is through this mentee-mentor relationship that the novel’s nationalist 

didactics unfold.  Through intertextuality with the well-known historical records on the 

Battle of Tirad Pass, Dusk brings forth a new hero (a peasant) on which the myth of 

nation is created, without diminishing the role of the landed and educated elites.  In fact, 

Dusk reveals the key role of the land owner and the idealogue in the transformation of the 

peasant so that the latter can be an agent of change and a subject of history. 

The analysis of this novel focuses on two arguments. Firstly, Dusk is a nation-

imagining novel, one that beckons readers to witness and collaborate in this nation-in-

becoming.  Matters of land, subsistence, and survival under an oppressive Spanish 

colonial regime are the conditions of possibility for imagining a just and wider 

community called nation from its primordial roots: land, family, and clan. Secondly, 

Dusk harnesses legends and notions of a pre-colonial order of society and fictionalization 

of history on which to scaffold its nation-building mythology. 

 

 

2.1  The Ilokano Peasant as Filipino 
 

Dusk is the story of Istak (Eustaquio Samson) and his family, whose village, 

named Po-on, is burned by the Spanish colonizers as an act of retribution for the 

accidental killing of Padre Zarraga, the newly appointed young Spanish parish priest.  
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After learning that Zarraga unjustly terminates the services of Istak as an acolyte despite 

the glowing recommendation of the outgoing parish priest, Istak’s father pleads with the 

Padre for the re-instatement of his son.  Insulted by the Padre, Istak’s father accidentally 

kills the priest with a silver crucifix in an act of passion and desperation.  When the 

Spanish authorities burn their village to catch the killer, the Samsons flee.  This hegira 

from his ancestral village of Po-on to the town of Rosales is Istak’s first pivotal journey 

in the novel: together with his nuclear and extended family, he acquires shared 

experiences of both camaraderie and tragedy during the journey that bind the clan closer 

together.  Upon arrival in Rosales, the benevolent landlord Don Jacinto informs them 

about a land they can till in a forest, out of reach by the colonial authorities.  The 

Samsons work the land and settle peacefully in Cabugawan, a village in the town of 

Rosales. 

Political turmoil eventually reaches their land with the arrival of the Cripple (a 

revolutionary ideologue) and later the American forces, who are in pursuit of Aguinaldo, 

the president of the newly founded Republica Filipinas.  At the request of the Cripple and 

his landlord, Istak undertakes his second journey: to deliver a message to Aguinaldo who 

is fleeing from US forces and now somewhere in the mountains of northern Luzon, close 

to Ilocos.  At Mount Tirad, Istak makes his ultimate sacrifice.  Along with other Tagalog 

soldiers, he is killed by the American soldiers who are in pursuit of the president of 

Filipinas. 
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2.2  The Character as Mentee: Didactics of Nation 

 
Dusk is a “nation-imagining” novel 103 in many ways.  Firstly, the novel’s 

nationalist discourse is achieved by conjuring and imaging the nation through the familiar 

symbols of land and family.  Secondly, the discourse of nation is achieved through the 

mentoring of a peasant by ilustrados (the wealthy landlord and the ideologue). This 

mentorship, self-reflexively, becomes a mentoring process as well for readers 

(“addressees”) who feel “addressed” by the novel’s instruction and didacticism.  Thirdly, 

the novel creates a “myth” or a hopeful image of homogenized or unified nation despite 

the existence of class distinctions, ethnic differences (Pangasinense, Igorot, Bulakeno, or 

the broader Tagalog) and linguistic diversity (Tagalog, Ilokano, Spanish).  By 

transcending conflicts and differences, while acknowledging their existence, Dusk 

invents nation as a utopian vision for the future where the landed and landless, elites and 

masses, and speakers of different languages will share and build a national community: a 

classic unity in plurality paradigm. 

 The novel’s didactic instruction to readers / mentees is that there is a call 

that rises beyond linguistic and ethnic differences, beyond family and clan.  That is duty 

to country, duty to nation, duty to Filipinas.  Thus, Istak’s last dying thoughts and the 

novel’s closing three words are: “Duty. Duty. Duty” (310).  Duty becomes a repetitive 

                                                
103 “Nation-imagining novel” is a term used by Jonathan Culler in Literary in Theory to 
refer to how Benedict Anderson considered Jose Rizal’s Noli Me Tangere, widely 
considered the first Filipino novel, as one which allows the imagining of nation, initiated 
by the convergence of people in a dinner party in Manila hosted by a local don. See 
Anderson’s Imagined Communities (2006), 27.  F. Sionil Jose, admittedly, has been 
influenced by Rizal’s works. 



56 

 

word performed through the act of dying of the protagonist during the heroic stand at Mt. 

Tirad.  

Images of the nation are created in conversations between Istak (mentee) and the 

Cripple (mentor).  The Cripple proselytizes about duty to Filipinas and the need to create 

one united nation to the most resistant audience: the peasant.  These conversations take 

place not in the linear narrative time of the novel, but in fragmentary flashbacks: when 

Istak is on the battleground in Tirad during his final hours.  The Cripple’s mentoring only 

assumes clarity and resonance in retrospect, during the hour of reckoning at the narrative 

present at Tirad.  While Chapter 8 is narrated in the past tense by an omniscient narrator, 

Istak’s present thoughts recall past conversations with the Cripple in the present tense, as 

if they are happening now.  In which case, the presentness of his thoughts and 

recollections cohere and thus resonate with the reader of the present by their presentness.  

The literary chronotope then is not only made manifest by an intertexual plotline that 

draws from the imagination, myths, and the archives as discussed above by also through 

formal devices: through the use of the omniscient narrator.  In the novel, the narrator 

provides a point of view exterior to and superior to that of any particular character.  This 

narrator is not a reticent one, but one who is most willing to share what he claims to 

know.  The narrator has access to the past and present and allows the reader to access 

them at the same time.  The past and present are marked by shifts in tenses in the 

novelistic text: the story is told in the past tense of narrative time, with flashbacks to 

dialogues in the past which are presented in the present tense.  Some of these instructive 

and didactic dialogues are in the next pages. 
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Having known poverty and hunger all his life, particularly when the harvest fails, 

Istak’s desired world is simply “a future that is not limned by hunger.”  He also wants 

some “comfort” and a “bit of respectability” which he and his family do not enjoy due to 

their humble peasant origins.  His world is about livelihood and survival for his family 

and his clan.  Thus, when he meets the Cripple, whose character, is based on the real-life 

revolutionary Apolinario Mabini,104 and learns about the latter’s longing for a bigger and 

grander world called “nation,” Istak is astounded.  He is perplexed as the Cripple muses 

on his visions of nation: 

 
We are to build a nation – not of Tagalogs, Batanguenos, or Cavitenos – we are 

going to build a nation which included all our brothers and sisters from the south 

to the far north (186-187). 

  
For Istak, the notion of nation is difficult to comprehend given the fact that he and 

his family are primarily concerned with daily survival:  Will there be food on the table 

today?  Will the harvest be bountiful? Will there be something left behind for his family 

after he turns in the landlord’s share of the harvest?  Istak believes, “Our duty is to our 

families” (135).  He argues: 

 
Why should I care for others who are not members of my family, who have not 

                                                
104 In the “Notes on the Writing of Dusk” that prefaces the novel, F. Sionil Jose reveals 
that the Cripple is his “fictional rendition of Apolinario Mabini, who, in real life was the 
idealogue of the revolution against Spain.” See Dusk, xiv. 
 
Apolinario Mabini (1864-1903) is the adviser to Emilio Aguinaldo, president of the 
Revolutionary Republic (known as the Kawit Republic declared in June 1898 and 
Malolos Republic declared in 1899). He also served as prime minister and foreign 
minister in the revolutionary government. 
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done anything for me? I have this piece of land that I have cleared.  My duty is 

not to this nameless mass you call Filipinas. No country can claim my time, my 

loyalty (188). 

 

These remarks are indicative of what Jameson calls “antimony,” the common 

tension or contradiction between individual and community,105 which at this point in 

Istak’s life are irreconcilable.  However, this antimony finds reconcilable convergence at 

Mount Tirad: his conversion to the nationalist cause. 

Dusk conjures nation in an elementary, familiar way.  By using familiar analogies, 

like family, clan, and land as the primordial basis of nation, Dusk provides a rooted basis 

for understanding nation.  Readers are beckoned to imagine the nation with Istak in a 

rudimentary fashion.  In this process of imagining the nation within the world of the 

novel, “national imagination fuses the world inside the novel with a world outside,”106 

where the space of the nation could be the space between the text and the reader. 

As a literary work, how does Dusk evoke the process of imagination of nation?  

How does imagination work?  As Wolfgang Iser notes, every mental image gives 

presence to either the “absent” or the “non-existent,” and therefore contains a certain 

“nothing,” because the presence does not eliminate the absence or give existence to the 

non-existent but actually maintains the non-being of what appears as presence in the 

mental image.  This “nothing” has a certain suction effect that the intentionality of 

                                                
105 Fredric Jameson, “The Varieties of the Utopian,” Archaeologies of the Future (2005). 
 
106 Jonathan Culler, “Novel and Nation,” 49. 
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consciousness cannot escape.107  Consciousness then lures the imaginary into shape.  

Thus, an idea is a form that permits the imaginary to be transcendentally reduced.  The 

imaginary cannot be isolated as a faculty with an existence of its own, independent of 

consciousness that connects and directs itself to people, objects, and events in the real 

world.  How does the imaginary assert itself through consciousness? What happens to 

consciousness when it has to mobilize the imaginary to fulfill its intentions?108   The 

Cripple argues:  

If there is no country as such or as you know and recognize, then in your mind 

you must give it its boundaries. Do this because without this country you are 

nothing. This is the land where you stand [italics mine to highlight land as a 

spatial projection], from which you draw sustenance, it is the Mother you deny. It 

is to her where your thoughts will go even if you refuse to think so, for it is where 

you were born, where your loved ones live, and here in all probability you will all 

die. We will love her, protect her, all of us – Bisaya, Tagalog, Ilokano, so many 

islands, so many tribes – because if we act as one, we will be strong and so she 

will be.  Alone, you will fall prey to every marauder that passes by (292). 

 

The Cripple’s conception of nation is a bordered entity and a spatial projection 

that is recognizable to a tiller of the soil: the land where one stands, the land which 

sustains him and his family.  Using the language of family, he compares nation to a 

Mother who provides sustenance.  This family, with the same Mother, include other 

tribes of other ethnicities: the land, not only where he and loved others stand but also 

                                                
107 Wolfgang Iser, The Fictive and the Imaginary (1993) 200. 
 
108 Iser, The Fictive and the Imaginary (1993) 200-201. 
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many other “tribes.”  He will share this land with the Bisayans, Tagalogs and other 

“tribes” in the archipelago, many of which he may not know and will never meet face to 

face.  After reading the secret manuscripts given to him by Don Julio, Istak muses and 

concludes that, “there was great truth in what the ilustrados wrote about [nation] being 

rooted in the land. But this truth is self-evident to those who worked the land themselves” 

(71). 

A foreign concept like nation, when conceptualized in terms of land or in relation 

to land resonates in Istak because he works the land and understands the hard work and 

the community it requires.  The imagery of land appeals to Istak: the land where you 

stand, the land where your loved ones live, the land which is the source of your food and 

thus your life.  Dusk highlights the centrality of terra firma in the conception and 

imagination of nation, although not simply on its own terms but relationally: as the site of 

family and livelihood.  Because “nation” is conceptually unknown to the peasants during 

the colonial period, “nation” has to be articulated or visualized for them by ilustrados, 

such as Don Jacinto and the Cripple.  The mentoring of Istak becomes the mentoring of 

readers as well.   The novel becomes a bounded world, what Culler calls a “bounded 

community,” where, in this case, instruction takes place. 

 Gaston Blachelard notes that imagination has always been considered to 

be the faculty of forming an image.  However, it in “the faculty of deforming the images 

offered by the perception, of freeing ourselves from the immediate images” that is 

important, if not the most important, in the process of imagination.”  Deforming is the 

faculty of changing images. If there is no process of changing images or even the 
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unexpected union of images, there is no imagination, no imaginative action.109  Thus, 

imagination is the process of forming new images in the mind that have not been 

previously experienced, with the help of what has been seen, heard, or felt before, 

whether partially or in different combinations.  It is the ability to form new images and 

sensations that are not perceived through senses such as sight, hearing, or other senses.  

As such, memory and imagination are inter-related: images made by functional magnetic 

resonance imaging technology show that remembering and imagining sends blood to 

identical parts of the brain.110   

 In Dusk, memory and imagination also denotes a process of visualization, 

combining the mental and the visual: the “mind’s eye.”  While at Tirad, Istak visualizes 

his family: 

 
In his mind’s eye [italics mine], his boys were romping around, trying to help 

although they could do but little, trailing behind their mother to see if she had 

missed any stalk with her hand sickle. There would be nothing missed of 

course, and in a week the field would be bare and he sheaves would be laid 

out, spread like flowers to dry in the sun before they were neatly piled in the 

granary behind their house. How wonderful it was – the smell, the taste of 

new rice, the steam rising from it, even with just a dash of salted fish and 

lemon… 

                                                
109 Wolfgang Iser, The Fictive and the Imaginary, n 34, 325 (1993); Gaston Blachelard’s 
On Poetic Imagination and Reverie (1971). 
 
110 Gaston Bachelard, “The Right to Dream,” On Poetic Imagination and Reverie (1971). 
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Dusk creates a visual image of nation: a spatial projection (a land with boundaries 

inhabited by many tribes speaking different languages) is helpful for someone like Istak 

who does not heretofore know what a nation is.  Having a visual image makes possible 

the imagination of something that does not exist or something that is not yet real.  

Because invoking the past helps the imaginative process, Dusk recuperates from 

history visions of a pre-national community to rally against disunity by invoking or 

remembering past heroes like Diego Silang (1730-1763), an Ilokano who envisioned an 

“Ilokandia,” a regional, not national, community for the Ilokanos.  The Cripple invokes 

the memory of Silang:  

 
I trust you… If we can only learn to trust one another – Tagalogs trusting 

Ikolanos, Pampangos trusting Tagalogs.  An Ilokano showed the way – more than 

a hundred years ago, Diego Silang trusted his neighbors.  The people of 

Pangasinan became his allies. His rebellion was defeated yes – but it was the 

beginning, the cooperation of the peoples of the north.  More of this and… we 

have a nation (246). 

 
 The heroic failure of the past, like Silang’s Ilokano rebellion in the 1760s, 

fuels the present (the narrative present) fight for freedom against the colonizer embodied 

in the anti-colonial, nationalist imagination: a “Filipinas” free from the grip of the 

colonizers.  At the same time, it is important to note that Silang’s utopian vision of 

community, while anti-colonial like the Cripple’s vision, is smaller in scale: the pre-

national, sub-national or  

regional “Ilokandia”, as opposed to the Cripple’s broader national community called 

“Filipinas.” 
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2.3 Chronotope of the Journey: Time in Space, Space in Time 
 
 
 The Samsons’ agrarian commune becomes a wider community, a novelistic 

evocation of a notion of the “nation” as an extension of family and community values.  

By employing a peasant as the novel’s protagonist, readers witness the conversion of a 

reactionary into a revolutionary: how a risk-averse, family-centered, and subsistence-

oriented farmer develops a commitment to a wider community (nation) after a series of 

life-changing experiences.  Thematically, the metanoia of the protagonist is achieved 

through personal and familial experience of violence at the hands of colonial authorities 

and through the mentorship of his landlord and a revolutionary ideologue.  Novelistically, 

this bildung plotline with its centerpiece on the metanoia of the protagonist, is accelerated 

in Dusk through the classic trope of the journey, a chronotopic device often used in 

narratives, from the ancient Greek epics and romances, to Walter Scott’s Waverley 

(1814), considered the first Western historical novel, to the Philippine historical novels. 

Istak, coming from a family of Ilokano peasant farmers, is unaware of the 

political and military movements in Manila and its environs.  The Revolution eventually 

reaches their land in Ilokos with the arrival of the Cripple and later the American forces.  

These comings-and-goings, variations of the trope of the journey, congeal the narrative 

allowing the growth and transformation of the protagonist.  Novelistically, the sojourn of 

the crippled ideologue in Rosales, another version of the journey trope that compresses 

time in space, conveniently links the peasant of the rural agrarian commune to the wider 

revolutionary movement which has begun in the city of Manila and is spreading to the 
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Tagalog provinces of Cavite and Bulacan.  

A journey is transversal of space through a given time.  As mentioned, Istak 

undertakes two major journeys.  The first is when he and his family flee after his father 

accidentally kills the Spanish priest and their village is burned by the Spanish authorities.  

The protagonist is formed by experiences of both bliss and tragedy during this hegira 

until he finds a new home in Cabugawan.  Time compression111 as both an analytic and 

phenomenon that alters or shifts the relationship between time and space as a geographic 

or cultural experience that is akin to the chronotope, the materialization of time in space 

in the literary world,112 illustrated novelistically in Dusk when Istak’s life-defining 

moments come full circle: Cabugawan becomes Po-on.  When a new land (Cabugawan) 

becomes just like his home of old (Po-on), time is materialized in space. 

Istak’s second journey in the northern mountains is undertaken at the behest of the 

Cripple and his landlord to deliver a message to the to the president of the revolutionary 

government.  Passing through villages and towns, he beholds firsthand the violent 

handiwork of colonialism. Within the spatio-temporal framework of the journey, Istak 

travels through the provinces of northern Philippines in a short biographic time.  In this 

journey, the dimensions of time and space appear reversible: in the movement of travel, 

space is time and time is in space.  Istak is profoundly moved by what he sees in space: a 

landscape of colonial violence.  Against the background of this jarring landscape, he 

becomes a changed man within in a short span of time (i.e. biographic time).  His world 

                                                
111 David Harvey, Conditions of Postmodernity (1991) 240-308. 
 
112 M. M Bakhtin, The Dialogic Imagination (1981) 250. 
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view is dramatically transformed as he surveys the manifestations of colonial violence: 

from Baugen, where American soldiers raze to the ground and massacre an entire town, 

(279-281), to Bauang, where the Americans hang “insurrectos” in the plaza (284).  Upon 

seeing these sites of rape, hangings, dead bodies, and burned villages, Istak is 

overwhelmed with emotion and the memory of Po-on re-surfaces at Baugen: “Po-on all 

over again.”  When Po-on of the past (burned and razed to the ground by Spanish 

authorities) is repeated spatio-temporally and becomes reincarnate in Baugen of the 

present (burned to the ground by American authorities), then space is closely tied with 

time and time becomes space.  The chronotope of the journey builds up the logic and 

rationale for the protagonist’s next course of action and sets the stage for the novel’s 

climax at Tirad.  Dying at Mount Tirad as Istak’s next course of action becomes 

comprehensible.  His action becomes logically and symbolically charged: an act that 

while it depletes life is redemptive.  One must die to save one’s land for the sake of 

family, clan, and yes, nation.   

Up to a certain point, Istak’s fate could have been reversible.  Istak almost escapes 

his fate of death at Tirad.  Repulsed by the Ilokano general, Istak is told to go home 

before it is too late and fighting begins.  However, on his way home, Istak spots the 

American troops.  Duty calls and compels him instinctively to go back: he returns to the 

Pass to warn the Tagalogs that the Americans are coming on horses.  As a peasant who 

has healing powers and has ministered to the sick in his village and in nearby towns, he 

decides to stay in the battleground because he may be of use: he can cure the wounded 

and take care of the dying.  Then, his fate becomes irreversible and his conversion 
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complete: a sacrificial death at Tirad that evokes a Christian imagery prevalent in this 

moral fable-novel (296-298). 

The intertextual basis for the novel’s fictional battle is the historic Battle of Tila 

Pass in American military and journalistic accounts.113   Archival documents often center 

on the real-life General Gregorio del Pilar, the intertextual basis for the fictional general 

with the same name in Dusk.  Through intertextuality, Chapters 17 and 18 of Dusk 

practically become a literary adaptation of the historical accounts of the Battle of Tila. 

Thus, Dusk becomes a reinvention of known fact of history to create a new national 

mythology by installing a new hero in a historically-charged battle site of the Revolution. 

According to documentary accounts by Filipino and American historians, the 

Battle of Tila took place in December 1899 near Candon, Ilocos Sur, north of Manila.114  

Due to General del Pilar’s education (he studied metaphysics at the Ateneo de Manila and 

obtained a bachelor of arts degree at the University of Santo Tomas in Manila) and 

military exploits in different battles of the Revolution, such as those in Bulacan and 

Manila, General del Pilar rose rapidly through the ranks and won the confidence of 

                                                
113 Robert Young’s “Report of Lieutenant General Commanding the Army, 1900,” Facts 
About the Filipinos, Part 4, 331, Vol 1, No 1. May 1, 1901. Boston: Philippine 
Information Society and John McCutcheon news report as published in The Chicago 
Record (1899).  See also Gregorio Zaide’s account of the battle in The Philippine 
Revolution (1954), largely based on American documents and American-authored history 
books. 
 
114 For instance, see T.M. Kalaw’s An Acceptable Holocaust: Life and Death of a Boy-
General (1974) and The Philippine Revolution (1969), 225-227.  See also Philippine 
textbooks, such as Gregorio Zaide’s The Philippine History and Government (1978), 
279-280; Sonia Zaide’s The Philippines (2013). Gregg Jones’ Honor in the Dust: 
Theodore Roosevelt, War in the Philippines, and the Rise and Fall of America’s Imperial 
Dream (2012), 134-136. 
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President Aguinaldo.  At age 24, del Pilar was promoted to brigadier general and headed 

the rear guard to General Aguinaldo, the fleeing president of the Philippine Republic, 

who was being pursued by American forces.  At dawn of December 2, 1899, General del 

Pilar’s 60 riflemen faced Major Peyton March and his 200 Texas Rangers.  While del 

Pilar and his men put up a fight despite being outnumbered and outgunned, the 

Americans made a breakthrough when a Filipino guide betrayed the existence of a 

passage at the other side of the pass.  Thus, March ordered a dozen sharpshooters to make 

their way to the left of the enemy position.  After scaling the cliff, March’s men opened 

fire from the peak above the pass and then the rest of his men charged and rushed up the 

hill. General del Pilar died among his men, with only eight survivors.  While accounts of 

the battle vary in flourish and detail, the outcome of the battle between 60 Filipino 

soldiers and 200 American soldiers is military defeat for the Filipinos.  For some 

historians115 and for F. Sionil Jose himself116, the battle can be viewed as a success 

because the stand at the Pass allowed President Aguinaldo to have a head start away from 

his American pursuers.  It will be another year before the Americans would capture 

Aguinaldo in Palanan on March 23,1901. 

While the time and space of the historic battle (Dec 1899 at Tirad near Salcedo, 

Pangasinan) remains the same in Dusk as narrated in archival documents, the actors 

change in the novel: The hero shifts from the historical General Gregorio del Pilar 

                                                
115 For instance, see Stanley Karnow’s In Our Image: America’s Empire in the 
Philippines (1989). 
 
116 F. Sionil’s “Notes in Writing Dusk (Po-on),” Dusk (1998). 
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valorized in the archive to the fictional Estaquio Samson, a peasant.  An event like the 

Battle of Tirad can be communicated: it becomes information, i.e. precise data on the 

place and time of its occurrence.117  However, the event does not become a “figure,” an 

artistic prosaic image, without the chronotope.  As Bakhtin explains, “it is the chronotope 

that provides the ground essential for the showing forth, for the representability of events.  

The increase in density and concreteness of time markers – the time of human life, of 

historical time – that occurs within a well delineated spatial area,” in this case, a specific 

site of battle, aids in the figuration and imaging.  It is through the chronotope that “[t]ime 

becomes in effect palpable and visible; it “makes narrative events concrete, makes them 

take on flesh, causes blood to flow in their veins,” permitting the imaging power of the 

novel to do its work.118  Dusk creates Istak’s journey and its culmination at Tirad as a 

figure, a powerful image of novelistic prose through manipulations of time and space. 

Through the Battle of Tirad Pass, Dusk shifts the revolutionary power from the 

elites (represented by the ilustrado general) to the masses and conjoins the Tagalog and 

the Ilokano.  Tirad becomes incarnate as the empowering, defining moment to understand 

what Filipino means as a national identity as opposed to ethnic or regional identity.  It is 

the “space-time” to define the Filipino. 

By tweaking the narration of Tirad Pass, Dusk contests a familiar historical 

account of a hero, whose “heroism” is an invention by American historians and 

                                                
117 Mikhail Bakhtin, “Forms of Time and Chronotope in the Novel,” 250. 
 
118 Bakhtin, “Forms of Time and Chronotope,” 250-251; 84-85. 
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journalists.119  In the novel, no mention is made of the young General being shot as 

highlighted in American military and news reports.120  Instead the General’s death is 

assumed and the novel’s roving lens instead spotlights the Ilokano peasant.  Dusk shifts 

the hero of Tirad from the historical General to the fictional peasant.  Thus, Jose’s literary 

adaptation of history contests the elitist notion of heroism in Philippine history as 

narrated by American or Filipino historians alike.  In so doing, he also salvages from 

oblivion the unknown masses who fought for the Revolution and invests the ordinary folk 

with the capacity for the heroism.  In essence, Tirad becomes a challenge to readers to do 

their share in the formation of nation. 

 Contrary to the depictions of General del Pilar as a noble warrior in historical 

accounts, Dusk highlights the ilustrado Gregorio del Pilar as a haughty, ethnic-biased 

Tagalog general who condescends on the Ilokano peasant, does not heed the peasant’s 

advice that the pass is accessible at the rear through a hidden passage which must be 

guarded, and refuses the assistance of an Ilokano peasant in his Tagalog regiment 

primarily composed of Bulakenos.  As the novel (and historiography) narrates, the 

American soldiers attack from the rear, as Istak has warned.  The “Filipinos” (the 

Tagalogs and one Ilokano) lost the battle.  Focalized through an omniscient narrator, the 

reader has access to the lengthy introspections and reminiscences of Istak, undoubtedly 

the hero of the battle together with the other unknown, nameless soldiers, most of them 

                                                
119 Nick Joaquin, A Question of Heroes (1981). 
 
120 Detailed historical accounts of the Tila battle are excerpted in Chapter 5 of Joaquin’s 
A Question of Heroes. 
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from the ranks of the masses.  The mentoring of readers heightens at the novel’s climax 

at Tirad when they hear the didactic and often sentimental introspections of Istak on duty 

to one’s family and country as he realizes their convergence: duty to family and nation 

have become one and the same.  As the battle turns in favor of the Americans and Istak’s 

death is imminent, the novel’s didactics becomes more urgent, seemingly compelling 

readers to likewise resolve the classic antimony between family and nation.  This 

climactic point challenges readers that if a poor peasant can do something for country or 

nation, so can any Filipino or any reader for that matter. 

 

 

2.4.1 The Utopian Impulse 
 
 

To build a mythology of nation, Jose invokes notions of a pre-colonial order and 

imagines a postcolonial order by fictionalizing history.  Because knowledge about pre-

Hispanic Philippines is either scant or fragmentary,121  Dusk imagines a pre-colonial order 

of Zomia-esque122 communal communities that can be viewed as an attempt at 

recuperation or idealization of the pre-colonial past as a natural reaction to colonialism.  

                                                
121 A few scholars have attempted to reconstruct the pre-Hispanic history of the 
Philippines, namely: the sixteenth and seventeenth century European chroniclers such as 
Antonio de Morga and Antonio Pigafetta and more recent historians such William Henry 
Scott, Otto Beyer, among others. 
 
122 Refers to George Scott’s notion of Zomia as a region in Southeast Asia where tribes 
flee from city or town center to create fugitive communities that thrive on local 
economies to escape “oppressions of state-making projects.” See Scott’s The Art of Not 
Being Governed (2010).  
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Evocations of idyllic communal life can also be viewed as an attempt at imagining pre-

colonial past which is unknown or inaccessible due to the destruction of native records or 

indigenous cultural artifacts by the colonizers.123  As Filipinos are thought to be a people 

without history (pueblo sin historia),124 Jose’s craving for knowledge of the past, made 

manifest in Dusk’s utopian impulse, seems to be driven by this attempt to become a 

people of history.  

In Dusk, the utopian desire is articulated in portrayals of pre-colonial life through 

communal communities, one of which is the millenarian commune led by an old, wise 

man (169-182).  The old man claims to be a re-incarnation of Diego Silang, a historical 

figure from Ilocos who has a place in the current pantheon of Philippine national heroes 

under official state nationalism.  By evoking a pre-colonial millenarian community where 

family ties are strong, where everyone’s basic needs of food, clothing and shelter are met, 

and which is located beyond the reach of colonial power, Dusk collages notions of a pre-

colonial millenarian community with colonial history upon which to create his mythology 

of nation that could be imagined by readers, an apparent nostalgic attempt in search of an 

originary that even ante-dates the colonial world. 

                                                
123 Lucilla Hosillos, Philippine-American Literary Relations (1969) 2.  See also Nicanor 
Tiongson who wrote about the wholesale destruction of indigenous culture, including 
writings on bamboo and palm leaf (Tiongson, 388).  However, Filipino historian Jose 
Arcilla noted that there is no sufficient evidence about the destruction of pre-colonial 
texts and artifacts. 
 
124 The people of the Philippine archipelago were thought not to have history because 
they have no surviving original texts, as noted by Enrique in “¿Quieren historia?,” La 
Solidaridad, August 15, 1892, 780.  See Megan Thomas’ Orientalist, Propagandists, and 
Ilustrados (2012) 206, 266 (n12). 
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Dusk also builds its nation-making mythology on the agrarian commune called 

Cabugawan which the Samsons build in the wilderness.  By portraying this rural 

commune not only as an agri-based economy but also as a spiritual community, Dusk 

creates a mythic or utopian vision of the “nation.”  Upon this foundation, Dusk portrays 

allegorically the rudiments of the origins of nation.  In this commune, class divisions are 

seemingly effaced, as portrayed in the benevolent landlord and the close relationship that 

develops between landlord and the peasant (Don Jacinto and Istak, respectively).  With 

Don Jacinto’s house serving as the refuge of the Cripple, revolutionary nationalism and 

what becomes later known as the Philippine-American War reaches Rosales.  Because 

Don Jacinto is a secret member of the revolutionary junta in the north, he also becomes 

the link that makes possible the acquaintance between Istak and the Cripple and the 

bridge that connects the Ilokano agrarian commune to the Tagalog-led nationalist 

revolutionary project.  While Istak is the protagonist in the novel, the figure of the 

landlord looms large.  Not only is his patronage critical to the survival of the Samsons, 

his mediation makes possible the political conversion of Istak, whose ultimate sacrifice at 

Tirad fulfills the revolutionary aspirations of the nation-in-becoming. 

While Jose explains that Dusk and his novels take the voice and perspective of 

“the little people,”125 the predominance of the character of the landlord cannot be 

overlooked, whose benevolent presence exerts a strong influence on the peasant 

protagonist.  At the same time, this seeming subliminal undercurrent attests to the very 

nature of the binary yet dialectical power relationship between landlord (dominant) and 

                                                
125 F. Sionil Jose, “Notes in Writing Dusk (Po-on),” Dusk (1998). 
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peasant (subordinate) and the influence of the landed ilustrados in nineteenth century 

Philippines up to the present. 

 Istak’s initiation to the nationalist cause is through a task imposed upon 

him by his landlord.  Don Jacinto asks Istak, who has healing abilities, to help cure the 

physical ailments of the Cripple, the revolutionary leader.  On the run from both the 

Spanish and American authorities, the Cripple convalesces at Don Jacinto’s home.  

 The social distance between Don Jacinto and Istak is dramatized when 

Don Jacinto summons Istak and fetches him from his house for this task.  From Istak’s 

humble abode, the two depart to go to Don Jacinto’s affluent estate in a manner indicative 

of the dominant-subordinate relations between the two: “Istak walked beside Don Jacinto 

astride his horse.”  While Istak is barefoot and wearing peasant garb, Don Jacinto wears 

shoes and a jacket (139).  In the course of a few days, Istak has helped heal the Cripple, 

who in turn, has entrusted Istak to run a “nationalist” errand for President Aguinaldo, the 

president of the revolutionary republic.  In the course of a few days, the power relations 

between landlord and peasant has shifted when Don Jacinto “embraces” Istak (162).  

From the earlier scene where Don Jacinto is seen astride his horse and Istak subserviently 

walking beside him, this “embrace” marks a sense of equality between the two, an 

equality that emerges in their sense of “Filipino” oneness.  In a society where the social 

custom of greeting and bidding farewell calls for the person of lower stature to 

subserviently kiss the hand of the superior (or elder person), the “embrace” initiated by 

Don Jacinto as he bids Istak farewell is an attempt at bridging the divide between 

individuals from two distinct social classes.  Again, an attempt at wish-fulfillment: to 
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bridge the social distance inconceivable or impossible in a feudal or semi-feudal society 

in the real world.  Embracing Istak, Don Jacinto reminds him, “you are no longer 

Ilokano, you are a Filipino.”  With these words, not only can one see some semblance of 

equation between two socially distant individuals (the landlord and the peasant), but also 

the subsuming of the ethnic (Ilokano) to give way to the national (Filipino).  Moreover, 

this chapter in the novel marks the beginning of Istak’s direct engagement with a 

nationalist cause.  At this juncture, while the scope of his vision now goes beyond his 

family and clan, what drives him remains the same: land and family.  If his family has 

peace and a piece of land as home and source of sustenance, his family will have a better 

future.  The Cripple eloquently persuades Istak to undertake the noble but risky mission 

firstly, by appealing, ironically, to his sense of indebtedness to his landlord; secondly, for 

the well-being of himself and his family; and thirdly, under threat to his security: 

  
Now I am going to ask you, Eustaquio, to do a favor not only for Don Jacinto –  but 

for yourself, your family, though you may not think of it this way” (159). 

  

The Cripple’s warning, “alone, you will fall prey to very marauder that passes by” 

resonates in Istak’s desire for security that a wider community called nation, as argued by 

the Cripple, can provide. 

However, the benevolence of Don Jacinto and the seeming compatibility of class 

interests between landlord and peasant as shown in the warm and amicable encounters 

between Don Jacinto and Istak is troubling.  While Fredric Jameson and other Marxist 

theorists highlight the irreconcilability of class interests in their theory and critique, the 
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reader sees in this landlord-peasant relationship a fairytale-like resolution of class 

conflict.  Like in fairytales where members of the opposing class, such as the pauper and 

the princess, can marry, Dusk portrays the landlord as a benevolent ilustrado sharing the 

land, the mode of production, to the landless.  In this romantic portrayal of landlord-

tenant relations in the novelistic world, Dusk makes possible a world that is difficult if 

not impossible to attain in the real world due to the intrinsic irreconcilability of class 

interests and the inevitable conflicts emanating from opposing class interests. 

In this figure of the benevolent landlord, the power of the historical novel to 

articulate social change is well demonstrated.  At the same time, the very principle of 

hope that propels the novel does not preclude the possibility of the impossible, if not in 

the present, then maybe in the future.  For indeed, “principle of hope” is always forward 

thinking and is a movement into the future.  In The Principle of Hope, Ernst Bloch 

catalogues “wish” pictures, sketches of a better world, and daydreams of a better future: 

from social and geographical utopias to architectural utopias.  While acknowledging that 

the construction of a world where it is adequate to “hope” is difficult, the utopian 

impulse, argues Bloch and Jameson,126 occurs in the quotidian and in the most unlikely 

places and thus are often evoked in literature.  In the world of the novel, as in Dusk, it is 

possible to hope: the impossible is possible. 

Through the agrarian commune founded by the Samsons in the forest, Dusk offers 

a place where is possible to hope, an ideal foundation for the novelistic discourse of 

                                                
126 Ernst Bloch. The Principle of Hope (1986); Fredric Jameson, Archaeologies of the 
Future (2005) 1-9. 
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nation.  Cabugawan is then portrayed as a viable, utopian community formation whose 

literal raison d’ètre is economic survival and whose bond to one another is solidified not 

only by kinship but the shared experience of hardship and oppression under a colonial 

regime.  Through Cabugawan, Dusk also portrays an alternate vision of leadership that is 

both material and spiritual.  On their arrival at Rosales, Istak, who is literate, is 

designated by the clan to talk to the Don Jacinto, the mayor, to help them.  Thereafter, 

Istak is naturally accepted as the leader of the clan.  Having served as “sacristan” in the 

parish who knows the Catholic rituals, he holds masses for the community.  Unable to 

pursue his desired vocation of priesthood, at last, here in this commune, he is able to be a 

priest for his people, a sacrilegious and revolutionary act at that time.  Later on, he 

discovers that he has healing powers, using Latin chants as incantation and indigenous 

herbs and plants as medicine.  In Istak’s ministry, leadership is both an economic and 

spiritual function.  Istak becomes renowned for his ministry and spiritual healing that 

people from other villages come to him for help, especially when there is an outbreak of a 

disease.  In essence, readers witness the expansion of the geography of his unofficial 

“parish” or commune to include villages near and far, the growth of the nation-in-

becoming. 

________ 

 

“Filipinas” is the word used to designate the nascent nation in Dusk.  Historically 

speaking, it is a foreign word with Spanish origins.  “Filipinas” is the name given to a 

group of islands in the Pacific by Spanish explorer Ruy López de Villalobos in 1548 and 
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used officially by Miguel López de Legazpi when he established the Spanish colony in 

1565.  It is a derivation from the name of the then ruling Spanish king: King Felipe II.  

The term was used continuously first by Spaniards and then by the indios themselves until 

the time of the Jose Rizal’s Propaganda Movement in Europe and Andres Bonifacio’s 

Katipunan movement that led the 1896 Philippine Revolution against Spain.  It was also 

used as the name of the first Asian republic: the “Republica Filipinas” established in 

Malolos in 1899 where General Emilio Aguinaldo (the real life president who is the 

intertext to Dusk’s Aguinaldo who is on the run from American authorities)127 served as 

President and Apolinario Mabini (the real-life intertext to the Cripple in Dusk) as prime 

minister.128  The emergence of nation as a wider community, paradoxically, is primarily a 

foreign, not entirely indigenous, process: from the name designated for the nascent nation 

that is being imagined (“Filipinas”) to the language used in the nation-making process: 

Spanish and later, American English.   

Istak, an Ilokano peasant, does not know the term “Filipinas.” He does know 

Filipino as a word of peoplehood, but he knows the names of tribes, including those that 

he fears (the head-hunting Bagos and Igorots) and the Macabebes, whom he learns from 

the Cripple, collaborate with the Americans to capture Tagalog revolutionaries.  Istak 

speaks three languages (Ilokano, Spanish, and Latin), but he does not speak Tagalog.  To 

                                                
127 Emilio Aguinaldo is the real life president of the Revolutionary Republic, known as 
the Kawit Republic declared in June 1898 and later called the Malolos Republic declared 
in 1899. 
 
128 See the work of historians William Scott (2004), Teodoro Agoncillo,  and Renato 
Constantino. 
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communicate with the Tagalog revolutionaries at Tirad, he has to speak Spanish because 

the Tagalogs cannot speak his native language, Ilokano (159).  Dusk fascinates with its 

creation of the nation where none existed before but distinct tribes with distinct languages 

and traditions, complicated by the imposition of colonial languages (Spanish and 

American English).  The novel goes back in time and space when there is no nation but 

distinct tribes to highlight the difficulty and complexity of nation-making, then and now. 

By the time readers reach the climax of the novel, Istak is ready to give up his 

life for what he once calls a “senseless mass called Filipinas” so that his family and many 

others who have suffered will have a better future.  At Baugen, Istak feels for those who 

are wounded and the dead on the ground that he now beholds and for all others whom he 

does not see but are suffering under colonial tyranny. When Istak, the leader of the 

agrarian commune in the forest is linked to the Cripple’s and Aguinaldo’s revolutionary 

movement, readers see an isolated clan-based commune spirited into a broader 

revolutionary nationalist project.  Thus, fighting the Americans, the new colonizers taking 

over the reins from the Spaniards as usurpers of natives’ lands, is a nationalist cause as 

articulated and envisioned by the Cripple: 

Whatever we do, in whatever battlefield we fight, we must be united…. this is not 

a Tagalog war, but a war involving all of us …This land belongs to us…. and 

someday we will win.  We lose now, but we will fight again, each one of us, until 

they tire, until they are bloodied and wearied, until we are free and justice 

triumphs (249). 

 
 
Thus, the Cripple’s vision of the national utopia is, by and large, anti-colonialist: a 

land free from the foreign invaders.  It is characterized by freedom and justice.  However, 
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to achieve this free and just community, bloodshed may be necessary.  A metanoia of the 

heart and mind is also needed to view this society in the context of a broader unity: that 

the fight against the Americans is not a Tagalog war - but also an Ilokano war that 

includes Istak and his people.  Istak’s agrarian commune in remote Cabugawan is 

absorbed into the nationalist project.  Silang’s pre-national vision of “Ilokandia” of the 

eighteenth century becomes both a launching pad and source of inspiration for “Filipinas” 

in the nineteenth century as conceived by the Cripple and as embraced by both the 

opposing and irreconcilable classes of society: the landlord and the peasant.  The “nation” 

is then not characterized by a common language or common tribe but by a common and 

shared experience of tyranny under a Western power.  By highlighting the strangeness of 

the concept of nation as a union of different tribes with different languages, Dusk 

illustrates the difficulty of achieving unity when it is not premised on a more primordial 

or organic basis: common kinship, common ethnicity, and common language.  However, 

in the moral and pedantic discourse of Dusk, this lack of primordial basis for nation is 

transcended by something as powerful: a shared history (i.e. colonial tyranny and the 

postcolonial tyrannies it mimics) that connects one and all the despite ethnic and 

linguistic differences.  Moreso, this difficulty can be overcome if each one performs 

one’s “duty” to the nation, portrayed in the novel as a cumbersome but redemptive act 

and unstoppable when it beckons.  This challenge can be overcome if each acknowledges 

one’s capacity for heroism despite one’s station in life: ilustrado or peasant. 

 In short, the story of Samsons is a novelistic rendition of the birthing of 

nation which readers as mentees witness.  As the reach of Istak’s leadership extends 
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beyond their clan’s village to the neighboring villages, Istak ministers to people whom he 

does not know.  The resulting interconnection of villages and towns that are threatened 

by the same cholera epidemic, victimized by the same Spanish colonial government, and 

threatened by the same dangers of war as American troops reach the region, is the 

rudimentary building block upon which wider community called “nation” will be built.  

As a literary chronotope, the spatio-temporal construction of the world of Cabugawan is a 

condition of possibility for imagining the nation within the bounds of the novel.   

In Dusk, the novel itself becomes the boundary of nation.  The story and discourse 

of nation is done within the confines of the novel as a narrative form that is able to mimic 

or represent the plurality and complexity of nation: land, tribes, ethnicities, and 

languages.  Then Dusk homogenizes this diversity into the unity of nation, portraying the 

“ ‘one in many’ national life”129 within the boundaries of the novel.  Through “nationalist 

homogenization,” F. Sionil Jose writes a mythology and historiography of nation. 

                                                
129 Timothy Brennan, “The National Longing for Form,” Nation and Narration (1990) 
49. 
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Chapter 3 

 
Authoritarian Interventions: 

 
Jose P. Leveriza’s KKK: Rage in Our Hearts (1988) 

 
 

In Jose P. Leveriza’s KKK: Rage in the Hearts, the “bandit” is the focus of 

nationalist discourse.  An otherness is already apparent in this singular word (“bandit”) 

because those whom the American colonizers call “bandits” are the “freedom fighters” 

and revolutionaries in Bicolandia who resist American occupation.  The Filipino freedom 

fighters not only resist American occupation militarily but also decry semantically the 

defamation that results from equating freedom fighting with banditry. 

This chapter argues that Jose P. Leveriza130 uses tale-telling and myth-making to 

valorize the “bandit /freedom fighter” in KKK: Rage in the Hearts (hereafter referred to 

as Rage) to write a nationalist historiography of the Revolution.  Against the backdrop of 

the history written by the American victors, Leveriza creates a victorious tale of a local 

Bicolano hero, Simeon Ola, and spins his personae to mythic proportions to write a myth 

                                                
130 Jose P. Leveriza (1937-1989) was management consultant and professor of public 
administration and management of Bicol University. With a PhD in public administration 
from Centro Escolar University in Manila, he was known and awarded for his college 
textbooks and writings on government and educational administration more than his 
literary writings. Aside from KKK: Rage in the Hearts (1989), Leveriza wrote two other 
novels: Ragay (1995) and As the Sun Rises (1997). about the Japanese occupation of the 
Philippines during World War II.  His novels are not well-known. To this date, research 
shows these novels have not been written about.  
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of nation that highlights the heroism of Filipino revolutionaries, particularly those in the 

periphery of mainstream historiography: the Bicolanos and the Chinese in Bicolandia. 

 Secondly, this chapter argues that a nationalist historiography easily emerges 

from KKK: Rage in our Hearts131 because it is by and large an “authoritarian” novel, 

where the author’s intervention directs the reader to the prescribed way of reading to 

communicate a univocal, unambiguous meaning of the text as a whole.  Rage openly 

advocates a nationalist ideology that contests any form of foreign rule.  An “authoritarian 

fiction” is an ideological novel (roman à these) that seeks to persuade readers of an 

ideology or doctrine.  As such, it is often didactic and considered close to propaganda to 

be artistically valid.132  Rage, through the use of persuasive paratexts and omniscient 

narration that allows constantly shifting focalization, attempts to cancel or tune out 

polyvocality, to give way to an authoritarian, homogenizing nationalist discourse.  

Appreciated as a piece of patriotic propaganda, Rage can be quite persuasive not only for 

its political and moral invocation, but its ability to harness “history” through 

                                                
131 KKK stands for the Samahang Kataastaasan, Kagalanggalang Katipunan ng mga Anak 
ng Bayan in Tagalog, which translates to “Supreme and Most Honorable Society of the 
Children of the Nation” in English.  KKK, often called the Katipunan (“society”) is the 
revolutionary movement founded by laborer Andres Bonifacio in Manila that launched the 
revolution against Spanish colonialism in 1896.  Primarily known as an organization led by 
the working class and some educated low to middle class “indios,” it is often distinguished 
from the La Solidaridad, the movement founded by indio and mestizo ilustrados (the 
educated and wealthy elites) in Madrid to fight for reforms in the Philippines.  Common 
historiography, like in Teodoro Agoncillo’s The History of the Filipino People, would 
distinguish between the two movements in terms of the Katipunan’s goal of independence 
from Spain through revolution vis-à-vis La Solidaridad’s reformist goal, particularly attaining 
representation for the colony in the Spanish Cortes. 
 
132 Susan Suleiman, Authoritarian Fictions (1983) 3, 11, 149-150.  
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intertextualization.  Thus, Rage is a valorization of the Bicolano and Filipino 

revolutionaries and Bicolandia’s role in the making of Filipinas, easily appending the 

regional (Bicolandia) to the national (“Pilipinas”), claiming that the KKK Revolution is 

not just just confined to the Tagalog region, as claimed by most colonial American 

historical accounts, it also rages in Bicolandia. 

 

 

3.1 The Bicolano Bandit as Filipino: “Bandits” of the Revolution 

 
 

Rage narrates the story of the the Revolution away from its commonly known 

heartland of Manila and the Tagalog provinces of central Luzon. It takes readers to 

Bicolandia, Luzon’s southeastern periphery.  Composed of the three provinces of Ambos 

Camarines (now composed of Camarines Norte and Camarines Sur), Albay, and 

Sorsogon in the colonial period, Bicolandia is situated on a narrow peninsula, barely 

joined to the rest of Luzon.133  The primary setting of Rage is Ambos Camarines and 

Albay.  Bicolandia is known for the growing, manufacturing, and trading of hemp.  

Locally known as abaca, hemp was used by the Americans for naval cordage and binder 

twine.  Hemp is the American commercial interest in the region that, to a certain extent, 

drives their pacification campaign against the “insurgency.”134   

                                                
133 Brian Linn, “Stalemate in Bicolandia,” The U.S. Army and Counter-Insurgency in the 
Philippine War (1989) 95-96. 
 
134 Norman Owen, “Winding Down the War in Albay,” Pacific Historical Review, 1979. 
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In Rage, the “bandits” take cover under the guise of hemp cargadores (porters or 

loaders) or as Filipino Chinese hemp traders.  Briefly, Rage is the story of Bicolano 

freedom fighters against American occupation.  It focuses on the leaders of the 

Revolution in that region: the fictional Florentino Guinto (popularly known as Tino) and 

the real-life historical figure General Simeon Ola.  In the novel (as in historical accounts), 

Ola surrenders to the Americans together with General Belarmino, only to return to the 

hills again to continue the fight against the Americans.  Together, Ola and Tino lead the 

revolutionary movement.  Their resistance appears to be formidable as the American 

colonizers implement a brutal reconcentration zone to contain the “insurgency.”  Even as 

they wage war against the Americans, some elite Bicolanos attempt to recruit Ola and 

Tino to join the Federalista Party and collaborate with the Americans in order to work 

towards assimilation with the US, with the end goal of making the Philippines a state 

within the United States of America.  

Because the people suffer due to the prolonged war and the harsh reconcentration 

policy of the Americans, General Ola finally surrenders to the American forces under a 

deceptively promised amnesty, only to be convicted in the court as a bandit and 

imprisoned like a common criminal.  While Tino and his comrades speculate on how to 

free Ola from prison, they decide not to stage a jail break and wait for a better time to 

continue the resistance.  With Ola’s imprisonment, Tino, a Chinese mestizo, continues 

his life as an ordinary family man.  The novel’s Epilogue shows Tino as an old man.  

Just like his father Don Custodio, who waits for Tino’s return from the mountains with 
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his revolutionary comrades, old Tino Guinto, waits for his son, Juan Antonio.  Juan 

continues the resistance, this time against the new foreign invaders: the Japanese. 

Rage brings together conflicting histories of the Philippine Revolution: American 

colonial historiography, the Philippine mainstream historiography, and the regional or the 

local.  Due to the existence of multiple histories, Rage serves as an archive, a repository 

of the history of the Revolution in Bicolandia, through its intertextualization of local, 

legendary history and American military reports.  It is a re-inscription of history: firstly, 

one that includes the local and the regional, which has been overlooked or omitted in the 

writing of mainstream colonial or even post-colonial history, and secondly, one that goes 

against the grain of American historiography of the Revolution, particularly as revealed 

by US military reports, which tend to chronicle defeats and surrenders of the 

revolutionaries, worded in pejorative references to Filipinos as “bandits,” “insurrectos,” 

or “ladrones.”  By the sheer title of the novel, KKK: Rage in our Hearts, Leveriza 

homogenizes ethnic diversity and attempts to link KKK (or the Katipunan), often known 

as a primarily Tagalog radical movement, 135 to Bicolandia.  The omniscient narrator 

informs readers of the role of the key Bicolano protagonists  (Tino Guinto and Simeon 

Ola) in the Katipunan:  

Tino organized a movement in Nueva Caceres [in Bicolandia]. He intended to 

link it with the Katipunan society. The organization aimed to carry out anti-

                                                
135 Leonard Andaya studied the role of ethnicity in the Philippine Revolution and how the 
uprising of one ethnolinguistic group, the Tagalogs, evolved and developed into the 
Philippine Revolution. See Andaya’s “Ethnicity in the Philippine Revolution,” The 
Philippine Revolution of 1898: Ordinary Lives in Extraordinary Times, Florentino Rodao 
et al, eds. (2001) 49-82. 
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Spanish propaganda and foment subversive activities…. Simeon [Ola] was there 

in the formative stages of the organization. Their combined talents gave it a firm 

base for a smooth operational group that promoted nationalism and fanned the 

flames of revolt for freedom … Simeon leaves the seminary to join the Katipunan 

and later becomes an officer in the revolutionary army. Tino works towards 

consolidating the finance and intelligence network of the Katipunan in the Bicol 

Peninsula (98).  

 

In the Prologue to Rage, novelist Jose Leveriza provides a synopsis of the 

Philippine Revolution and the historical framework in which the narrative takes place.  

He explains that  the revolutionary movement continued in Bicol even after Aguinaldo 

surrendered to the Americans in 1901.136  He seeks the inclusion of the role of Bicolandia 

in the Philippine Revolution by highlighting the Bicolano stragglers and hold-outs who 

refuse to surrender to the American occupying forces and decide to continue the 

Revolution beyond the Tagalog-speaking regions and beyond the date of the official 

American declaration of the end of war: US Presidential Proclamation of July 4, 1902 

formally ended the “Philippine Insurrection.”137  After the American announcement that 

the war has ended, the novel’s Prologue explains that the fight continued in Bicol.   

Historical accounts indicate that it was only on September 25, 1903 that Simeon 

Ola, the revolutionary leader of Albay in the Bicol peninsula surrendered to the 

                                                
136 Some colonial textbooks even declared the formal end of the revolution as early as 
1898, when the US acquired the Philippines from Spain under the 1898 Treaty of Paris. 
See Ileto, The Filipinos and Their Revolution (1999) 242. 
 
137 Constantino (1969) 21 and Graff (1969) 171. 
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Americans, two years and five months after Aguinaldo’s surrender.138  This is the 

historical backdrop to his novelistic historiography of the revolution in Bicolandia.  In 

Rage, this event took place in September 24, 1902 (122) and re-staged in much greater 

detail in the novel’s Chapter 16 than in historical accounts by both American and Filipino 

historians.  This inconsistency in the dates of the event (also apparent in the other novels 

in this study) seem to indicate the importance of the event (the heroic feat) more than the 

dates or statistics of the the event. 

 Leveriza’s novelistic focus shifts the center into periphery and the periphery to the 

center.  In Rage, Aguinaldo, often the centerpiece of the historiography on the Philippine 

revolution, is of marginal importance.  Narrating a Revolution may mean “establishing 

the representative status of the different men of the Revolution” and the “ensemble of 

aspirations they represented.”139 Who is this “representative man” in the Philippine 

Revolution?  In Jose’s Dusk, the “representative man” is Aguinaldo, the President of the 

First Philippine Republic: Istak tells General Gregorio del Pilar: “…we should continue 

                                                
138 Filipino historian Sonia Zaide placed the date of Ola’s surrender on September 25, 
1903. See Zaide’s The Philippines a Unique Nation (2013) 276.  American historian 
James H. Blount, an American judge who served in Ola’s trial in the Philippines, dated 
Ola’s surrender sometime in October 1903.  See Blount’s American Occupation of the 
Philippines 1898 /1912 (1968), 427. Blount, an Officer of the United States Volunteers in 
the Philippines, 1899-1901 and U.S. District Judge in the Philippines in 1901-1905, 
served in Ola’s trial. His historical account was originally published in 1913. Filipino 
historian Teodoro Agoncillo, who cited September 22, 1903 as the the date when 
American Colonel Bandholz signed an agreement with Ola about immunity and 
surrender, confirmed Blount’s account that Ola surrendered in late October of that year. 
See Agoncillo’s History of the Filipino People (2012), 259. 
 
139 James Hefferman, ed. Representing the French Revolution (1992) 108. 
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to fight, that the president [Aguinaldo] must be safe always, for he is not just a leader but 

the symbol of our nation...” (Dusk, 288).  In Rage, however, Leveriza dismisses 

Aguinaldo, suggesting that once unleashed, the Philippine Revolution takes its own 

course, having a life of its own, rages for years through the men in the countryside, even 

without Aguinaldo as the “representative man.” Ola is asked to surrender because 

General Aguinaldo has already surrendered and given up the fight for the sake of peace.  

Ola exclaims that Aguinaldo and his men had their choices: “My peace is not their peace. 

Neither is their peace the peace of the nation!” (107). 

 Not only does Rage make Aguinaldo dispensable in the continuance of the 

resistance, it puts Cavite and Malolos, the central sites of the Revolution and where the 

Republic was inaugurated, in the margins.  Instead, Rage puts to center stage the obscure 

small villages and towns of Bicolandia, such as Guinobatan (where both the historical 

figure Ola and the novelist Leveriza were born), Jovellar (120), Ligao (69), among others 

in Bicolandia where skirmishes took place and battles were fought.  

Both American and Filipino historical accounts narrate that after having been 

captured by American forces, Aguinaldo took the oath of allegiance to the United States 

on April 19, 1901.  This oath officially recognized the sovereignty of the United States 

over the Philippines and ended Republica Filipinas.  However, despite the surrender of 

Aguinaldo, the revolutionary struggle continued, waged by other officers of the 

Revolutionary Army in other regions of the archipelago, such as Miguel Malvar in 
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Ilocandia and Simeon Ola in Bicolandia.140  Some historical accounts are in congruence 

with Leveriza’s assertion that Simeon Ola (1865-1952) was the last general to surrender 

to US forces after the Philippine-American War. 141  

 Rage tells the tale often told in Bicolandia about Ola, who has been long 

considered a folk hero in the region, but only given full military honors in 2004.142  

Simeon Ola is not mentioned in Philippine history books that are often used in schools 

and universities, authored by the leading historians, such as Gregorio Zaide, Teodoro 

Agoncillo, and Milagros Guerrero.  He is not also mentioned in the works of Jose Arcilla, 

and O.D. Corpus.  Writing in the 1980s, Leveriza lamented in his Prologue that the story 

of the revolution in Bicolandia has yet to find its way in Philippine textbooks.143  

                                                
140 General Miguel Malvar, who continued the fight for independence in the Ilocos region 
only surrendered to the Americans on April 16, 1902, five months earlier than General 
Ola.  Some historical works, like Milagros Guerrero’s Luzon at War: Contradictions in 
Philippine Society, 1898-1902 (1977) noted that General Malvar as the last Filipino 
general to surrender to the Americans, 32. 
 
141 See the works of Brian Linn, Norman Owen, Cecilio Duka, and James Blount, among 
others.  However, Leveriza overlooked the fact that Macario Sakay surrendered much 
later in 1905 and Artemio Ricarte never surrendered to the Americans. See Nick 
Joaquin’s A Question of Heroes (1981). 
 
142 “Bicolano War Hero Finally Given Full Military Honors,” Philippine Daily Inquirer, 
September 30, 2004, 17. 
 
143 Yet, Leveriza, whose novel was published in 1988, overlooked the fact that Simeon 
Ola is already mentioned in Renato Constantino’s The Past Revisited (1975). With the 
passage of time, Simeon Ola and the Bicol revolutionary movement are given a space in 
the more recently published though not widely used Filipino history books: the two-
volume opus by O.D. Corpus The Roots of the Filipino Nation (2005), which includes a 
four-page coverage (581-584) of the Bicol events. Cecilio D. Duka, a Bicolano, included 
the revolution in Bicolandia in his Struggle for Freedom: A Textbook of Philippine 
History (2008) 202-203. 
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Through literary mediation, Rage attempts to fill in this lack and recover what is 

endangered to be omitted or forgotten in the narration of the past.  It also offers a 

corrective to the semantic defamation of the Filipino revolutionary by being called a 

“bandit” in American historiography.  The fictional Simeon Ola feels insulted that he is 

called a “bandit” as he ponders through the focalization of the omniscient narrator: 

 
“The General [Ola] was not thinking of the ignominy of surrender… but of the 

insult of the offer…. of the bribe…. that he was but a notorious bandit or outlaw 

leading a band of brigands… and not the freedom fighters that they really were…. 

He felt like a star twinkling alone.  He felt alone in this command.  Alone in the 

company of his own countrymen.  He figured that to many he had become a 

common bandit and hated and feared enemy of the State. He felt alone…. along 

with 1500 men ready to fight and die with him, under him, for the cause of 

freedom.  Weighed in terms of flesh and blood and life against privation, the cold, 

the hunger, the pain of watching a friend die, was it worth it? (112). 

 

This linguistic contestation of the word “bandit” continues on to the use of the word 

“insurrecto,” which is also used by Americans to refer to the Filipino revolutionary in 

Bicolandia in American historiography: the Filipino stragglers and hold-outs are not 

“bandits” or “insurrectos” but freedom fighters and revolutionaries. 

 

 
3.2 Character Aliases  

 
 
Leveriza’s notion of history appears to recognize the role of the subjective re-

writing of the subject of utterance (a legendary hero like Simeon Ola) and thus the 
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subject of history through tale-telling and myth-making in an apparent attempt to disrupt 

the narratives of US military field reports that point to nothing by insurrecto defeats and 

surrenders in the face of American military tactics and strategy.  Highlighting the military 

encounters between the Bicolanos and the Americans, particularly in ambushes, where 

the Bicolano “insurrectos” and “bandits” demonstrate their skill and cunning in killing 

American soldiers and their officers, Rage valorizes the military accomplishments (the 

heroic feat) of the Filipinos in Bicolandia against a superior enemy.  Like the heroes in 

pre-colonial oral epics and folktales, Leveriza’s Ola is clothed in myth and thus assume 

larger than life proportions.  Ola’s dedication to the fight for freedom by expelling 

foreign powers in his land is unquestioned and unwavering.  There are no complications 

to Leveriza’s novelistic portrayal of Ola except that he is an honorable man with nothing 

but noble motives, aspiring always for the common good. His motives are never suspect:  

Ola is cast in a “heroic mold.”144 

 The novel’s idealized view of Ola reaches its apex with his surrender to the 

American authorities.  Even in the most humbling act of surrender, he is placed on a 

pedestal.  His surrender is enacted like a well-staged drama:  He is shown riding his horse 

in full military regalia to meet the American military officers in the town plaza before a 

crowd of followers and adulating public who view him with reverence and awe.  No one 

                                                
144 Historical accounts, however, particularly that of Norman Owen, showed that the 
motives of the real-life Ola for renewing hostilities were suspect.  Pointing out to Ola’s 
dispute with Cirilo Jaucian, Owen suggested that he was fighting primarily for personal 
vengeance rather than for the nationalist cause of the Philippine Revolution.  Owen cites 
his interviews with Fausto Ola (Simeon Ola’s son) in 1973 and historical accounts of 
Dean Worcester, Bandholtz, Ataviado, among others, as sources for this conclusion.  
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casts a stone against Ola as he parades through the town, despite the fact that his 

resistance has caused deaths not only among the Americans, but also deaths and 

widespread displacement among the local people.  No one questions how he rose up in 

the ranks to be a General in the Revolutionary Army, which the novel simply insinuates 

as having been acquired through merit, pre-empting any room for doubt.145  The 

veneration of Ola is exemplified when Tino sends a note to Ola after the surrender 

proceedings, writing him about his honorable stature despite his surrender:  

“Dear Friend: You are terrific! You’re ten feet tall” (127). 

 Like Teodoro Agoncillo’s portrayal of Andres Bonifacio in The Revolt of the 

Masses, Leveriza’s portrayal of Simeon Ola in Rage, to borrow the words of May, is 

“idealized” and “sanitized.”  In which case, the homogenizing nationalist discourse in 

Rage is one that in fact sanitizes, that excludes what may run counter to its notion of 

heroism or nationalism.  While Leveriza offers a corrective or amendment to this 

discourse, Rage is by and large a literary rendition that is in tandem with the flow of the 

prevailing Filipino nationalist discourse as revealed in the nationalist historiography of 

the Philippine Revolution by Filipino historians Agoncillo, Constantino, Ileto, among 

others. 

 This epic-like myth-making in the creation of the novelistic Ola is reprised in the 

creation of the fictive protagonist, Florentino Guinto, known to comrades and family as 

Tino.  At the close of Chapter 2 of the novel, an American military officer meets with 

                                                
145 Owen’s research showed there is no evidence to support that General Belarmino 
promoted Ola to the rank of general. See Owen’s “Winding Down the War in Albay,” 
570. 



93 

 

Senor Luis Basa, an old Spaniard, to help him contain the revolutionary movement in 

Bicol.  Senor Basa tells the American officer that Zenarosa is the “lynchpin of the 

movement” who “takes care of the finances, the links, and the spies” (23) and he offers to 

find Zenarosa for the Americans for a price.  However, even Basa’s informer refuses to 

find Zenarosa, who argues: “Ah, Zenarosa, the intrepid one!  It’s dangerous to go against 

him.  Take it from me, you better not….”  The reader learns that Zenarosa has many 

supporters, he is from Ambos, speaks many dialects, including Tagalog.  He moves 

around and nobody knows much about him.  Zenarosa is the head of the cargadores 

(hemp loaders and porters), the nucleus of the revolutionary government in the region 

(39). 

 While Zenarosa is being tracked by the Americans, Spanish spies and bounty 

hunters, and indio or native opportunists, the readers learn about Tino as a cargador who 

transport hemp.  Early descriptions of Tino appear in the novel:  

“Tinio stood there, tangled hair matted with twigs and leaves, clothes sweat-

soaked and dirty with rope-soled sandals (39).  Readers learn that Tinio lives in the 

mountains.  His wife, Dolores, who is with child, has moved to live in the hut with him.  

By page 49, it is confirmed that Zenarosa (the most wanted man) and Tino (a humble-

looking cargador) are actually one and the same person.  Tino’s personae has assumed 

mythic proportions in Zenarosa.  He is mythologized as a great freedom fighter who 

acquire larger-than-life status in the imagination of the townspeople and is feared by his 

enemies, Spaniards and Americans alike. 
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 Tino, always described as a tall, frail man, and an ordinary family man, is quite a 

remarkable man.  Unlike the rest of the cargadores, Tino is not an indio.  In the opening 

chapter, the reader is first led to believe that Tino is an indio like most of the cargadores.  

Then, the reader is given hints about his identity, in one small dosage at a time, until 

Tino’s ethnicity and class is fully revealed half-way through the novel: Florentino 

Guinto, known as Tino and Zenarosa, is a Chinese mestizo and is the son of a wealthy 

hemp manufacturer and trader.  Generations of Tino’s Chinese family have fought 

against the Spanish colonizers.  Tino, a third-generation Chinese mestizo, joins the 

revolutionary movement in Bicol to fight the American colonizers.  Later, Tino’s son 

grows up to also become a resistance fighter, continuing the revolutionary struggle, this 

time by being part of the resistance against Japan.  

 Leveriza’s Tino should remind readers of Jose’s Istak.  Istak, while portrayed as a 

peasant, has an elite-like background: he has a good education with knowledge of 

languages, which he acquired by being an acolyte to a Spanish priest.  That the novelists’ 

choice of ordinary men for their protagonists possess some remarkable traits or skills 

calls for a re-thinking if indeed the ordinary masses can be agents of change, even 

without some remarkable background or without their remarkable patrons (Don Jacinto in 

Po-on), landlords (the Viardos in The Stranded Whale), and leaders (Tinio in Rage). 

 Tino descended from a family of revolutionary leaders of Chinese descent.  Both 

Tino’s father (Don Claudio) and grandfather (Wo Tay) suffered prosecution under the 

hands of the Spaniards and as such have mobilized revolts against the Spaniards.  While 

Rage tells the tale often told in Bicolandia about Ola, the tale that remains untold, for the 
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most part, is about the role of the Chinese in the Philippine revolutionary movement in 

Bicol.  Hence, Rage is about the active role of the Chinese (who intermarried with the 

indios) in anti-Spanish and anti-American colonial movements in the Bicol region.146  

While there has been an increasing historical writing on the involvement of the Chinese 

and Chinese Filipino in the anti-Japanese movement in the 1940s, Rage seems to be the 

only novel that includes the Chinese role in the revolutionary movement against the 

Americans in the late 1890s. 

 In Rage in our Hearts, the slow unveiling of the Chinese involvement in the 

Philippine Revolution (only fully disclosed at the novel’s penultimate chapter) is like the 

slow unveiling of the Chinese role in the history of the Philippine Revolution.  The 

knowledge of the active involvement of the Chinese in the Philippine Revolution came to 

fuller light only with the turnover of the Philippine Insurgent Records, first “stolen” and 

withheld by the American authorities starting in the late 1890s and finally returned back 

to the Philippines in the 1950s. 

 While historian Renato Constantino view the “insurgent documents as “biased 

sources,” he claims they nevertheless offer “historical truth.”  For one, these biased 

sources have led to the historical fact about the involvement of the Chinese in the 

Philippine Revolution, evidences, which since then, have been touted by the Chinese 

Filipino non-profit organization Kaisa ng Kaunlaran in their assimilationist attempts to 

make the Chinese part of the nation and included in the national conversation by 

                                                
146 The Bicol region is composed of six provinces: Albay, Camarines Norte, Camarines 
Sur, Catanduanes, Masbate, and Sorsogon. See Ataviado, The Philippine Revolution in 
the Bicol Region (1953). 
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highlighting their active role in the Philippine Revolution.  In 1996, the publication of 

The Ethnic Chinese in Philippine Revolution, written by Teresita Ang See and Go Bon 

Juan, was part of the commemorative events of the Philippine Revolution.  That the 

Chinese community leaders (like Teresita See and Go Bon Juan) and Ilokano and 

Bicolano novelists (Jose and Leveriza, respectively) all write about the integration of 

their respective ethnic groups into the Filipino nation may be indicative of the successful 

influence of the nationalist historiography espoused by Filipino nationalist historians. 

There are political uses of history, nationalism, heroic biography, and historical 

invention.  American historian Glenn May examined the posthumous re-creation of 

Philippine national hero Andres Bonifacio and argued that Bonifacio had been casted into 

a “heroic mold” to serve a political purpose: to make him a symbol of Philippine 

nationalism and model for Filipino youth.  In the posthumous re-creation, an idealized 

and sanitized Bonifacio has emerged.147  If May argues that historians are nationalist 

mythmakers or nationalist storytellers,148 so are novelists, as argued in this study.  

Historical novelists, like historians, may re-write a person’s life to transform it into a 

“heroic biography” for a political or ideological purpose.  Leveriza’s Rage is a form of 

fictive heroic biography of Simeon Ola.  Leveriza’s myth-making is shown in his 

characterization of Ola as Commander Kilas.  As a nationalist novelist, Leveriza’s work 

on Simeon Ola can be viewed as the by-product of the same sanitizing and idealizing 

                                                
147 Glenn May’s Inventing a Hero: The Posthumous Re-Creation of Andres Bonifacio 
(1996) 6. 
 
148 May, 165. 
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techniques of the nationalist historians who re-created Andres Bonifacio.  In much the 

way, the postcolonial state’s ideology of official nationalism likewise involves myth 

making: making heroes larger than life, focusing on their great deeds and overlooking 

their folly, from Bonifacio to Ola. 

 The propensity of the Filipinos to fragment and recoil back to self or narrow 

interest is not occluded in the novel, shown by betrayal and treachery of a few 

townspeople and among comrades themselves.  The Peddler, Ola’s right hand security 

man, betrays the revolution by working as a spy for a Spaniard who is working towards 

collaboration with the United States.  Filipinos fight Filipinos as shown in the battle of 

Jovellar, a bloody encounter that pitted the Philippine Scouts (a “Filipino” army that the 

Americans recruit and train to fight along American forces against the Filipino 

revolutionaries) with Filipinos and where Ola and Tino’s men are defeated.  

Nevertheless, the story moves in a monological direction: the cause of freedom and the 

fight against a common enemy.  There is a right and noble path: the revolutionaries are in 

the right path and the traitors are not.  The war is a moral issue: there is a good and evil 

choice. 

Without question, the cargadores follow and obey Tinio.  With unfailing loyalty, 

Tinio always stands by Ola.  Ola’s allegiance to the cause of freedom is beyond question.  

The Bicolanos move in tandem with the cause of the Revolution.  For the most part, 

nothing mars the relation of one to the other, except the common enemy: the 
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colonizers.149  This kind of unitarian, monological discourse is achieved through 

paraxtextuality and omniscient narration that facilitates shifting focalization, such that the 

point of view constantly shifts from comrade to comrade (Simeon Ola, Tino, and their 

men)  

 

 
3.3 “Authoritarianism”: Paratextuality and Omniscience 

 
In Rage, authorial interference is made visible and possible through the use of 

“paratextual elements,”150 texts that surround the text, such as authorial preface, notes, or 

prologues, or publisher’s notes.  In the following order, the paratexts in Rage are: the 

“Author’s Note,” an anagram in a separate page, and the “Prologue.” 

While outside the novelistic text per se, Leveriza’s paratexts are powerful pieces 

of texts that reveal the authorial intention in the novel.  They steer readers not only to a 

nationalist historiography of the Philippine Revolution, but also to his moral instruction 

and his prescription on how the novel is to be read.  The first paratext is an excerpt of a 

                                                
149 Brian Linn’s historical account, however, indicate that the enemy of the Bicolanos 
may not be the colonizers, but the Tagalogs themselves. He noted that Albay, a Bicol 
province, “sent volunteers, money, and supplies to fight against Aguinaldo’s Katipuneros 
in the belief that they represented an effort by the Tagalogs to dominate Luzon.”  He also 
noted that Ignacio Paua, a pure-blooded Chinese general in Aguinaldo’s army 
complained that the revolutionaries in Bicol were abusing the Chinese by robberies and 
forced contributions.  See Linn’s “The Stalemate in Bicolandia,” The U.S. Army and 
Counter-Insurgency in the Philippine War (1989) 96, 98. 
 
150 For Gérard Genette, the “paratextual elements” are the other texts written by authors, 
publishers, among others, that surround or supplement the actual text of a literary work. 
See Genette’s Paratexts: Threshold of Interpretation (1997). 
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letter by Jose Rizal in the Author’s Note.  Leveriza quotes a passage from Rizal’s letter to 

his colleague and friend Mariano Ponce dated June 27, 1888.  This letter, Leveriza 

claims, inspired him to write this novel.  Rizal’s letter is about the writing of the text: that 

writing does not have to be a beautiful writing.  Rizal argues that because not all of us are 

born writers, it is not necessary “to write beautifully” and that writing in a “literary style 

is secondary.” “The main thing,” he continues, “is that every Filipino must be a good 

man, a good citizen so that he can help his country to progress by contributing his heart, 

head, and if need be his arm.”  The principal tool of the heart and head is the pen: “it does 

not matter if one writes poorly or beautifully. Sometimes a writer having a poor style may 

produce a great literary work, if he writes with his heart and head. Sometimes in poor 

literature great truths can be said.”  Perhaps, this epigram serves as Leveriza’s apologia: a 

way to apologize in advance for his writing in case the reader or critic finds it as a bad 

piece of literature.  It is telling that the academia and the press have been silent about this 

novel.  Considering that this work was published way back in 1988, as of this writing, no 

literary critic has paid attention to Leveriza’s work.  Or, one can view the quoted epigram 

as a way for Leveriza, the authorial voice, to alert the reader that he has a “great truth” to 

disclose. 

 That writing a text is performing the text makes writing both a literary and 

extraliterary phenomenon.  The equation of writing with acting the text actively engages 

the text with the context on and about which it is written: about being “a good man” and 

“a good citizen.”  When writing is about being “a good citizen,” then writing becomes 

inevitably linked to writing about community, be it “patria,” nation, or nation-state.  This 
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may explain a tradition in Philippine literary writing that necessitates acting it out in 

society and linking writing to good citizenship, one that calls writers and readers to write 

and read about the nation and to be part of nation-making and nation-building. 

 Looking at how Leveriza (1937-1989) lived is life, as a professor in management 

ethics, a management consultant for various government agencies, a textbook author in 

the field of public administration, a father and husband, and a novelist writing about the 

state of the nation in times of war, one can conclude that he tried to live the life of “a 

good man” and “a good citizen.” 

 The second paratext that intones similar moral didactics is a religious anagram 

taken from The Book of Mormon: 

 
For the kingdom of the devil must shake, and they which belong to it must needs 

be stirred up unto repentance, or the devil will grasp them with his everlasting 

chains, and they be stirred up to anger, and perish. 

 
For behold, at that day shall be the rage in the hearts [italics mine] of the children 

of men and stir them up to anger that which is good.  2 Nephi 28:19-20.  

 

This powerful anagram is the source of the novel’s title.  With this anagram prefacing the 

novelistic text, it is apparent that the author imbues his novel with both political passion 

and religious zeal. 

 
The third paratext in Rage is the “Prologue,” where Leveriza provides a synopsis 

of the Philippine Revolution and the historical framework from which to view the novel.  

In Leveriza’s own historiography of the Revolution, Leveriza valorizes the Filipino 

revolutionaries and their revolution, as a way to counteract US military reports that 
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dismiss them as mere bandits or insurgents.  This valorization is apparent in the following 

passages, marked by exaggeration of the heroic feat of the Filipinos, akin to the oral epics 

of old: 

“By the middle of 1898, the Filipinos had gained full control [italics mine] of a 

great portion of Luzon, while the Americans held Manila and a slice of Cavite 

province.  The Spaniards, on the other hand, continued to wield authority over a 

few fortress towns” (2). 

…“Poorly trained, poorly fed and poorly armed, the Filipino fighters nevertheless 

courageously faced Americans at every [italics mine] encounter, demonstrating 

their superb [italics mine] skill in guerrilla warfare” (3). 

 
More importantly, this phenomenon of Filipino heroism is most dramatic when 

Leveriza points to the historical fact that the revolutionary movement continued in Bicol 

even after Aguinaldo surrendered to the Americans in 1901.  That the Revolution did not 

end at the time and place that Americans officially declared so because of a Bicolano: 

Simeon Ola.151 For this reason, Rage is not only morally didactic but also instructive as it 

seeks to inform its readership of an overlooked player in the history of the Philippine 

Revolution: the role of Simeon Ola and Bicolandia. 

The above three paratexts frame the reading of the novelistic text and prescribes 

to the reader the way to read the text: a nationalist reading that highlight the courage and 

bravery of Filipinos to espouse an ideology of patriotism and nationalism that is averse to 

any form of colonialism or foreign rule (whether Spanish, American, or Japanese).  Thus, 

                                                
151 Some colonial textbooks even declared the formal end of the revolution in late 1898, 
when the US acquired the Philippines from Spain under the 1898 Treaty of Paris. See 
Ileto, The Filipinos and Their Revolution (1999), 242.  
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novel’s paratexts proselytize about good citizenship, patriotism, and nationalism.  

Through the Author’s Note, Prologue, and the closing historical reference to US 

President Harry Truman’s declaration that grants independence to the Philippines, the  

author frames the reading of the novel and guides the reader on how to the read it.  The 

reader is likely to be influenced, if not locked in, by these prefatory and closing remarks 

on how the novel is to be read.  While paratexts are liminal mediations, they exert a 

compelling influence on the reader: they have what Genette calls “illocutionary force.”   

 
 

3.4 Intertextualization with the Archive:  

American Military Field Reports as Philippine History 

 
 
The word “archive” is drawn from the Greek word “arkhe,” meaning 

“commencement:” the beginning or origins.  To be en mal d’archive is to have a 

“compulsive, repetitive, and a nostalgic desire for the archive, to return to the origin, a 

homesickness, a nostalgia for the return to the most archaic place of absolute 

commencement.”152  Filipinos often revert back to the originary: where the Filipino 

nation “commenced.”  The subject historical novelists look back to the Philippine 

Revolution of 1896, the point of origin of nation, yet also the point where the nation 

slipped away due to defeat and betrayal, thus repeating or remembering the very thing 

they resist or try to forget.  While the archive is desired or revered, in Rage in our Hearts, 

the archive is not strictly viewed as a sacred record but a pliable artifact: one that must be 

                                                
152 Jacques Derrida’s “Archive Fever: A Freudian Impression” (1995). 
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invoked as national memory but also one that can be tampered with to create a national 

mythology.  Note for instance, how in Rage, two archival records are conjoined and (mis) 

represented as a singular US military report to dramatize the size and impact of the Bicol 

insurgency against the American forces in the region. 

Rage engages with the archives, such as the turn-of-the century American military 

reports periodically submitted by US field commanders in the Philippines to the US 

Secretary of War in Washington, DC.  Integrating either fragments or chunks of the 

American archives into the novelistic text, Rage appropriates American history as 

Philippine history.  It shows that the novelist is a writer who is also a reader of other 

texts: “The one who writes is the same as the one who reads.”153  Thus, the 

fictionalization of American history, now Philippine history, is the site of contestation of 

colonial power through the novelist’s re-writing of history: a re-inscription of a Filipino 

nationalist version of history through tall tale-telling made. 

One highly visible intertextual intervention in Rage is a US military field report 

(Rage, 61-69), which the novel states is written by Colonel Theodore J. Wint (67), a real-

life American military officer who served as the Commanding Officer of the Sixth 

Cavalry of the US Army.  The other is a less perceptible intertextualization of the 

meeting between two historical figures: Major Jesse Garwood and Simeon Ola 

(Rage,103-109).154  Both archival intertexts are used to whip a tall tale or myth: to create 

                                                
153 Kristeva, Desire in Language, 49; 86-87. 
 
154 Other archival intertexts are:  
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a disproportionate hero out of a flawed personage in Philippine history as a focal point 

for the novel’s nationalist and moral discourse. 

In Rage, an ambivalent discourse of the archive is apparent: one of veneration and 

desecration.  While seemingly revering the archival record through constant references to 

vest authority on what it narrates, Rage also desecrates the archive through tampering of 

the historical record: it conjoins two historical reports and (mis) represents them as a 

single US military report to dramatize the performance of Bicol insurgency against 

American forces. 

The narratology of Rage is punctured and interrupted by a nine-page archival 

intertext, directly lifted from two US military report(s). Closer examination of and 

research on this textual segment which Rage claims is written by Colonel Wint however 

shows that the embedded text is actually sourced from two military reports: The first one, 

written by Colonel Wint155 dated August 2, 1901 and the second one, by Constant 

Williams156 of the Twenty Sixth US Infantry dated August 12, 1901 were published in 

                                                
(1) An excerpt of the speech of US General Douglas MacArthur when he returned to 
Philippines on October 20, 1944, keeping his promise to the Filipinos that he would 
return to help them fight the Japanese invaders.  
(2) An excerpt of the speech of US President Harry Truman speech on July 4, 1946 when 
Truman stated that the would withdraw and surrender “all rights of possession” of the 
Philippines, thereby granting independence to the Philippines. See Rage, 163.  
(3) The novelistic character of Colonel Bandholtz is based on real-life Colonel Bandholtz 
to whom General Ola surrendered. See Rage, 138.  
 
155 Annual Reports of the Secretary of War, Vol. IX, US War Department. Washington, 
DC: General Printing Office, 1901, 345-347. 
 
156 Annual Reports of the Secretary of War, Vol. IX, US War Department. Washington, 
DC: General Printing Office, 1901, 336-343. 
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the Annual Reports of the Secretary of War, Vol. IX (1902).  These merged archival 

reports embedded in the text reveal the specific details of the surrender or capture of 

“insurrectos” in Bicol, that is, the surrender of various officers and members of the 

Philippine Revolutionary Army, including real-life revolutionary generals, such as 

General Vito Belarmino, Simeon Ola, and others in July 1901.  While the embedded US 

military reports are a virtual litany of Filipino defeats and surrenders, they serve as a 

testimony of the extensive reach and influence of the “insurrection” (apparent from the 

long list of insurrectos who surrendered and the number of weapons and ammunitions 

they turn in) and the quality of insurrecto resistance (Bicolanos are putting up a good 

fight despite their limited weapons and manpower against the might of American forces).  

It is a testimony that the resistance, often dismissed as an insurrection or banditry, has 

become, paradoxically, troubling and unwieldy to American civil and military leaders.  

While this intertextual insertion of US military reports cause disjunction in the 

narrative flow of the novelistic text, it is also conjunctive: it connects a historical 

narrative with the fictive narrative albeit in a non-seamless manner due to the multi-page, 

incongruous bulk of the disruptive military text.  While the report cites Simeon Ola as 

having surrendered within days after his senior officer General Belarmino157 surrendered 

                                                
157 Elias Ataviado, Albay’s local historian who wrote Lucha y Libertad (1936), also 
ended his study with the surrender of Belarmino, apparently to indicate that Belarmino’s 
surrender as the end of the war. Translated as The Philippine Revolution in the Bicol 
Region (1953), Lucha y Libertad is a study of the revolution in the Bicol region.  
According to Owen, Belarmino's surrender in July 1901 seemed to restore not only 
formal peace but real harmony to war-torn Albay. The US declared the province 
officially pacified and sent most of the troops south to fight "Moros." There seemed to be 
a genuine consensus that this was the "end of the war" (Owen, 569). 
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to US troops, the literary narrative picks up where the “historical” military report ends, 

showing how after the surrender, Ola goes back to the hills to continue his “insurgency,” 

challenging the American official announcement that the insurgency has been quelled. 

 In Rage, the American military reports can be considered as what Kristeva calls a 

“textual segment” (which can also be a “sentence” or “paragraph”) that acts as an 

intertextual intervention.  This segment is not simply the intersection of two voices in 

direct or indirect discourse; rather, it is the result of the intersection of a number of 

voices, of a number of textual interventions which are combined in the semantic field of 

the novel.158  The military report goes against the grain of the novel’s plotline, creating a 

counterpoint of two voices pointing towards a truth that deviates from the American 

version of historiography: a “great truth” that, as Rizal pointed out, can emerge from 

literature, whether good or bad.  It is a two-part “great truth”: Firstly, the pacification of 

the Filipino insurgency did not end at the time and place that American military 

historians declared so, and this chronotopic disjunction is Leveriza’s intervention in the 

historiography of the Philippine Revolution.  Secondly, there are Bicolano holdouts who 

continue to defy American military and civil authorities beyond the time and place of the 

declared cessation of hostilities. 

 Rage brings to light how US military reports are often the key sources on which 

the history of the Philippine Revolution in Bicolandia has been narrated, such as the 

reports of US military units in the Philippines.  The reliance on US records in the writing 

                                                
158 Julia Kristeva “Interview with Julia Kristeva by Margaret Waller: Intertextuality and 
Literary Interpretation,” Julia Kristeva Interviews (1996) 188-210. 
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of the history of the Philippine Revolution may be explained by the fact that the US 

confiscated many of the Filipino “insurgent records” during and after the Philippine-

American War. 

 Filipino historian Renato Constantino claims that the Philippine records on the 

Philippine Revolution were “stolen” by the US: three tons of the so-called “insurgent 

records” were shipped to Washington DC, there to remain unread for over half a century, 

except by those who were given permission by the US Adjutant General of the US 

Army.159  In 1899, Elwell Otis, US military governor in the Philippines, commissioned 

John Taylor to examine and translate the documents from Spanish and Tagalog into 

English and to submit a report to the Adjutant General.  Starting the work in 1902, Taylor 

completed the work in 1906.  However, William Taft, then US Secretary of War, who 

was running for US President, ordered the publication of Taylor’s report to be withheld 

for a number of political reasons.  Finally, the legislative act of July 3, 1957 ordered that 

the documents be turned over to the Philippines.  The US Insurgent Records, now known 

as the Philippine Revolutionary Records, are now housed at the Philippine National 

Library in Manila. 

 Thus, US military reports “participate” in the novel.  Through these intertexts, 

Rage writes a parody of the American declaration that the war has ended with the 

surrender of the leading officers of the Revolutionary Army: Aguinaldo in the north, then 

Belarmino in the south (Bicolandia).  In Leveriza’s story, the war continues under Ola 

                                                
159 Constantino (1971) x-xii. 
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who continues the resistance after his public surrender and ridicules the pacification 

narrative of American historiography as embodied in the US military field reports: 

(Tino)…You know, I know, everybody knows: the war is not yet over. Only the 

Americans say the war is over! That’s fighting with lies, don’t you see?  Whose 

war is this anyway?” (123) 

 

Often, Ola and his troops are shown as a jolly resistance movement.  Leveriza’s portrayal 

of the camaraderie among men is both endearing and entertaining.  Ola’s men are always 

lighting up a binilo to smoke, drinking lambanog, and jesting and jeering with each other.  

That the Bicolano revolution can be one drinking spree or a merry-making points to the 

Bakhtinian notion of parody that proposes the “jolly relativity of every system and 

order,” that every authority and every hierarchy can be crowned and de-crowned.160  By 

portraying the tightly-knit movement that revels in subverting and de-crowning the 

authority of Americans and relishes the skirmishes with Americans soldiers especially 

when the Bicolanos emerge as victors, Rage engages in a parodic discourse in its 

contestation of American authority. 

 Intertextual analysis “should not limit itself simply to identifying texts that 

participate [italics mine] in the final text, or to identifying their sources, but should 

understand that what is being dealt with is a specific dynamics of the subject of 

‘utterance.’”161  Because of intertextuality, Ola, as the subject of utterance, is not an 

                                                
160 Bakhtin, The Problems of Dostoevsky’s Poetics, 102.  Carnival performance is the 
mock crowning and de-crowning of the king’s carnival as seen in the saturnalia and other 
European carnival. 
 
161 Gubermann, Julia Kristeva Interviews (1996) 190. 
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individual in the etymological sense of the term, but a “plural identity” (190): Ola is a 

real-life historical figure, but the Ola that emerges in the novel is not the “historical” Ola. 

He is made a “plural identity,” one that emerges from tales that have been spun by the 

local Bicolanos about their hero and also from archival fragments.  Leveriza draws both 

from American and Filipino archives, textual remains of history, to create “General 

Simeon Ola.”  Ola, the subject of utterance, is thus a composite hero, a positive hero, who 

may be better than the real-life Ola, whose motivations have been questioned by 

historians like Norman Owen.  The novelistic Ola serves not as foil but as an equal to 

Tino, the key protagonist in the novel; in his dedication to the cause, he is on equal 

footing with Tino.  

  For this kind of unitarian, monological discourse, Rage is an authoritarian fiction: 

an ideological novel.  The novel’s religious or theological framework points to a 

monologism,162 that points to a reader tyranny by virtue of the invocation of a God, a 

Renaissance Man, or a community.  Kristeva concurs with Suleiman’s argument when 

the former said that “any novel with an ideological thesis…” contains “an extratextual, 

absolute entity (be it God or community) that relativizes dialogue to the point where it is 

canceled out and reduced to monologue”163 (87).  It is in this context that Kristeva 

considers Tolstoy’s War and Peace, a story of nation during revolutionary times, much 

                                                
 
162 The “theological principles of monologism” is discussed in Julia Kristeva’s “Word, 
Dialogue, and the Novel,” Desire in Language (1980) 84. 
 
163 Kristeva, 87. 
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like the subject novels in this study, monological: Tolstoy’s monologism is epic and 

Dostoevski’s dialogism is novelistic 164.  Even in a monological text, however, “several 

discourses” may still be present, depending on whether the discourses affirm or negate 

each other .165  In Rage, the discourses on revolution vs. insurrection and freedom 

fighting vs. banditry affirm one another: they are simply repeated without negation, thus 

meaning is created through redundancy, to ensure the clear transmission of meaning. 

 The use of intertextual devices, while enriching the text, gears towards an 

authoritarian monologue (a monologue that invokes a greater authoritarian entity, be it 

God or author) rather than a dialogue.  While one can argue that there is no closed text, 

per se, since reader “revolt” is always a possibility, Rage reduces the likelihood of a 

reader revolt in many ways and reduces the number of ways by which it can be read. 

 While Rage lionizes the historical figure of Ola, it makes a token attempt to 

deflate the notion of the superhero and humanizes him, perhaps to be able to connect to 

the ordinary contemporary reader.  Akin to F. Sionil Jose’s Cripple in Dusk, Leveriza 

portrays Ola with a visible, physical handicap: “The General had a congenital eye defect, 

strabismus, cross-eyed” (107).  Yet despite this visual imperfection, Ola is portrayed as a 

sharpshooter and a good soldier.  In Dusk, the Cripple rises beyond his physical infirmity 

and deformity to engage in the physically and mentally rigorous act of writing, thinking, 

and publishing for the Revolution and the Republic.  Through imperfection, these 

                                                
164 Kristeva, 87. 
 
165 Susan Suleiman, 43-44. 
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novelists highlight the ordinariness (in effect, a negative remarkability) of men and the 

limitations they overcome.  These novelists apparently challenge readers that despite their 

limitations and imperfection, they too are capable of heroism and exhorts them to be 

“good citizen(s)” by doing their part in the creation of nation.  Like Istak in Dusk, Ola 

and Tino are portrayed as “positive heroes.”  A novel’s positive hero stand primarily for 

“what ought to be:” someone who embodies moral and political virtue whom readers can 

emulate.  The use of the positive hero in Rage heightens the novel’s “moral fervor.”166  

Ola serves not only as an icon for positivity, but also as a parodic symbol: a cross-eyed 

rogue is used to ridicule the might of America’s military power and does so successfully 

for years. 

 Hence, in Rage, Ola is mythologized in the Bicol region as Commander Kilas, the 

deadly cross-eyed sharpshooter, “kilas” being the Bicolano word for cross-eyed.  Tino is 

mythologized as Zenarosa (red rose), to refer to the self-help group and later, to the 

resistance movement of the Chinese.  Aliases are not just a play of words, but also a play 

with personae.  With the assumption of a new name, a new meaning emerges, one that 

creates a new identity, not only a plural identity, but also an unproportional one due to the 

myth that the “creative subject” (the author/novelist) vests upon a novelistic character.  

The myth that comes with the word (the alias) justifies a transformative effect on a 

character who attempts to live up to his name, his alias. 

                                                
166 For Katerina Clark, the “positive hero” has been the defining feature of Soviet 
socialist realism, where the hero is expected to be an emblem of Bolshevik virtue.  See 
Clark’s The Soviet Novel: History as Ritual (1981) 46. 
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 Similar to aliases, which are words that create new meanings through the 

personae the word evokes, the terms used by the colonizers to refer to the revolutionaries 

create new meanings, with distinctive political and legal connotations.  Words like 

“bandit” or “bandidos” were used to refer to the revolutionaries. 

 Not only is the word, as a basic unit, engaging with other words in the same 

novelistic text to generate new meanings: there are always other words in a given word, 

other texts in a given text.167  Thus, the word “revolutionary” interfaces meaning with the 

Spanish “bandido” and the English “bandit” or “brigand.”  In much the same way, the 

word “revolution” is historically colored or tainted by words like “insurrection,” “revolt,” 

“rebellion”, “uprising”, and “banditry,” the latter set of words used in US military reports 

embedded in Rage to refer to Philippine Revolution of 1898.  In these American 

documents, the Revolution is obviously dismissed as an insurrection or banditry.  

Rage is vehemently opposed to the use of “bandit” (or “brigandage”) to refer to the 

freedom fighters and revolutionaries: for the Bicolanos, “it was a war of liberation, while 

for the Americans, it was a pacification campaign against brigandage” (114).168 

 Going beyond words and the otherness in language, the Bakhtinian concept of 

voice has to be understood in the context of dialogue.  Dialogical meaning in the novel is 

always articulated across the barrier of an “intractable otherness”: author vs. character, or 

                                                
167 Julia Kristeva, “Word, Dialogue and the Novel,” Desire in Language (1980). 
 
168 The Brigandage Act of 1902 was enacted by the Philippine Commission during 
the American colonial rule in the Philippines.  This repressive law prohibited 
the Filipinos from forming or joining any organization or movement. It relegated any 
armed resistance against the Americans as sheer banditry. See Renato Constantino’s The 
Philippines: A Past Revisited (1998), 250-251.  
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character point of view vs. character point of view.  A novelistic voice mediates 

knowledge and creates meaning through differential, rather than identitarian relations.169  

However, in Rage, the convergence of voices to create an identitarian or monological 

meaning that cancels out any ambiguity is shown in the introspection of Ola, dialogues 

between comrades and in the meeting between the American military officer Jesse 

Garwood and the Simeon Ola. 

 The narratological focalization shifts to the American perspective only on four 

occasions, but only to highlight the Bicolanos’ victory in a military engagement with the 

Americans or to highlight the Bicolanos’ loss but after a putting up a heroic fight 

(outgunned, outnumbered). 170  The fourth scene that is focalized from an American point 

of view is the meeting between Simeon Ola and Major Jesse Garwood.  The military 

record of Garwood’s assignment in Bicol is mentioned in The Annual Report of the War 

Department for the Fiscal Year Ended June 30, 1901.  This meeting between two 

historical figures, Garwood and Ola, a lesser known fact of history, is mentioned in 

passing in Renato Constantino’s The History of the Philippines (1975) and Brian Linn’s 

The U.S. Army and Counterinsurgency in the Philippine War, 1899-1902 (1989).  This 

meeting is fictionalized in Rage.  The insertion of this intertext in the novel shifts the 

focalization from the many Bicolano characters in the story to the American point of 

                                                
169 M.M Bakhtin, The Dialogic Imagination, 41-412; 426; Kristeva, “World, Dialogue 
and the Novel;” Alan Singer, “The Ventriloquism of History: Voice, Parody, Dialogue,” 
in Patrick O’Donnell’s Intertextuality and Contemporary American Fiction (1989) 73. 
 
170 See Rage: (1) pages 16-22; (2) pages 62-70; (3) pages 131-132; and (4) pages103-107. 
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view: that of Garwood.  However, while the point of view shifts to Garwood, a new voice 

is not created.  The same authoritarian view already speaking through the other characters 

is only reinforced: “General Garwood knew his arguments failed miserably to soften the 

tough General.  And to think the Americans called him bandit” (107)171. 

By the end of the meeting, Garwood has developed some respect for Ola, 

recognizing “nobility” in his character not the “banditry” that has been touted about him.  

As the novel narrates, on October 3, 1902, Garwood writes in his diary that he had the 

honor to confer with the “remarkable General Simeon Arboleda Ola, a great Filipino 

leader” (108). 

 Rage contests this semantic defamation of the Filipino that are apparent in 

American colonial historiography.172 In General Garwood’s focalization, the voices of the 

author (as the creative subject) and the voices of various characters (Ola, Tino, and 

Gaudencio) converge in one concurring, monologue: that the insurgents are not 

“bandidos” but “freedom fighters” who must be respected.  

Thus, a few pages later, the same discourse is repeated in a conversation between 

Tino and Ola: that the Filipino revolutionaries are not bandits: 

                                                
171 Important to note here that Prescott F. Gemeger, US history teacher in the Philippines, 
said that Aguinaldo was “the chief of the Cavite bandits.” See Saulo, Alfredo B. Saulo, 
Rewriting Philippine History: The Truth About Aguinaldo and Other Heroes (Quezon 
City: Phoenix Publishing House, Inc., 1987) ix. 
 
172 See Dean Worcester’s The Philippines: Past and Present (1930). See also James 
Blount’s American Occupation of the Philippines.  US Governor of the Philippines 
William Taft himself describes the Ola insurrection as “a reign of terror” and calls 
Simeon Ola as the “chief of the brigands” (Blount 425). 
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 (Ola): You see I am bothered and confused…. For I’m tagged a bandit, a 

criminal….in my own land. 

 
(Tino):  That’s what the Americans say, not what our people say. The Americans 

have their laws.  We have our law, too. The problem is that they impose their laws 

on us (123). 

 

Gaudencio, a cargador and long-time follower of Tinio, again reinforces this argument 

that the Filipino revolutionaries should not called or treated as bandits. He is troubled that 

the Americans call them “bandidos” for the word obscures their noble mission of 

freedom fighting and reduces them to common criminals without a cause: 

 
But if he [Ola] is a bandit, so are we.  Now who were the freedom fighters? Were 

we after all nothing more than bandits.  …He [Ola] is an honest man, a brave 

man, to continue fighting a giant colonial power…. (157) 

 
By being considered “bandidos,” Gaudencio is concerned that his lifetime work of 

fighting for independence and freedom from foreign aggressors is obliterated. 

 
[Gaudencio continues] …  I am thinking it over, but it just cannot be right. We 

can be taken in and charged with banditry, too” (157).  

 

This kind of redundancy is common in authoritarian texts, where ambiguity is 

avoided and closure is preferred or desired.  Redundancy is the way by which 
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“plural meanings and ambiguities are reduced, with a corollary reduction of the 

number of possible readings.” 173 

 
The closing passages of Rage hints at further authorial intervention: 

And so the Filipinos regained the independence of their [italics mine] country. It 

was a long, hard, and bitter fight. Those who fought and died, those who fought 

and lived, all fought as one.  For all of them [italics mine], they fought with a 

burning rage in the hearts. 

 

In the years to come, another way war may again break out, another struggle may 

come.  But one thing will be certain: Here within the bounds of our horizon, 

where the tradition still flourished to be safeguarded and upheld, other leaders 

will rise up to the glory of our [italics mine] land and the happiness of our [italics 

mine] people (164). 

 

The omniscient narrator starts the passage with the third person pronouns “their” 

and “them” to refer to Filipinos.  Eventually, the pronoun shifts to the first person plural 

possessive pronoun: “our”.  One can construe that the narrator eventually inserts himself 

by shifting pronouns from “their” to “our:” “our land,” “our people.”  Or, one may 

construe that the pronoun shift seems to be an authorial intervention where he attempts to 

include himself as being part of the Filipinos: “our land and the happiness of our people.” 

                                                
173 Suleiman, 149-150. 
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Thus, the pronoun shift can be the narrator declaring one’s sympathy with the Filipinos – 

or the author himself revealing his own unmediated (meaning, without what Bahktin calls 

“refraction”) sympathy with the narrator -  a giveaway that the narrator may be the 

author, the same voice who is clearly speaking in the novel’s paratexts.  Any one of these 

two possibilities only confirm the novel’s propagandic monologism and authoritarianism. 

To write in this manner seems to be a slippage of pronouns. A slippage refers  

“slips of the tongue” or “slips of the pen,” which reveals a change of plan in the text in 

the process of realization: “a failure to fulfill the phonetic intention.”174  Because a 

slippage can be a slip of the tongue or slip of the pen, it can be written  as well as oral or 

phonetic.  However, this slippage in Rage denotes a consciousness of a community, a 

collective mind that suggests a “narrative consensus” 175 connects the interior world of the 

novel with the author’s exterior world.  Omniscience, a superior narration, cancels out 

individual narrative voices into a consensus.  In which case, the “slip” is not tragic for the 

novel fulfills its aspiration: (tall) tale-telling for nation-making. 

As shown in the above-quoted last passages in the novel, the author wishes to have the 
last word, which steers the reading or the interpretation of the text from the start. 
  

                                                
174 See Bakhtin’s Speech Genres and Other Late Essays (1986) 104. 
 
175 See J. Culler, “Omniscience,” The Literary in Theory (2007) 200, Hillis Miller, Form 
of Victorian Fiction (1968), and Susan Suleiman, Authoritarian Fictions (1983). 
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Chapter 4 

 
Chronotope of the Salon (“Sala”) 

  
Gloria J. Palileo’s The Indios (2014) 

 

The Indios (2014) is a self-published historical novel by Gloria Javillonar 

Palileo.176  It draws out a class-based historiography of the Philippine Revolution through 

its interrogation of a singular word: “Indio.”  While the novel argues that the term “Indio” 

refers to the ilustrados (the educated and wealthy: the high class) and the masses (low-

class) alike, through Placido, an ilustrado protagonist, it highlights how class status 

defines one’s political and ideological choices.  The Indios also illustrates how the 

colonizers’ condescending term used to refer to their savage, uncivilized subjects have 

been appropriated by the natives as a word, as an “utterance” for national identity: how 

“Indios” evolved into “Filipinos.”  It attempts a feminist historiography of the Revolution 

that, in the hands of historians, has been overwhelmingly a story of founding fathers and 

male combatants.  

                                                
176 Born in the Philippines, Palileo went to the US in 1966 to pursue graduate studies.  
She obtained her MA from Kansas State University.  Later on she took a PhD in 
Sociology from the University of Nebraska, Lincoln.  A sociology professor at the 
University of South Alabama for twenty-one years, she has retired from teaching and 
lives in Semmes, Alabama. She lived in Delhi, India as a UNESCO Fellow in the 1960s 
and in Egypt on a US Department of Education Group Study Abroad grant to the 
University of South Alabama in 1982.  This author’s biography is primarily sourced from 
The Indios, Palileo’s website: www.gloriavjpalileo.com and personal communications 
with the author. 
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The novel’s discourse on class is done by honing on the intertextuality of the 

word ‘Indio’ because “there are words in every word.”177  Thus, “Indio” (capitalized and 

un-italicized for Palileo) is examined as an utterance: an articulation that is the outcome 

of the interaction between the langue and the context of that articulation, a context that 

belongs to history.178  Both a semantic articulation and a historical process, the word 

“Indio” has evolved as a word and a concept for self and collective identification, 

evoking multiple denotative and connotative meanings: from natives, mestizos, elites, 

ilustrados, caciques, principales, hacienderos, the secular and the religious, to plebeian, 

proletariat, provinciano, the masses, and women.  Most importantly, “Indio,” through the 

revolutionary struggle, has given way to “Filipino” as un utterance of a collective, 

national identity. 

Through the portrayal of a wide range of characters that cut across race, class, 

ethnicity, and gender, The Indios particularly looks at the primacy of class, in the critical 

intersection of race, ethnicity, gender and against the backdrop of colonialism, as the 

engine of political ideology, choices, and decisions of revolutionaries.  Primarily 

focalized through the point of view of the Indio as an ilustrado (literally, the Spanish 

word for “enlightened,” thus, educated and most likely propertied or wealthy), The Indios 

projects a class divide among the Indios themselves: the high-class ilustrados and the 

low-class masses.  While class is a key determinant in one’s decision to join a 

revolutionary movement in The Indios, the experience of injustice at the hands of the 

                                                
177 Kristeva, “Word Dialogue, and the Novel.” 
 
178 T. Todorov, Mikhail Bakhtin: The Dialogical Principle (1984) x. 
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Spanish authorities ties one and all, regardless of class.  While the portrayal of the 

Katipunan in the novel as a predominantly mass-based movement is consistent with that 

advanced by many Filipino historians, The Indios highlights the participation of the 

wealthy and the educated in the movement and in fact argues that a revolutionary 

movement must necessarily include the participation of the wealthy and educated 

ilustrados.  Palileo uses the historical novel to highlight class disparity that can pry open 

and pave the way to recalcitrant ideological differences between reform or revolution.  

Her novel offers a class-focused historiography (high vs. low class, educated vs. masses, 

wealthy vs. poor), a historiography of the Revolution that “mimics” the chronology, 

dynamics, and even the spirit of the historical accounts of well-known Filipino historians, 

particularly that of Agoncillo and Constantino. 

While successful in recounting the events of history as we know them through 

animation – historical novels, according to Wolfgang Iser, must “animate” history – The 

Indios does not create the “illusion of historical reality.”179  When reading The Indios, 

readers become aware they are reading and encountering history as presented in 

textbooks: linear, chronological, and irreversible.  The Indios does not attempt to make 

that “illusion” for the reader’s pleasure.  Did Todorov not say that literature is known to 

be “pleasing,” not “instructive”? 180  The Indios animates history through fictionalization, 

                                                
179 In fact, for Wolfgang Iser, the great skill of Sir Walter Scott in Waverley is that it is 
able “to create the illusion of historical reality without confining that reality to the 
illusion” it created.” See Iser, The Implied Reader (1974) 88. 
 
180 T. Todorov, Genres in Discourse (1990) 5. 
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but not the point of illusion, precisely for didactic purposes: to instruct and inform the 

reader.  It intends to remember and teach history, not to surpass or transcend it. 

Thus, Palileo’s notion of the historical novel is that it seizes history 

overwhelmingly in both content and form, as if the historical novel mimics a history 

book.  In fact, the historical novel performs as a history book: a picture history book.  In 

The Indios, the historical novelist acts like a historian: she blurs or erases the line 

between a literary and a historical writing.  Upon opening the book, it is readily apparent 

that the novelist is taking on the task of historian.  Like Jose Leveriza’s Rage in our 

Hearts (1988), The Indios is prefaced with a Historical Note (ix-xii).  Like a history book, 

but very much unlike the common historical novel, it includes a bibliography, titled 

“Selected Sources,” a paratext on which both the novelistic text and the Historical Note 

may have been sourced and as such could be considered as the novel’s intertexts.  Most 

of the sources listed in this bibliography are noted Filipino historians, such as Teodoro 

Agoncillo, Milagros Guerrero, Renato Constantino, Esteban de Ocampo, and Cesar Adib 

Majul and includes the work of Apolinario Mabini, a key participant in the Philippine 

Revolution and prime minister of the first Philippine Republic.  The list includes Halstead 

Murat and William J. Pomeroy.  An in-text citation quotes Antonio de Morga, a Spanish 

historian and the first Spanish civil governor-general in the Philippines.  

Like history textbooks, such as Teodoro Agoncillo’s The Revolt of the Masses 

(1956) and Alfred Saulo’s The Truth About Aguinaldo and Other Heroes (1987), The 

Indios includes photos of the national heroes who appear in her novelistic cast of 

characters.  In fact, Saulo, Agoncillo, and Palileo use versions of the same photos of 
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Rizal, Bonifacio, and Aguinaldo.  All these point to The Indios’ attempt to be a history 

book and the novelist’s attempt to be a historian, be it one who re-tells history through 

fictionalization.  In other words, mimicry “animates” history.  In fact, by including the 

photographs of the historical figures fictionalized in the novel, The Indios animates and 

brings to life these historical “heroes” enshrined by official state nationalism or vivify 

one’s faded historical memory of them. 

Another paratext is a Glossary at the back of the book that gives the definitions of 

the foreign words used in the novel.  Despite the Glossary, The Indios, written in English, 

still gives a translation of every foreign or non-English word used within the novelistic 

text: whenever a Spanish or Tagalog word is used, it is immediately translated into 

English, with only a comma separating the foreign word from the English translation.  

With these instructional paratexts and intertexts, it is apparent that The Indios is intended 

to be instructive, informative, and factual, like a history textbook.  It also teaches those 

who lack knowledge of Philippine history with a generous postscript.  Readers who have 

read the book and posted their reviews in Amazon.com appreciate the instructions, 

especially those unfamiliar with Philippine history, with one reader commenting that the 

novel is “… extremely educational,… highly instructive.”181  However, readers who have 

knowledge of Philippine culture and history, may notice the intertextuality with history 

textbooks to the point that they will even notice the gaps and absences in its historical 

                                                
181 Excerpt from a CreateSpace editor's review posted in Amazon.com: 
https://www.amazon.com/dp/1496021614?_encoding=UTF8&isInIframe=0&n=283155
&ref_=dp_proddesc_0&s=books&showDetailProductDesc=1#product-
description_feature_div. 
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narrative, which they may attempt to fill-in.  Thus, The Indios, due to its cursory and 

fragmentary narration, encourages the bringing in of prior texts read, often the history 

books that readers may have read. 

 Through the novel’s recreation of the history book, readers can detect this strong 

compulsion to mimic history:  the history of the Revolution is presented, rather than 

represented, as if to meditate on the events of the Revolution.  In The Indios, Palileo 

creates a world where there seems to be a fine line between the “physical world” vis-à-vis 

the “novelistic world.”  Fidelity to her raw material, to the “facts” of history, is readily 

apparent in The Indios, which Palileo uses as a springboard for a discourse on class 

through her interrogation of a singular word: “Indio” and its varied connotative and 

denotative meanings, summarized in the singular word: “Filipino.”  The Filipino is a 

complex by-product of a historical process that involves the intersectionality of empire, 

race, ethnicity, gender, - but more importantly, class, as The Indios suggests. 

 

 

4.1 The Indio as Ilustrado 
 
 

Set in the 1870s to the early 1900s, the novel centers on the life of an ilustrado: 

the educated and wealthy Placido Mendoza, son of the wealthiest family in Calamba, 

Laguna studying to be a priest at the Colegio de Letran in Manila.  When his mentor 

Padre Burgos is executed by the Spanish authorities, Placido flees Manila to his 

hometown in Calamba, afraid that his association with the liberal priest will endanger 

him.  Back in his hometown, he re-encounters his childhood sweetheart Ramona 
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(sparking rumors of a wedding) and Imo, son of the family’s servant and childhood friend 

of Placido.  Ramona is Placido’s sweetheart before he enters the seminary to fulfil his 

mother’s wish.  After Placido leaves for Manila to study for the priesthood, Ramona is 

engaged to another man.  Rather than marry without love, she enters the nunnery.  Her 

tragic end at the hands of a lascivious friar leads to her suicide after the birth of her child.  

In the end, Placido marries Josefa, the woman Imo loves.  Placido and Josefa take care of 

Ramona’s baby whom they love and consider as their own daughter.  Imo, who has gone 

to the hills, occasionally comes down to town to meet with Placido.  Although Placido 

has previous meetings with Jose Rizal and Andres Bonifacio, leaders of political 

movements of the times, he joins the radical Katipunan only after his father is killed by 

the Spanish Guardia Civil and loses his family estate to Spanish authorities.  The novel 

ends with Aguinaldo notifying Placido, who is now a general in the Revolutionary 

Government, that he will return to Manila from Hong Kong at the intercession of the US 

Consul General Pratt, who verbally assured Aguinaldo that “the American government 

would provide us with firearms and would recognize our independence.”  Placido is one 

of the many Filipinos who line the shores, watching the Battle of Manila Bay, praying for 

“the safety of American sailors and the victory of Commodore Dewey’s fleet over the 

Spanish naval squadron” (188). At the mess hall of the American ship, American sailors 

refuse to eat breakfast with the “niggers.”  The niggers they refer to are the three Filipino 

ilustrados who are onboard and are part of the exiled revolutionary government returning 

to the Philippines as arranged by the American consul.  
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Similar to F. Sionil Jose’s Dusk, the novel is set during the tumultuous 

revolutionary era, with the 1872 Gomburza as the opening time frame, Gomburza being 

the acronym formed from the last names of the three ilustrado Indio priests executed by 

the Spanish authorities: Mariano Gomez, Jose Burgos, and Jacinto Zamora.  However, 

while Dusk dramatically ends with the valiant stand of the Filipino revolutionaries at the 

Battle of Tirad Pass of 1899, The Indios ends with the Battle of Manila Bay of 1898, 

narrated in a most fragmentary way: a mere presentation of another historical fact, 

without the usual narratological build-up that leads to a novel’s dénouement. 

In The Indios’ dramatic opening scene set in 1872, Placido’s world is turned 

upside down when his mentor Padre Jose Burgos (based on the real-life historical figure) 

is publicly executed by the Spanish colonial authorities, along with two other Filipino 

priests, on charges of subversion.  Padre Burgos has sought to restore the parishes which 

the Spanish friars have seized from the native secular clergy.  The Indios’ historiography 

of the Philippine Revolution puts to center-stage the 1872 Gomburza, recognizing it as a 

key factor in the germination of Filipino nationalism and a hot trigger to the Philippine 

Revolution, in consonance with the common stance of Filipino historians, from Agoncillo 

to Zaide.  However, it also uses the Gomburza as a narrative device that spins its 

fragmentary plot into the multiple directions of Philippine revolutionary history: the 

Propaganda Movement in Spain, the reform and self-help society La Liga Filipina in 

Manila, the founding of the revolutionary Katipunan, the factional conflicts at Tejeros 

Convention, the Calamba Affair in Laguna, among others.  In so doing, the novel shows 

how a revolutionary is made and how a revolution is catapulted into action.  Nine-year 
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old Andoy (the young Andres Bonifacio in the novel) witnesses this tragic execution 

commenting, “God is white...Jesus is white...All the saints are white...No Indio would get 

past San Pedro, priest or no priest” (3).  By making Andoy a young witness to the 

execution, motivation is injected into characterization: the reader gains an insight into 

what drives and motivates a character like Andoy to later become the revolutionary 

Andres Bonifacio, the founder of the Katipunan which led the Philippine Revolution of 

1896.  For Placido, witnessing this event as a twenty-one-year-old student, has made a 

life-changing impact.  The event will define his later actions, choices, and decisions, 

including membership in the radical Katipunan led by the younger Andres, who, by then 

is a “bodeguero” in a German firm and is thus described in the text as a proletarian, a 

low-class Indio.182 

As in Western historical novels, the protagonist serves as an “an external central 

hub around which events unfold.”  Thus, Placido links all those events that spin off due to 

the execution of the Father Burgos.  Unlike most Western historical novels, however, 

where only one or a few real-life historical figures appear as characters, Palileo’s 

novelistic world is peopled by many real-life historical figures, outnumbering the 

fictional ones.  Out of the 26 characters listed in her Cast of Characters (xiii), 16 are real-

life historical figures, most them considered “national heroes” in the Philippines today, 

                                                
182 Caroline Hau, citing the work of Jonathan Fast and Jim Richardson’s The Roots of 
Dependency: Political and Economic Revolution in 19th Century Philippines (1979), 
notes that while the real-life Bonifacio was not as wealthy or as educated as Rizal, he had 
a father who held office. He was married to the daughter of a gobernadorcillo. As such, 
Bonifacio was “closer to the center of the social pyramid than to its base, closer to the 
bourgeoisie than the proletariat.” See Hau (2012) x. 
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with only 10 fictional characters.  With the fictional protagonist Placido sharing the stage 

with real-life historical figures whose lives have been mythologized in the physical 

world, the ordinariness of Placido is highlighted, hence making him even more an 

effective “hub” that keeps peoples and events of the Revolution together through his 

reflections and introspections.183 

Thus, the judgments on the men of the Revolution as revealed through Placido’s 

introspections become the novel’s judgments of the men who are considered heroes of 

the Revolution, such as Aguinaldo, Bonifacio, and Mabini.184  For instance, after 

Aguinaldo offers Placido to join the government-in-exile in Hong Kong, Placido is 

surprised that Aguinaldo seems to have accepted exile without consulting with the other 

leaders: “Placido has never warmed up to the man [Aguinaldo].  And there was 

something about him that had stopped Placido from trusting him as he did Bonifacio” 

(181-182).  At the same time, these narrative judgments are also marked by attempts at 

“objectivity.”  For instance, Placido is quite critical of Bonifacio’s irrational, rash 

approach to resistance fighting, especially when the latter simply rallies his men to fight, 

saying, “We are brave and the Spaniards are cowards,” without providing them with arms 

and weapons.  Dr. Pio Valenzuela, an ilustrado (based on a real-life historical figure with 

the same name), comes as the rational mind, who slows Bonifacio down: “We cannot 

                                                
183 For Walter Scott, whose historical novel titled Waverley is considered the first 
European historical novel, the hero of the historical novel must be one who is “average” 
like Scott’s Waverley.183  While educated and coming from bourgeois family, Waverley 
has ordinary abilities, very much like Placido. 
 
184 As Iser notes, the role of the protagonist in the historical novel is “to reflect historical 
situations and the conduct of genuine historical figures.” See Iser (1974) 88. 
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fight them (the Spaniards) with bolos and sticks when they have Mausers and Remington 

rifles” (152). 

 

 

4.2 The Composite Character 
 
 
Like Jose’s Dusk where a fictional hero is brought forth (the peasant Istak instead 

of the General), The Indios presents a new hero, not the historical Bonifacio or Rizal, but 

the fictional Placido, a former seminarian.  Both Istak and Placido (not to mention Tinio 

and Ola in Rage) have aspired to become a priest, bringing to the fore heroes with high 

moral aspirations and thus worthy of emulation of the reading public, a “positive hero,” 

so to speak.”185 

One contribution, if not a correction, of The Indios to the historiography of the 

Revolution is that it recuperates the unsung heroes hidden in the shadow of real-life Jose 

Rizal.  For one, Palileo plucks Paciano, Rizal’s real life brother, from anonymity.  

Writing about the monument that honors Jose Rizal, the national hero, at the Luneta (now 

Rizal Park), Austin Coates, the British biographer of Jose Rizal, writes: “The statue on 

the Luneta faces the sea as it faced it in death, and the statue is rightly that of Rizal.  But 

the shadow which falls from the statue is the shadow of Paciano,” an obvious attempt to 

                                                
185 Katerina Clark, The Soviet Novel: History as Ritual (1981) 46. 
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give recognition to Paciano in the upbringing and political formation of his younger 

brother Rizal and the former’s active role in the revolutionary movement 186  

According to Palileo, The Indios is inspired by the life of Paciano.187  In fact, the 

character of Placido is based on the real-life Paciano,  who is known to have known Padre 

Burgos and whose hometown, like the novelistic and real life Rizal, is Calamba, Laguna, 

where the tragic Calamba Affair (“Kalamba” in historical accounts) of 1891 takes place.  

However, in The Indios, the real-life Paciano also appears as Paciano, the fictional 

version of Jose Rizal’s real-life brother.  By portraying a fictional Paciano who is 

engaged with the revolutionary movement, before and especially after the execution of 

Jose Rizal, Palileo creates a historiography that recognizes Paciano’s dedication to the 

revolutionary cause, even suggesting that Paciano is more politically radical than Jose 

Rizal. 

It is quite apparent that a key intertext to Palileo’s novelistic text is Teodoro 

Agoncillo’s The Revolt of the Masses.  The Kalamba Episode is described in Agoncillo’s 

The Revolt of the Masses (2010), one of the widely used college history textbooks in the 

Philippines.  The Kalamba Episode refers to the land controversy between tenants and the 

Dominican friars who acted as administrators to the land estates.  The Kalamba tenants, 

including the father of brothers Jose Rizal and Paciano Mercado, petitioned the Spanish 

administration to intervene between the tenants and the friars so that the land could be 

                                                
186 See Austin Coates’ Rizal: Philippine Nationalist and Martyr (1968). 
 
187 Based on email interview with novelist Gloria Palileo on January 13, 2016. 
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sold to the tenants.  But the petition was shelved, and when a new reactionary governor 

general arrived, Valeriano Weyler, also known as the “Butcher of Cuba,” the courts 

ordered that the tenants vacate their lands.  To ensure the compliance of the eviction 

order, Weyler sent a military force to eject the tenants.188  

From Agoncillo’s historical account emerges Palileo’s Chapter Seventeen, titled 

“The Calamba Affair” set in 1891.  From this brief two-paragraph historical account of 

this local incident involving villagers and friars, Palileo creates a short but moving story, 

in which Paciano Mercado initiates the petition against the friars, which Placido Mendoza 

and his father do not support and sign.  Despite the fact that the Mendozas are not 

signatory to the petition, the Mendozas nevertheless lose the land they lease from the 

friars and are given an eviction notice by the Spanish Guardia Civil.  Don Mendoza, 

Placido’s father, is shot dead for resisting the eviction, Placido and his mother lose their 

ancestral home in Calamba.  In real-life, Paciano and Jose Rizal also lost their family’s 

land.  The intertextuality of fact and fiction and the pressures that fiction and history exert 

on each other create quite a dramatic, heartbreaking episode for the reader that is one of 

the high points of the novel despite its short length (six pages) and sparse and uncluttered 

prose.  In terms of characterization and narratology, the Calamba Affair is the the final 

straw that breaks the camel’s back, prompting Placido to consider joining the Katipunan: 

two chapters later, Placido becomes vulnerable to the recruitment attempts by Bonifacio 

                                                
188 Agoncillo, The Revolt of the Masses (2002) 30-31. 
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and Dr. Valenzuela, despite Placido’s earlier belief that uneducated masses, who 

primarily comprise the revolutionary movement, cannot make a Revolution. 

While the story of the fictional Placido is inspired by the real-life Paciano, the 

brother of the real-life Rizal, much of Placido is also the voice of the real-life Rizal.  This 

is because the historical Paciano, who was fist politicized through the mentorship of 

liberal Padre Jose Burgos, is in turn the mentor of his younger brother Jose Rizal.  Hence, 

the protagonist Placido serves as the mouthpiece of the ideology that has been identified 

with the real-life Jose Rizal, particularly the belief that reform is the way to bring about 

change, not revolution, and that a revolution requires the education of the masses.  If the 

fictional Placido sounds familiar to some readers, it is because he is or has become a 

composite of both the fictional and historical Paciano Mercado and the fictional and 

historical Jose Rizal.189  It is in this rather confusing doubleness of this composition of 

Placido’s character that Palileo’s intervention in the historiography of the Revolution lies: 

the bringing forth of a new Indio, a new hero.  Placido emerges as an almost perfect 

portrait of a hero:  an educated, former seminarian, who comes from a landed family, and 

yet a member of the radical Katipunan, who later becomes a general in Aguinaldo’s 

Revolutionary Army.  Placido becomes the alternate Rizal, a radical Rizal, or a composite 

hero, which requires the recuperation of the the real-life Paciano from the shadow of his 

brother and from the shadows of history.  It also requires the injection of real-life and 

                                                
189 As noted by Ruth Pison, this kind of composite character is also a technique used in 
Azucena Uranza’s More Than a Passing Season, where the character of Pepe is a 
combination of the historical Jose Rizal and Rizal’s fictional character, Crisostomo 
Ibarra, in his novel Noli Me Tangere. See Pison’s Dangerous Liaisons (2010) 25. 
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fictional Paciano into the composition to bring forth a composite hero who could tame the 

tensions between reform and revolution that prove unwieldy and irreconcilable, both in 

the physical as well as in the literary worlds.  This confirms what Austin Coates and 

György Mikos argue: without the real-life Paciano, there will be no real-life Rizal, the 

national hero.190  Through the years, it was Paciano who provided Rizal with money, 

ideology, and inspiration. 

Thus, the composite Placido / Paciano, the by-product of the intertextuality of fact 

and fiction, is an Indio / Filipino, who is created by the historical novelist (as both writer 

of the novel and reader of other texts that have become part of the novel) in an attempt to 

resolve the class conflict that results in ideological opposition between reform and 

revolution that has plagued the Philippine Revolution of 1896.  While reform and 

revolution are facets of the same coin that triggers the emergence of nationalism as made 

apparent in The Indios, Placido, in particular, brings the ultimate reconciliation to the 

opposing discourses of reform and revolution.  He decides to finally join the Revolution 

when his father is shot and his family’s estate is confiscated by Spanish authorities.  In F. 

Sionil Jose’s Istak and Palileo’s Placido, colonial abuse is the trigger point for the 

patriotic or nationalist conversion of the novel’s protagonist.  Advocating reform for most 

of his life, the protagonist Placido takes the radical turn later in his life when reform 

proves politically inutile, but also when he loses land: the property that defines his class 

and his class interest.  The fictional Placido takes the choice that the historical Jose Rizal 

                                                
190 See Austin Coates, Rizal: Philippine Nationalist and Martyr (1968) and György 
Miklós Bohm, Paciano Rizal: A Hero Missing at the Luneta (2014). 
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did not take: to take up arms against an abusive colonizer, salving those who feel 

betrayed by the “national hero.”  However, as the life of Placido shows, taking the high 

road of Revolution for the nation is an unpaved, turbulent path. 

With the merger of the time-space of the physical world and the literary world in 

Palileo’s novel, the novelist is able to write an alternative historiography of the 

Revolution, one that attempts to reconcile the opposing dynamics of reform and 

revolution and the binary phenomenon of the indio and ilustrado as complementary facets 

of the same, singular process of a nascent, rising nationalism, like two sides of the same 

coin.  While The Indios attempts to reconcile this opposition into a wholeness that 

gestures towards national unity, it exposes the conflictual tendencies inherent in class 

disparity.  Class conflict in turn manifest itself in ideological rift: those who advocate 

reform (ilustrados) and those who are pro-revolution (masses).  The class/ideological 

divide is resolved when an ilustrado (Placido), deprived of land and property, takes the 

Revolutionary road. 

 
     _______ 
 
 
 In historical accounts, “Indio” was originally a term used by Christopher 

Columbus to refer to the natives of the Caribbean, which he mistook for the Indies or the 

Spice Islands (the Moluccas) in Asia.191  Thus, “indio” is a Spanish word for Indian, 

                                                
191 Luis Francia, A History of the Philippines: From Indios Bravos to Filipinos (2010) 12. 
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meaning native,192 synonymous with “indigena.”193  That a word that serves as the locus 

for the germination of a people’s collective identity is not only sourced from a foreign 

word, but also from a conquistador’s error, brings an ironic twist to the origins of a word 

that has been used to define a peoplehood (“indios”).  Unlike common usage in history 

books where the word “indio,” is lowercased, Palileo’s “Indios” is capitalized, treated as 

a proper noun the way it is used when applied to nationalities or national identities.  In so 

doing, The Indios gives dignity to what has become a pejorative word in the Spanish 

conquistador’s vocabulary, often used to refer to their uncivilized or heathen subjects.  

The text’s nationalizing tendency is readily apparent by this sheer act of capitalization.  

Thus, The Indios’ intervention in the historiography of the Philippine Revolution is its 

semantic examination of the word, indios.  The Indios is about the extraction of meanings 

from a singular word that began with a conquistador’s erroneous imposition to describe a 

people of the wrong locale, to the pejorative denotation ascribed by the Spanish 

colonizers to the the word, up to the nationalist appropriations by novelists like Palileo to 

recuperate the word from its colonial pejoration.  Whereas some historians and 

scholars194 highlight how indios gave way and evolved into “Filipinos” with the 

declaration of independence by the revolutionaries and the consequent declaration of 

Republica Filipinas in Kawit in 1898 and in Malolos in 1899, The Indios unsettles by its 

                                                
192 Agoncillo and Alfonso, History of the Filipino People (1967). 
 
193 Megan Thomas, Orientalists, Propagandists, and Ilustrados (2012) 54, 91-94. 
 
194 See AndrewWilson, Vicente Rafael, Carolina Hau, among others. 
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interchangeable and seemingly careless use of Indios and Filipinos in the text.  Ignoring 

the legal parameters imposed by scholars, the term “Filipino” is used in the narrative text 

even before its legal inception in 1898,195 probably to indicate that Filipinoness or any 

awareness of communal or collective identity, whether as a form of proto-nationalism or 

nationalism per se, has no precise start or end date.  Without the indio experience of 

Spanish tyranny, the revolutionary, and eventually the “Filipino” will not emerge. 

However, historical novelist Palileo pits the Indio (high-class, often defined by 

education and wealth) with the Indio (low-class), not the conquistador with the Indio, to 

tease out the complexities of peoplehood so essential in nation-making, highlighting the 

meanings or notions of race, class, ethnicity, and even gender that inheres or emanates 

from a single word.  When viewing Indio as a peoplehood premised on the 

intersectionality of race, ethnicity, class, and gender, it is class that plays a dominant role 

in The Indios:  Placido’s class status as an ilustrado (landed, educated class) defines his 

political ideology, choices, and affiliation, at a moment of crisis. 

The publisher’s back cover blurb, another paratext, states that The Indios points 

towards the fact that two groups of patriots emerge: “the wealthy and educated Indios 

                                                
195 Note however that early usage of both terms combined, as in the lowercased “indios 
filipinos” already appeared in a report written by Dominican Jose Maria Ruiz for the 
Exposition General de las Islas Filipinas (1887) in the following context, as quoted in 
Megan Thomas’ Orientalists, Propagandists, and Ilustrados (2012): “Having described 
the characteristics of the different races and infidel tribes that populate the Philippine 
Archipelago, we now proceed to indicate those of the peoples brought into social and 
political life, which is to say Christians, subjected to the Government of Spain.  They are 
commonly called indios Filipinos,” and are found spread among the coasts and plains.” 
See pages 63-64 and also n43 and n51 in pages 228 and 229, respectively, in Thomas’ 
Orientalists. 
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who want reforms to curb the abuses of the friars and administrators and to become a 

province of Spain, and the lower-class Indios, who want independence by any means.”  

Textbooks196 tend to teach history in terms of or what borders into the same 

binary opposition: Rizal vs. Bonifacio; reformist vs. revolutionist; Rizal, a reformist vs. 

Bonifacio, a revolutionist; the mass-based Katipunan197 vs. the ilustrado Propaganda 

Movement, and finally elites vs. the masses, etc.  At first reading, The Indios seems to 

echo and subscribe to this binarism.  What is the binary opposite of the Indio?  The Indio 

can be the insulares (Philippine-born Spaniard), the mestizos (Spanish or Chinese), the 

principalia198 (local or small-town elites), the ilustrado (the educated), the secular or 

religious, the uneducated, the masses, both men and women.  At the opening chapter, the 

Indios is understandably the opposite of the Spaniards, the colonizers.  In the threshold of 

the public square as a literary chronotope199 during the theatrically staged Burgos 

execution, the reader may discern the opposing players in the alleged subversive acts of 

the native priests: Indio priests vs. the Spanish friars.  In the staging of the execution of 

                                                
196 Agoncillo (1956); Agoncillo and Alfonso (1967); Zaide (1978); Agoncillo and 
Guerrero (1970); Agoncillo (2012). 
 
197 For instance, whether the Katipunan was organized or led by the masses or elites have 
been examined in Guerrero (1977) and (1982); May (1981), Schumacher (1991), and 
Cullinane (2003). 
 
198 In usage during the early Spanish regime, principales were “datus,” those which 
Spaniards first called kings until they discovered they had neither kingdoms nor power 
over other datus.” See William Henry Scott’s Looking for the Pre-Hispanic Filipino 
(1992). 
 
199 Bakhtin, “Forms of Time and of the Chronotope,” Dialogic Imagination, 161.” 
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the native priests at the plaza, the Spaniards, with their “exuberant shouts of Viva la 

Espana” (1), are power wielders, with the Indios, as the subordinates.  However, as the 

novel unfolds, the Indio’s opposite may very well come from their very own: the 

ilustrado. 

As Palileo notes, the pejoration of the Indios comes not only from the Spanish 

colonizers, but also among the Indios themselves.  The Indios highlight the divide 

between wealthy Indios and the low-class Indios:  Wealthy Indios condescend on the 

low-class Indios; Low-class Indios distrust the wealthy Indios.  In her nationalizing 

attempt, Palileo puts under the broad umbrella of the “Indios” two categories of people 

(the elites and the masses), only to subdivide them again into two: the low class and the 

high-class, where high-class inevitably means the ilustrados.  Thus, Palileo’s Indio, 

despite her attempt at amalgamation, assumes a primarily class-based meaning, whose 

unarticulated or implied opposite is the ilustrado.200  “Ilustrado” literally means the 

“enlightened,” taking in the context of Europe’s Enlightenment in the late nineteenth 

century.  Historically, the ilustrado has undergone its own historical historical evolution 

that is distinct yet relational to the Indio, as scholarly studies reveal, such as those by 

                                                
200 According to Luis H. Francia, the ilustrados were “at the forefront of extending the 
term “indios” to all local inhabitants of Las Islas Filipinas, except for the Muslims or 
Moros, who had never identified with the Christian majority and indeed resisted the 
incursions of the colonial state.” In light of the common Hispanicized background which 
cut across ethnic boundaries among the population of Las Islas Filipinas, the Creoles, 
mestizos (both Chinese and Spanish), and the educated natives came to view themselves 
as Filipinos. Originally, “Filipino” was applied only to the Creoles, the Spaniards born in 
the Philippines. See Francia’s Los Indios Bravos, 112. 
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John Schumacher’s The Propaganda Movement (1997), Resil Mojares’ Brains of the 

Nation (2006), and Megan Thomas’ Orientalists, Propagandists, and Ilustrados (2012). 

In a number of literary representations, the indio is often is used to refer to the 

brown-skinned, often poor native as in Ninotscka Rosca’s The State of War and in 

Charlson Ong’s Banyaga, as opposed to ilustrado, often a man of education and/or 

wealth who is a mestizo, either Chinese or Spanish.  In The Indios, among the ranks of 

the ilustrados, there are subtly different kinds: the wealthy (like Don Roxas), the 

“businessmen,” and “hacienderos” [9]); the wealthy and educated (like Placido and 

Rizal); the educated but not wealthy (like Mabini). Thus, the word ilustrado also carries 

with it an ambiguous relation, not only to race and ethnicity, but also to wealth. 

 

 

4.3 The “Sala Chronotope”: Indio and Ilustrado, Reform and Revolution 
 
 
The face-to-face, verbal encounter between the novelistic Rizal and Bonifacio in 

the novel’s Chapter Nineteen titled “Dr. Jose Rizal” is used to focus into the class 

disparity between Rizal and Bonifacio and the resulting ideological difference between 

them that is highlighted time and again in the writings of historians. 

Without further factual detail or elaboration, history books briefly mention the 

interesting trivia that real-life historic Andres Bonifacio attended the La Liga meeting 
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organized by Jose Rizal in 1892.201  In equally sparse, uncluttered prose and without 

much elaboration, Chapter Nineteen imagines and narrates what could have transpired in 

this historic meeting.  In the previous chapter, propagandist Marcelo del Pilar (Plaridel) 

informs Placido that fellow propagandist Rizal plans to return to Manila in order to 

relocate the reformist efforts in the homeland because of the failure of the Madrid-based 

Propaganda Movement to get the reforms they seek from Spain. 

Chapter Nineteen then shows the novelistic Rizal, presiding the founding meeting 

of La Liga Filipina, conceived by Rizal as a reformist, self-help organization.  Largely 

attended by educated and/or wealthy Indios, it is held at the “living room” of Don 

Doroteo’s mansion.  “Sala,” the Spanish word for “living room,” has seeped into the 

Tagalog lexicon and is as much a Tagalog word as it is Spanish.  Interestingly enough, 

one of Bakhtin’s motivic chronotopes 202 is the “salon,” which also is the French word for 

living room or the French synonym for “salle de séjour,” often used as a literary 

chronotope in the European realist novels, such as those by Flaubert, Balzac, and 

Stendhal.  Salons and parlors, per Bakhtin, are settings where accidental and stimulating 

subjects occur: encounters.  In the chronotope of the salon (or the parlor), the visible 

markers of time and space are concentrated and intertwined with each other in the tightest 

                                                
201 For instance, Teodoro Agoncillo and Fe Mangahas’ Philippine History (2010) 15. 
Resil Mojares, however, noted that Jose Rizal addressed a meeting of Masons, not the La 
Liga, which the warehouseman Andres Bonifacio attended. See Mojares’ Origins and 
Rise of the Filipino Novel, 142. 
 
202 A motivic chronotope suggests a congealed event, a condensed reminder of the kind 
of time and space that is at work in the text. See page 160, Bemong, et al. 
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possible fashion.203  In this manner, the meeting between Rizal and Bonifacio in the sala, 

becomes a “congealed event.”204  Congealed because it is made flesh: “Time as it were 

thickens, takes on flesh… and space becomes responsive to the movements of time, plot 

and history.”205 

As a theorist and philosopher of the imagination, Bakhtin is fascinated with the 

novelistic construction of “worlds.” As discussed in Chapter 1, a chronotope is the 

relation between the imagined world (the novelistic world) and the physical world (the 

the real or historical world) as they are similarly constituted between space and time, at 

the point in historical time where the work is either written or read.  The chronotope is 

often used to understand not only the balance or relation between temporality and 

spatiality in the novel, but also to understand the authorial as well as the reader’s 

construction of the world within the novel that “involves distinctive configurations of 

time and space that defines reality within the world of the text, as conceptualized within 

                                                
203 Bakhtin, “Forms of Time and of the Chronotope,” 247. 
 
204 In recent scholarship, generic chronotopes are equated with the world view of a text, 
while a motivic chronotope is “a sort of ‘congealed event, a “condensed reminder of the 
kind of time and space that is at work in the text.  See page 160, Bemong, et al. 
 
205 In “Forms of Time and of the Chronotope,” Bahktin states: “In the literary artistic 
chronotope, spatial and temporal indicators are fused into one carefully thought-out, 
concrete whole. Time as it were, thicken, takes on flesh becomes artistically visible; 
likewise, space becomes charged and responsive to the movements of time, plot and 
history” (84). 
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that world itself.”206 Being such, the chronotope is not merely the setting of the novel, but 

the time and space where narrative events flow and unfold.207 

 In The Indios, it is one rainy summer night in August 1882, in the sala of an 

ilustrado’s mansion in Tondo, Manila, that Rizal is standing by the podium.  Bonifacio, 

uncomfortable in his western clothes and insecure in a gathering of rich Indios, stands 

“inconspicuously in a far corner of the living room” (90).  Fictional protagonist Placido 

seems to be in a perfect position, somewhere in the middle of the room, close enough to 

the podium, but still able to see Bonifacio at the far corner.  In this triangular tableau, the 

reader witnesses two real-life historical figures converge in the world of a novel, as 

focalized by a fictional protagonist, Placido.  The reader sits in the sala as well. Like a 

mentee, s/he listens and ponders the pros and cons of reform and revolution debated by 

Rizal and Bonifacio.  At the sala, the space becomes charged and time stands still, as if 

congealed, because the event and characters are made flesh to the point that the reader 

participates in the “encounter.”  The sala then becomes a world that can be imaginatively 

inhabited by the reader. 

In this convergence at the sala, manner of dress and language are the initial and 

visible markers of class. “Impeccably dressed Indios…were gathered at the spacious 

living room” of Don Doroteo’s mansion (89).  Rizal is described as dressed in “a dark 

European overcoat and stiffly starched white shirts and black bow tie.”  He addresses his 

                                                
206 Nele Bemong, et al. Bakhtin’s Theory of the Literary Chronotope (2010), 15. 
 
207 Jay Ladin, “Fleshing Out the Chronotope.” Critical Essays on Mikhail Bakhtin. Ed. 
Caryl Emerson (1999), 214. 
 



142 

 

audience in Spanish (90).  On the other hand, Bonifacio, uncomfortable wearing a tie, 

poses a question to Rizal, in Tagalog, then stops:  

…as if suddenly self-conscious of the attention of the great patriot [Rizal] and the 

other men, all of whom were his social superiors.  He tugged his necktie, his face 

flushed.  He was used to people staring at him as he performed on stage in moro-

moros during town fiestas in his hometown of Tondo, but now he looked as if he 

knew he was out of his element, out of place among the wealthy ilustrados who 

wore their Western-style clothes casually and comfortably” (91).  

 
In this congealed event of the novelistic world, we see the difference between 

Bonifacio, the Indio and the Indio’s implied opposite: the ilustrado (Rizal).  One can 

perhaps cross the class line or at least be accepted into the the ranks of the ilustrado or 

high society if one can speak Spanish and other foreign languages.  The ilustrados in the 

room show their condescension of the Tagalog- speaking Indio (Bonifacio) through 

“unmasked snickers and openly contemptuous stares” (92), wondering how the latter got 

invited into this gathering of ilustrados.  Thus, Dr. Pio Valenzuela rushes to the defense 

of Bonifacio, informing everyone that Bonifacio has “taught himself Spanish, English, 

and some French (91).  Presiding the meeting in Spanish, Rizal speaks in Tagalog, in 

apparent attempt to accommodate Bonifacio, thanking him for translating the Propaganda 

Movement’s newsletters and his novels in Tagalog (91). 

Aside from having Spanish language skills, one can also be acceptable to the 

high-class society if he dresses the part, which Bonifacio attempts by wearing western 

clothes to the meeting.  While both Rizal and Bonifacio are dressed “as ilustrado” that 
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evening, that is in western clothes, the real ilustrado is marked by the ease and comfort by 

which one wears these western clothes.  However, Andres later gives up this pretense of 

dressing up.  Placido describes Bonifacio when he sees him the next day: “He seemed to 

have given up the effort to dress as an ilustrado and was wearing the working class 

camisa tagala without a coat or a hat” (94). 

The physical characterization of Rizal and Bonifacio in the text are supplemented 

by photos or images of these characters: Rizal’s photo wearing the overcoat (88) and 

Bonifacio, wearing western clothes as he is described in the text (93).  That the fictional 

Rizal is shown wearing a winter overcoat while presiding a meeting held in the summer 

just like what the historical Rizal wore during his wintry European sojourn, seems 

anachronistic.  However, while anachronism often jolts or alarms the reader for being out 

of time and thus out of place, the fictional Rizal garbed in such a manner may not be 

perturbing to Filipino readers because the image of Rizal wearing the overcoat is how 

Rizal is known to most Filipinos: Rizal in the overcoat is one of the few photos of Rizal 

which Filipino school children and college students often see in their history textbooks.   

The anachronism flows naturally and seamlessly in the Filipino reader’s imaging or 

visualization of the text.  In fact, it is precisely because Rizal is often visualized as attired 

as such that it is quite difficult to imagine him otherwise.  Filipino public historian 

Ambeth Ocampo tried to imagine a Rizal otherwise: without the overcoat in Rizal 

Without the Overcoat (1990).  

What may jolt the reader is not that Rizal is wearing an overcoat one humid night 

in August (hence, the rain) at the height of summer or that Bonifacio is not wearing his 
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iconic camisa tagala in that fictional meeting, but that Rizal is talking.  That Bonifacio is 

talking.  And that they are talking to each other.  Firstly, in historical accounts,208 while 

both are known to have been present at the same meeting, the two did not actually meet 

face to face, much more, exchanged words.  Secondly, the two national heroes, dead for 

over a century, are often seen as stone monuments all over the country.  To witness them 

come to life, speaking to each in the sala, within the world of the novel is a strange 

experience for Filipino readers. 

Through this defamiliarizing event, The Indios confirms the divide between Rizal 

and Bonifacio who are often portrayed as ideological and class opposites (reformist Rizal 

vs. revolutionary Bonifacio, ilustrado / high-class Rizal vs. plebeian /low-class 

Bonifacio) in the historian’s historiography of the Revolution.  

The novelistic meeting between Rizal and Bonifacio in the sala confirms this class 

and ideological divide.  In the chronotope of the sala, the spatial distance between Rizal 

and Bonifacio is commuted.  Limited by the confines of the sala, the two display respect 

and collegiality to each other, but their class disparity cannot be hidden from Placido and 

readers sitting in the room, nor can their ideological divide be bridged based on the verbal 

exchange between the two as heard by the readers.  While the conversation that takes 

place in this living room may not have happened in real-life “physical world,” this 

fictional re-enactment of this historic encounter is embodied and made flesh for the 

readers.  In fact, readers may discern for themselves that reform and revolution, while 

seemingly two sides of the same coin, are irreconcilable.  After the meeting, Bonifacio 

                                                
208 T. Agoncillo, The Revolt of the Masses. 
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speeds up his work with the radical Katipunan, ruling out advocacy of reforms.  Through 

the chronotope of the sala, Palileo writes a historiography of a revolution that reinforces 

the opposing dynamics of reform and revolution, masses and ilustrados, mestizos and 

indigenes, founding fathers and mothers, with class as the primary faultline, and gender 

yet another. 

 

 

4.4 Patriarchy vs. Founding Mothers and Women Warriors  
 
 

In Palileo’s The Indios, the word “Indio,” despite its linguistic masculine gender, 

also refers to and denotes women.  The Indios attempts a feminist historiography of the 

Revolution by portraying women of the Revolution to counteract the common 

historiography of the Revolution that focuses on its founding fathers and male 

combatants.  The novel acknowledges that there are women members in the Katipunan 

(110).  During the Katipunan meeting in August 29, 1896, when the decision is reached 

to launch the Revolution, the meeting place is “blanketed with men and women” (154). 

Melchora Aquino (Tandang Sora), known as the Mother of Revolution209, is given 

textual and pictorial space in The Indios (151-156).  Her critical role in the Revolution for 

housing and feeding the Filipino soldiers and providing a venue for the Katipunan 

meetings in her home leads to her imprisonment, exile to Guam, and confiscation of her 

                                                
209 In marginal feminist historical accounts, like Rafaelita Soriano’s Women in the 
Philippine Revolution (1995), Bracken served as a nurse for the Katipunan, taking care of 
the sick and wounded soldiers. 
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property (156).  In addition to Tandang Sora, The Indios features women like Gregoria de 

Jesus, Andres Bonifacio’s wife. The novel also recuperates the unsung heroes hidden by 

the shadows of real-life Jose Rizal: Josephine Bracken (Rizal’s wife) and Josefa 

(Rizal’sister) who are considered members of the Katipunan.  In historical accounts, 

Bracken and Josefa are occluded by Jose Rizal.  In The Indios, even Josephine Bracken, 

the Irish widow of Dr. Jose Rizal, is considered a “katipunera” (170) who attends the 

critical Tejeros Convention of the Katipunan.  Josefa, Rizal’s sister, is briefly mentioned 

in The Indios, a token citation, for someone who, in a few historical accounts, is one of 

the first thirty women to be admitted to the Katipunan.210 

While Palileo attempts to fill this gap in the historiography of the classic 

textbooks of Philippine history by citing some women in the Revolution, Palileo’s 

feminist intervention is cursory.  What is amiss is the portrayal of women as warriors and 

spies, for instance, as portrayed in the lesser known feminist and revisionist 

historiography of the Philippine Revolution. 211 

 Christine Doran, for instance, draws from the memoirs of Gregoria de Jesus 

(Bonifacio’s wife) where the latter describes her exploits with the Katipunan: “I had no 

fear of facing danger, not even death itself, whenever I accompany the soldiers in 

battle… and I was present in and witnessed many encounters.  I was considered a soldier, 

                                                
210 Jensen Manebog, The Interesting Tales of the Jose Rizal Family, 2013. 
http://ourhappyschool.com/history/josefa-rizal-katipunera. 
 
211 For instance, see the historical accounts of Christine Doran, Ma. Luisa T. Camagay, 
Maria Ferriols, among others. 
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and to be a true one, I learned how to ride, shoot a rifle, and to manipulate other weapons 

which I actually used on many occasions.”212  She also points out how before the 

revolution began, the female members of the Katipunan hid and carried secret documents 

on their persons, engaged in espionage activity, and smuggled the Katipunan’s flag.213 

As Doran confirms, well-known historians of the revolution, such as Agoncillo 

(1956), Sturtevant (1976) and Ileto (1979) and Schumacher (1991) rarely mention women 

in their authoritative seminal work.214  However, interestingly enough, Gregorio Zaide’s 

The Philippine History and Government (1978) also includes a brief section entitled 

Filipino “Women and the War” where he documents the warrior exploits of native 

women, such as Agueda Kahabagan, woman general of Laguna, who has become to be 

be known as the Tagalog Joan of Arc for her martial exploits.  For her fighting on the 

battlefields, college-educated Teresa Magbanua became known as the Visayan Joan of 

Arc.215  Trinidad Tecson, the fighting war nurse with the rank of captain, fought in twelve 

battles with leading Revolutionary generals, such as Gregorio del Pilar and Tomas 

Mascardo.216 

                                                
212 Doran (2001), 10 quoting Gregoria de Jesus from Autobiography, Julio Nakpil, and 
Philippine Revolution (1964). Ed. E. Alzona, Manila: Carmelo and Bauermann.  See also 
Ambeth Ocampo’s Looking Back (90-92) who cites the same memoir of Gregoria de 
Jesus. 
 
213 Doran, 10. 
 
214 Doran, 13. 
 
215 Gregorio Zaide, The Philippine History and Government (1978) 278.  
 
216 Zaide, 278; Doran,10. 
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As for the fictional characters in The Indios, Ramona (Placido’s childhood 

sweetheart) and Josefa (Placido’s wife whom Imo loves) are the two female characters 

who are foil to each other: Josefa’s quiet steadfastness vs. Ramona’s frailty.  Ramona’s 

story helps propel the plot because her story dramatically points to friar abuse.  Her 

character portrayal is weak, destined for victimhood.  After Placido leaves for Manila to 

study for the priesthood, Ramona is engaged to another man.  Rather than marry without 

love, she enters the nunnery.  Her tragic end at the hands of a lascivious friar leads to her 

suicide after the birth of her child.  Ramona, who refuses salvation by declining to flee 

from the nunnery despite a solid plan for an escape, is thus portrayed as a hapless victim 

of the friar’s lust, clearly reminiscent of the victimhood of Maria Clara in Rizal’s Noli Me 

Tangere (1887) who likewise commits suicide as a way of coping with a fate that is 

otherwise reversible. 

The Indios (2014), written 127 years after Rizal’s Noli Me Tangere (1887), still 

carries with it the specter of Rizal and his characters indicate the timeless influence of 

Rizal in the writing of the contemporary Philippine novel.  It demonstrates how a distant 

prior text like Noli Me Tangere continues to influence novelistic portrayals of women to 

this day.  That echoes and voices of the historical Rizal and his fictional characters can be 

seen and heard in some of the characters in The Indios, from Placido to Ramona, testify 

to the pervasiveness and inevitability of intertextuality in Philippine historical fiction and 

that old, prior texts can always be found in new, recent or modern texts. 

The novel’s intertextualization is a confirmation that writing is simultaneously 

about reading.  The Indios as a novelistic text is a not only an absorption of, but also a 
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reply to another text, in this case Jose’s Noli Me Tangere and the history books written by 

both Filipino and American historians openly declared and listed in the novel’s 

paratextual bibliography.  In this case, the one who writes is the same as the one who 

reads: “The writer’s interlocutor, then, is the writer himself, but as a reader of other 

texts.”  Because the interlocutor is a text, then the novelist is no more than a text re-

reading itself as it re-writes itself.217 

  

                                                
217 Kristeva, “Word, Dialogue and the Novel,” 77. 
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Chapter 5 
 

The Chronotope of the Archipelago: 
  

Linda Ty-Casper’s218 The Stranded Whale (2002) 219 
 
 

While Linda Ty-Casper’s The Stranded Whale is only 286 pages long, it is a rich, 

dense, complex, and profoundly insightful text.  Like the epic storyteller, she challenges 

and exhort each one to go beyond self-interest and respond to a higher moral and political 

call of the wider community: the nation.  Extensively researched, The Stranded Whale, is 

a highly intertextualized literary work that reads like a historical chronicle of the 

Philippine Revolution of 1896 and the Philippine American War of 1898.  In the novel, 

                                                
218 Linda Ty Casper (b. 1931) graduated valedictorian of her class at the University of the 
Philippines where obtained a law degree. She earned her master’s degree in International 
Law from Harvard University where she was also a fellow in Creative Wiring in 1956-
1957.  After writing a number of short stories which which published as a collection titled 
The Transparent Sun and Other Stories (1963), she published The Peninsulars, her first 
novel in 1964.  The Peninsulars is set in the Philippines in the 1750s before the British 
occupation.  She later published three other novels which deal with Philippines’ quest for 
political independence: The Three-Cornered Sun (1979), Ten Thousand Seeds (1987), 
and The Stranded Whale (2002). These novels deal with the Philippine Revolution of 
1896 and the Philippine American War: Three other novels are set during the turbulent 
period before and after the martial law regime in the Philippines: Fortress in the Plaza 
(1985), DreadEmpire (1980), and Hazards of Distance (1981). Due to politically 
sensitive content, some of her martial law and post-martial law novels were published 
abroad: Awaiting Trespass: A Pasion (1985), Wings of Stone (1981) and DreamEden 
(1996).  She is married to Leonard Casper, an eminent American critic of Philippine 
literature. She received the SEA Write Award, UNESCO/P.E.N., Rockefeller (Bellagio), 
Radcliffe Fellowship, among others. 
 
219 In between writing The Stranded Whale, Ty Casper, in response to the needs of the 
times, urgently wrote seven novels about the Philippine martial law regime, a history that 
was still unfolding at that time as listed above. 
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these two wars are presented as facets of the same anti-colonial revolution that swept the 

Philippines at the turn of the century.  The Revolution is considered an event with two 

phases: The First Revolution of 1896 against Spain and the Second Revolution of 1898 

against the United States (173). 

The Stranded Whale (hereafter referred to as Stranded) contests colonial 

American colonial historiography of the Philippine Revolution.  Through examination of 

the novel’s literary mechanisms, such as absent characterization, chronotopic 

convergence, and intertextuality between the archival and the fictional, this chapter 

argues that The Stranded Whale challenges American historiography that diminishes the 

geographical extent and the political influence of the Philippine Revolution of 1896/1898.  

It also broadens the collective meaning and perception of “Filipino” to include the 

foreign: creoles and peninsulares.  As Cristobal, the absent character in Stranded queries: 

“Who among them had no foreign blood?” (42). 

In Philippine literary narratives, the native is usually presented as having the 

prerogative to land and nation.  For being there first, the aboriginal, the indigenes are 

entitled to live in the land.  Thus, the indio, the colonial term for the native inhabitant of 

what is now called the Philippine archipelago, has been privileged as the rightful 

inhabitants of the land, the rightful makers of the emerging anti-colonial nation, and thus 

the worthy citizens of the postcolonial nation-state.  For instance, in Jose’s Dusk, the 

“Indio” is portrayed as the victim of the Spanish theft of native lands (163, 181).  The 

peasant Istak, the Indio from Ilokos, who is driven away from land and home, becomes 
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the hub of political consciousness and nationalist transformation.  In The Indios, the 

“Indio,” albeit the educated one (“ilustrado”), is the focus of nationalist discourse. 

The Stranded Whale, however, focuses not on the native, but on the foreign and 

the hybrid: the creoles or insulares.  The novel surprises and delights readers when it 

centers not on the dutiful Indio peasant or Indio ilustrado, but on the frivolous “foreigner” 

who in the end undergoes a similar process of metanoia as the “indio” that results in a 

sense of identification with Filipinas than with Espana.  By highlighting the creole’s 

transformation, Stranded challenges the privileging of nativity and illustrates that 

Filipino-ness goes beyond a singular race, ethnicity, or heritage. 

 

 

5.1  The Creole as Filipino 
 
 

The Stranded Whale is about members of the Viardo clan who are of Iberian 

ancestry.  The patriarch of the Viardo family is Portuguese and his sons intermarried with 

the Spanish and the “indios” in the archipelago.  The novel focuses on the Viardo 

brothers: dandy Blas, capitalist Angel, playwright Simeon, and priest Jacob and their 

privileged sons and daughters, notably Blas’s son Cristobal and Angel’s children Leon 

and Ursula.  The Viardos are involved with the revolution in different ways, sometimes in 

political opposition to each other, i.e. Cristobal is with the radical Katipunan, while his 

cousin Leon is an officer in the Spanish Army and Ursula, a Spanish citizen, who later 

declares herself a Filipino when indios are arrested after staging a seditious play.  Thus, 



153 

 

the reader experiences the complexity of an anti-colonial revolution and the varying 

loyalties and allegiances that it generates.  

Ty-Casper’s novel is a multi-stranded story of four fictional Viardo brothers and 

their families sharing tableaux with historical figures set in diverse historical places 

during historically charged dates of the Revolution.  To make a complex story short, the 

novel is essentially a love story between father (Blas) and son (Cristobal).  Blas Viardo, a 

propertied man, who is often in debt due to his gambling, is married to Amparo.  He has 

three sons, one of whom is Cristobal.  Devoid of any noble intention in life, Blas 

gambles, womanizes, and hides from the parish priest to escape his recriminations for not 

attending mass and not going to confession for his sins.  On the other hand, Cristobal, a 

member of the radical Katipunan, is an idealistic and dedicated revolutionary who has 

fought in many battles of the Revolution.  Father and son are the perfect foil of each 

other.  Devoid of any patriotic or nationalist fervor, Blas attempts to join Cristobal in his 

revolutionary missions just for show and bragging rights. 

Eventually, Blas is transformed: his metanoia, poignant.  His gradual conversion 

of the heart and his sense of identification to the Filipino nation begins when he travels to 

Paris, Madrid, and many parts of the United States with a Filipino diplomat who is tasked 

to seek the diplomatic recognition of Republica Filipina by other nations.  The dandy’s 

moral and political conversion into a conscientious Filipino is completed when Cristobal 

is never found.  Despite a long journey in search for Cristobal that lasted months, Blas 

does not find Cristobal and his two younger sons who later joined the Revolution as 

young foot soldiers.  Blas, the carefree dandy, lost three sons to the Revolution: at the end 
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of the novel, Cristobal is presumed dead and his younger brothers are nowhere to be 

found.  In the end, Blas, a creole, sacrifices the most to the Revolution.   

The literary interrogation of who comprise the “people” is the important 

intervention of The Stranded Whale on the discourse of Filipino-ness and peoplehood. 

The novel hones into the heterogeneity and the hybridity of the “people.”  While the 

ethnic diversity of the Philippines is an acknowledged fact, given the various ethnic 

groups and tribes that inhabit an archipelago, the heterogeneity includes the foreign and 

the hybrid: the peninsulares born in Spain or the Iberian peninsula and the criollos 

(creoles) born in the Philippines, for instance.  Stranded dramatizes the complex often 

circuitous process of one’s identification with the nation and the ambiguous, 

indeterminate process of peoplehood.  The protagonists of The Stranded Whale trace their 

lineage to the Iberian Peninsula, highlighting that the Philippine Revolution belongs not 

only to the indio (“native”), but also to the foreigners (peninsulares) and the hybrid 

(mestizos and creoles).  In so doing, Stranded presents the fluidity and complexity of the 

“Filipino”: even mestizos, creoles, and peninsulares can be “nativized” through acquired 

(experiential), self-identified (cultural citizenship), residual (genetic) or domicile 

(residence) naturalization. 

In pre-colonial times, “Filipino” did not exist as a term to indicate a self and a 

people, much less as a term of peoplehood.  There were no “Filipinos” but groups or 

settlements of people with their own languages, customs, and traditions.220  Aside from 

                                                
220 This pre-colonial order of tribes coexisting in alternating rhythm of war and peace is 
summarized in F. Sionil Jose’s short story Waywaya. 
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this host of natives who inhabit the numerous islands of the archipelago, there were the 

steady comings and goings of Arab and Chinese traders through the centuries.  Then, 

beginning in the sixteenth century, the colonizing foreigners arrived, from the Iberians to 

the Americans.  This complex historical process of the emergence of a “new people” 

from exogenous and endogenous origins may be told in broad brushstrokes by “history,” 

but their nuances may only be captured by what is called “literature.”  The value of 

examining social and historical phenomena through the eyes of literature can be 

illuminating.  As Ty-Casper asserted, “History is the biography of a country, but 

literature is its autobiography.”221  That a country or nation writes itself points to the self-

reflexivity of the process of writing, especially writing the story of nation.  Simeon 

Viardo, the playwright in The Stranded Whale, is solicited by a friend: “Write about us… 

so that we will not be forgotten.  Write what will not pass away with time.” (242), 

indicating that because “literature” is about remembrance and memory with some 

semblance of permanence, it is “history.”  This tight correlation between history and 

literature resonates with Hayden White’s conclusion that “history,” as study of the past, 

“is no less a form of fiction than the novel is a form of historical representation.”222 

 In Philippine historiography, an indication of the ethno-racial origins of the indio 

is revealed in the writings of Apolinario Mabini, who is considered the brains of the 

Revolution, being the author of the many official documents of the revolutionary 

                                                
221 Leonard Casper, “The Stranded Whale, and the The Imagined Memories of Linda Ty‐
Casper.” Pilipinas, Nos. 3 and 4, March and Sept 2004. 

222 Hayden White, “Fictions of Factual Representation,” Tropics of Discourse (1978) 122. 
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government, from the code of conduct, to the constitution of Republica Filipinas.  Mabini 

identified the “indio” as “Malayan.”  He stated that "the real mission of the Revolution 

was to keep alight in the Oceanic islands the torch of liberty and of civilization so that, by 

illuminating darkness which oppresses the Malayan peoples, it may guide them among 

the path of their social emancipation.”223  That many other peoples are excluded in the 

work of the brains and intellect of the Revolution is contested in the works of Linda Ty-

Casper who puts to center stage the foreign and the hybrid in her formulation of the 

Filipino people. 

      ________ 

 

 Historical accounts indicate that during the Spanish colonial period in the 

Philippines, a social classification developed: the peninsulares (the Spaniards born in 

Spain); criollos (the Spaniards born in the Philippines); mestizos (persons of mixed 

descent which may be in the following combinations: Spanish-native; Spanish-Chinese, 

Chinese-native); sangleyes or chinos (Chinese born outside the Philippines) and indios or 

naturales (“Indians” or indigenes of the Philippine archipelago).224 

                                                
223 From the English translation of T.M. Kalaw of Apolinario Mabini’s Cual es la 
Verdadera Mision de la Revolucion Filipina (Sept 1899) as quoted in Kalaw’s The 
Philippine Revolution (1969). 
 
224 Benedict Anderson, “Hard to Imagine,” The Spectre of Comparisons, 246.  See also 
Caroline Hau’s The Chinese Question: Ethnicity, Nation, and Region in and beyond the 
Philippines (2014). 
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 Up to the end of the 19th century, the word filipino (with the small f) refers only 

to the pure-blooded Spaniards born in Filipinas and was often used synonymously to 

refer to to the criollo.  The term filipino was later claimed by affluent Spanish and 

Chinese mestizos who were in “periodic alliance” with the traditional criollos to oppose 

the peninsulares who controlled the politics, the economy, and the church.225  

 Later on, the term “Filipino” grew in scope but it was still defined by property, 

education, and Spanish culture.  Those who were called Filipinos were still Spanish-

oriented but had already developed a loyalty to the Philippines as a distinct entity.  Thus, 

“Filipinos”, which used to refer only to creoles and later also to Spanish mestizos who 

could pass for Spaniards, was being appropriated by the Chinese mestizos and the native 

elite who had Hispanized themselves.226  

However, The Stranded Whale throws away these rigorous classifications and 

instead focuses on how the crucible of the Revolution melts away these socio-cultural 

classifications.  The shared experience of the Revolution is what defines the Filipino.  An 

inner conversion is required to be a Filipino, as shown by Blas’ metanoia from dandy to 

nationalist, from Iberian to Filipino.  In the process of traveling the world for Filipinas 

and traveling the country in search of his sons, and in the final realization that Cristobal is 

gone, the “Iberian” becomes a self-declared Filipino.  This inner conversion of the 

foreign into Filipino is symbolically matched by the physical transformation of the red-

                                                
225Anderson, 246; Andrew R. Wilson, Ambition and Identity: Chinese Merchant Elites in 
Colonial Manila (2004). 
 
226 Renato Constantino, A Past Revisited (1975) 151. 
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haired, light-skinned Iberian.  The novel ends as Blas travels far and wide in search in 

vain for his sons, “Blas saw that his hair was no longer the color of brick; his face had 

become a tenant’s face, windburned and sunscarred” (281), just like an indio. 

Thus, historically “Filipino” is an amalgamation: “Into this Filipino disappeared, 

for most political purposes at least, the indio, the mestizo, and the criollo.  The 

peninsulares went back to Spain after 1899, if they remained, they were destined to 

become “Filipino citizens.”227  In the novel, despite always pining for home, Iberia, and 

the luxuries of Europe, the Viardos remain in Filipinas, casting their lot with the 

Filipinos, from the frivolous Vittoria, beautiful Ursula, to dandy Blas. 

Some of the the narrative mechanisms deployed in The Stranded Whale that 

makes nationalist homogenization possible in the novelistic form are: the absent 

character, the chronotope of the archipelago, and the intertextuality with the fictional and 

the archival.  These mechanisms set the scaffolding for the creation of the nation in the 

novel.  They also make possible the transformation of the colonial discourse of the novel 

to a discourse of the postcolonial condition at the moment of reading, one that is made 

possible through a chronotopicity that connects the internal world of the novel to the 

world of the present readers:  historical novels “use the past to comment on human life 

and morality in the present....The concern is not to reconstruct a past epoch but to explain 

present-day conduct through the irremediable pressure of the past.”228  In short, the 

historical novel is not solely about the past, but primarily about the present, such that the 

                                                
227 Benedict Anderson, “Hard to Imagine,” The Spectre of Comparisons, 246. 
 
228 Hamnett, 181, 289. 
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past is actually the present re-worked into the historical novel.  This reformulation of the 

present into the past sheds light on why a historical novel like The Stranded Whale insists 

on dwelling on the moral ambiguities of war and the moral demands on revolutionaries 

(internal world of the novel) and readers (outside world), often equating the moral with 

the political. 

 

 

5.2  Absent Character 
 
 

In The Stranded Whale, Cristobal is a young mestizo of Iberian / Portuguese 

descent who has become an idealistic Filipino revolutionary.  He is a member of the 

radical Katipunan and an officer of the revolutionary army.  His exploits in combat 

against the Spaniards are remembered by his comrades and his memory lives fondly 

among those who know him.  He is first mentioned on the first page of the novel from the 

point of view of his father, Blas, who talks about him in the context of Cristobal’s 

mentor, Zacarias, whom Cristobal “revered” (5).  Blas then talks of his son in the context 

of the the regretful irreversibility of time: “If only his son waited for him in Caloocan” 

(6), things would have been different.  This “if only” mantra is repeated by Blas 

throughout the novel (217, 284, among others), where time is made apparent as 

irreversible in relation to space, be it Caloocan, mentioned at the beginning of the novel, 

to the unnamed, unidentified place at the novel’s end where Blas searches for Cristobal.  

By the third page of the novel, the reader learns more about Cristobal as a revolutionary: 
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that “he was wounded at the first battle [against the Americans] in San Juan, yet he still 

fought in Cavite, Batangas, Bulacan, Nueva Ecija” (7).  

The reader expectantly awaits the arrival of Cristobal, anticipating that Cristobal’s 

character is like Susan Suleiman’s notion of an absent character, where the character is 

presented before the character appears.229  However, Cristobal never appears.  He is 

merely talked about and remembered by those who know him.  The almost always 

present Blas (a dandy, an unscrupulous womanizer and gambler, devoid of noble 

intentions except his self-preservation) is presented as a foil to the absent Cristobal. 

The deployment of the absent character in The Stranded Whale is reminiscent of 

Samuel Beckett’s play, Waiting for Godot (1953) where the audience, like the play’s 

characters, wait for Godot in hopes that Godot would appear or return to help the 

characters find a solution to the situation they are in or to help them find meaning in what 

they do.230  It is the same for Cristobal: everyone who knows him wonders what he would 

do or think given a particular situation for them to emulate; everyone hopes he would 

return soon. 

Just like moss gathers around a stone by the river, people gather around Cristobal, 

in an apparent allegorical portrayal of Cristobal as the personification of the nation.  In 

his very absence, he becomes a creation of a collective experience and knowledge.  A 

                                                
229 Susan Suleiman, Authoritarian Fictions, 173. 
 
230 Harry L. Butler, “Balzac and Godeau, Beckett and Godot: A Curious Parallel.” 
Romance Notes, 3:2 (Spring, 1962), 13-17. 
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community contributes to the reader’s knowledge of Cristobal.  He becomes a product of 

a collective knowledge because almost every major character knows a certain dimension 

of him or has a cherished encounter with him.  Reminiscences of family, friends, 

comrades, tenants, servants, and friars shape Cristobal’s identity.  What could be a 

rigorously “archival” historical novel becomes an engaging read because readers are 

hooked into following the slim strand of a plotline that leads to Cristobal’s whereabouts.  

Although The Stranded Whale is a dense text embellished and loaded with “history,” the 

reader nevertheless becomes engaged, putting together the pieces of the jigsaw puzzle 

that is Cristobal.  In bits and pieces that are never in chronological order, running counter 

to the novel’s chronological narrative time, the reader gets to know Cristobal indirectly: 

through hearsay and firsthand accounts of others, just like the nation.  

In the novel’s Prologue, readers learn that Cristobal has a strong “sense of 

obligation to Filipinas” (7).  Cousin Ursula thinks of Cristobal in terms of what she heard 

from others: “Cristobal strapped to a large tree, its crown above the clouds, and the 

enemy approaching below” (19).  Later on, we learn that when Cristobal is captured by 

the enemy, his uncle Jacob (a priest) leads Cristobal’s men in battle (19, 117).  

Apparently, Cristobal is captured in 1897, a year after the Revolution’s failed opening 

salvo, a speculation repeated in many other pages of the novel (117, 123, 159, among 

others).  Other tidbits thrown into the character trail continue to paint the portrait of a 

resolute revolutionary by repetition of the same landmark event: Cristobal marched in 

1896 to take the San Juan arsenal (40); he is wounded in the battle that ensued in San 
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Juan (48).  From uncle Jacob’s introspection: Cristobal is not heard of since the signing 

of the peace treaty between the Filipino revolutionaries and the Spaniards (117).  

Others look to Cristobal for salvation.  Once in a dangerous situation in Bicol, 

Cristobal’s aunt Vittoria wonders: “Could Cristobal be with the insurrectos, so that if the 

house were taken, he would recognize and save her, save the others also, at her word?” 

(64).  Friends look to Cristobal for moral guidance: “In his place, what would Cristobal 

have done?  Juancho wondered… Determined not to dishonor himself and disappoint 

Cristobal, he described the fighting at Dalahican and Lian, all over Cavite and Batangas – 

the battles continuous in his narration as if it had all happened in one day… Torn between 

his feelings and what Cristobal expected of all of them” (45-56). 

Thus, a collective memory of Cristobal allows the spirit of the 1896 Revolution to 

hover like a specter above or among the characters who know him.  Through his absent 

presence, The Stranded Whale allegorically demonstrates how a nation is forged around 

an event, the “eventness” of Cristobal as a revolutionary and the “eventness” of the 

Revolution itself of which Cristobal has become its symbol.  Cristobal becomes one and 

the same as the Revolution, so that even his friend Juancho is confused, until it dawns on 

him, while waiting for the boat with ammunitions to arrive: “Within sight of the boat if 

[sic] occurred to Juancho that it was not Cristobal Viardo but the revolution, which, 

unrelenting, changed him into a man who questioned himself, so that sometimes, he 

forgot to breathe” (48). 

As the name suggests, Cristobal, the Spanish equivalent for Christopher, meaning, 

the bearer of Christ or one who who holds Christ dearly, hovers above or about everyone 
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like the novel’s moral imperative, a reminder that a change of heart, a change in the inner 

self is the political solution to the problems of a nation at war or at peace. 

In much the same way that a collective memory is spun together by an absent 

character as a narrative ploy to connect one another so that the revolutionary, nationalist 

spirit is kindled and sustained, The Stranded Whale also strings together the islands of the 

archipelago in the process of nation-making within the world of the novel. 

 

 

5.3 The Chronotope of the Archipelago 
 
 

Like a strobe light, The Stranded Whale spotlights the different parts of the 

archipelago in brief moments of time, from Manila Bay at the height of an imperial 

battle, to other sites of military engagements.  The novel strings the different islands and 

provinces together in a nationalist revolution.  In so doing, The Stranded Whale evokes a 

nation that is geographically encompassing.  The archipelagic breadth of the novel’s 

narrative geography creates a broad concept of nation where, as historian Renato 

Constantino argues, “none existed before.”  Thus, The Stranded Whale takes us through 

the different locales of the archipelago’s main islands: Luzon, Visayas, and Mindanao, 

not only through the eyes of the islanders, but also through the eyes of the colonizers.  

Every chapter is set in a different place: a different city, town or province.  Each chapter 

is also set in a different time between January 1897 (after the Revolution of 1896 failed 

and a peace pact is reached between the Filipino revolutionaries and Spain) and February 

1901 (after the capture of the president of the officially declared Republica Filipina by 
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Americans troops) and is narrated from varying, shifting points of view:  Filipino, 

Spanish, and American.  

Stranded hopscotches from Manila to San Miguel, San Isidro, Ilocos, Bicol, 

Batangas, Baler, Malolos, Zapote in Luzon; to Cebu, Iloilo, and Samar in the Visayas; 

and further down to Davao and Sulu in Mindanao, always forward in chronological time.  

Taken from different chapters of the novel, examples of this narrative travel through the 

time-space of the archipelago in revolutionary time are: 

 
The attack on Spaniards hiding in houses in Bicol (April 1898); 
 

 
The Republic of Candon—"Republica Filipina Katipunan"—in Ilocos Sur (March  
1898); 
 

The Battle of Manila Bay: the Spanish ships sinking one by one and even as 
"flames darted like Greek fire and floated like the miasma of a newly formed 
volcano", the ultimatum to surrender Manila within 48 hours. (May 1, 1898). 
 

 
The siege of a Spanish garrison in Batangas (June 1898); 
 

 
The victorious Philippine revolution, the American invasion, and the Philippine 
war against America—as a story and as history—unfolds page by page.  We are 
summoned to the glories as well as the ignominies of the past: The Republic in 
Malolos, ready for civil government (November 1898); 

 
 
The arrival of Americans in Iloilo where rebel flags fly over the fort and "General 
Martin Delgado's force [grows] from 3,000 to 12,000"; 

 
 
Cebu, in unity and pride, declares "The Revolution has reached us after two 
years!" 
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“ ….. Ilongos declared it was their intention to be one with the government in 
Malolos.” 
 
 
“The king’s men (Spanish) were now isolated in Molo, Jaro, and Iloilo; and in 
Baler, Jolo, and Zamboanga.”   
 

The Stranded Whale converts the space of the archipelago into a process of 

nation-making with native and mestizo characters subverting colonial power through the 

overt or covert act of revolution.  It creates a nation-wide and a nationalist historiography 

of the Revolution in an attempt to correct and thus supplant colonial American 

historiography that diminishes the extent and range of the Philippine Revolution of 

1896/1898, which as the novel describes, “raged like wildfire” (56) and “leaped from one 

village to the next, crossing rivers, climbing mountains” (190). 

The Stranded Whale can be viewed as a form of literary time-space manipulation 

where the archipelagic space of the novel’s setting is converted into a “nation-space” 

where spatio-temporal compression of multiple islands into one archipelagic unit gestures 

towards nation-making.  The literary “world construction” in this novel takes the 

archipelago of Las Islas Filipinas as its narrative time-space.  Paradoxically, the 

“worlding” of the Philippines as an archipelago is an imperial imagination that has 

acquired the force of a scientific and political mandate.  Spanish and American 

cartography represented Las Filipinas as being comprised of islands and grouped them as 
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an archipelago, 231 “an affirmation of the continuing success of the imperialist project” 232 

even in contemporary literary representations, such as The Stranded Whale, that seems to 

uphold imperial pedagogy as it seeks to contest it.  While the notion of nation as an 

archipelago derives from colonial imagery and cartography, The Stranded While re-

inscribes a new history in key islands or provinces of the archipelago, one that does not 

merely document the Spanish or American military occupation of an island, but also 

records and performs the people’s revolutionary struggle against such an occupation, 

noting the often bloody imprint of each struggle against colonial power in an island or 

province.  

The Stranded Whale then becomes an spatio-temporal journey of the archipelago.  

The islands, one after the other, are defined by a cathartic anti-colonial resistance 

participated in by natives and foreigners alike, whose political allegiances (i.e. Leon, a 

Spanish Army officer is seen secretly visiting a Filipino rebel camp) are questionable and 

doubtful at the beginning, but who end up casting their lot with the Filipinos and 

Filipinas.  The novel situates a set piece historic battle or military engagement of the 

Revolution in each town or island to show the wide geographical range of the Revolution 

                                                
231 For instance, one of the first scientific map of the Philippines is what is called the 
Velarde Map (1734), drawn by Spanish Jesuit priest Pedro Murillo Velarde and published 
in Manila 1734.  It is a map that shows the Philippines as an archipelago, contextualized 
as part of the Spanish empire through the inclusion of maritime routes from Manila to 
Spain and to New Spain (Mexico and other Spanish territories in the New World).  The 
Map of the Philippine Islands (1904) published in Washington DC by the US Adjutant’s 
Office compiled from the US War Department seems to be largely based from Spanish 
cartography, showing the Philippines as an archipelago. 
 
232 Gayatri Spivak, “Three Women’s Texts and A Critique of Imperialism,” Critical 
Inquiry (1985), 235-261. 
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to contest the American colonial historiography that asserts that the Revolution is a mere 

revolt or insurrection: random, isolated, and confined only to the Tagalog region.  By 

stringing key islands of the archipelago into one narrative strand of resistance and 

revolution, colonial authority over the archipelagic space of Las Islas Filipinas is 

contested: Republica Filipina is a legitimate, sovereign, duly constituted republic when 

America imposed her sovereignty over the islands in 1898.  As Victor Arvisu, one of the 

key revolutionaries in the novel, argues:  

 

I am given to understand that an insurrection is against lawful authority. We 

recognize Presidente Aguinaldo and the Republica Filipina as the legitimate 

authority in Filipinas.  We are fighting a war, not an insurrection (262). 

 

Hence, the implicit message of The Stranded Whale is that American colonial 

authorities and historians diminished the territorial reach of the Revolutionary 

Government, ridiculed the abilities of the Filipino revolutionaries, and underestimated the 

authority and organization of the Filipino revolutionary government that later evolved 

into the Philippine Republic declared in 1898.  Ty-Casper’s corrective mediation on the 

historiography of the 1898 Revolution is apparent from the level of the word (basic unit), 
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such as insurrecto vs. revolucionario, to her broader text, which echoes with “Filipino” 

revisionist re-writings of American colonial writing on the Philippine Revolution.233 

After the outbreak of hostilities between the Americans and Filipinos, the 

Americans called the ensuing Filipino resistance an “insurrection,” a euphemism to 

convey that they are subduing a rebellion against American lawful authority.  Thus, the 

Americans call the Filipino revolutionaries mere insurgents and rebels, even bandits.   

Ty-Casper highlights the varying referentiality of the word insurrecto and 

revolucionario in The Stranded Whale.  When the story is narrated from the American 

point of view, those who resist the Americans are called insurrectos.  However, when the 

story is narrated from the Filipino point of view, the word revolucionario is used to refer 

to those who resist American authority.  In this way,  Stranded legitimizes the Filipino 

resistance against unlawful American authority. 

In this complex story of imperial maneuvers and anti-colonial resistance played 

out by fictional and real-life characters from a triple point of view (Filipino, Spanish, and 

American) and across the classes and races of society (from the ilustrados, the 

peninsulares, the creoles, and indios, to the American military and civil governors), the 

novel’s emphatic intervention is loud and clear: that the Philippine-American War is a 

war between equals.  It is war between two republics: the American Republic and 

                                                
233 Philippine post-colonial textbooks such as Teodoro Agoncillo’s Revolt of the Masses 
(1956) and Renato Constantino’s The Philippines: A Past Revisited (1975) are revisionist 
attempts against the American colonial version of history. As Caroline Hau noted, 
Agoncillo and Constantino are two of “the most influential articulators of the historical 
paradigm of revolutionary struggle as the defining process of becoming-nation 
undertaken by the Filipino people.” See Hau’s Necessary Fictions (2001), 220-221. 
 



169 

 

Republica Filipina.  The Stranded Whale declares the legitimacy of the Philippine call for 

independence and the Filipinos’ capacity for self-government:   

 

“El Heraldo de Revolucion declared the treaty (of Paris) null because the Filipinas 

– whose fate is being determined – were not represented; because Manila was 

occupied after the peace protocol was signed; and because Spain had no 

sovereignty to cede” (126). 

 

After the first shots in the Philippine-American War were fired, Filipinos 

distinguished themselves: "We're no longer insurrectos.  Nor revolucionarios…. 

We have a republic and a president. We're a republican army" (145-146). 

American incursion in the territorial space of Filipinas through force and violence 

is a violation of its sovereignty.  It is unlawful to snatch the hard-fought freedom of 

Filipinos: 

Filipino troops refuse to "withdraw from their positions" and challenge the 

American Military Governor Otis to "show a map… and terms of capitulation". In 

retaliation, Otis warns that he has enough ammunition ($800 for each discharge of 

a thirteen-inch gun and $6,000 for each discharge of a battleship's battery) to 

pulverize the city, while rebels must collect spent cartridges and refill them. 

 
As shown in the above passages, The Stranded Whale brings across to readers the 

paradox that the United States embarked on a war of aggression against a revolutionary 

independence movement that had already formed a duly constituted and officially 
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declared republic no less legitimate than the republic founded by American 

revolutionaries themselves a century earlier. 

While the novel moves forward in chronological time, the life portrayed is 

cyclical.  The revolutionaries, who launch a revolution against a colonizer (Spain), win 

battle after battle.  Yet they lose because another colonizer arrives (America).  A new 

revolution has to be waged, this time against the new colonizer.  Life is war again, it is 

about battle after battle, with each trench dug in the ground, merely changing occupants: 

a Filipino soldier, then a Spanish soldier, now an American soldier.  Then the cycle 

repeats, as territory is gained then lost by its players: Filipino, Spanish, or American.  

Because death becomes a daily sight, a character’s perception of life changes.  Federico 

Viardo, the fourteen-year old revolutionary and Cristobal’s younger brother, 

contemplates about life and death: 

 
Death itself was unimportant, as long as he died for Filipinas.  Some thought of 

being able to sleep undisturbed in their beds, but life as a series of calm moments 

brought nothing but hours slipping by.  Nothing worth remembering.  Life, he 

figured was not just about time.  It was about what one did; thought; what one 

became, so that even short lives became important, because dedicated to country” 

[italics mine] (149). 

 
While life seems to be merely temporal, i.e. “hours slipping by,” it is much more.  It is 

about what one does with time.  Life becomes meaningful, even a short life, if dedicated 

to country.  In The Stranded Whale, “country” is used interchangeably with “nation.” It 

also switches indiscriminately between patriotism (love of country) and nationalism 

(national belonging), which is often taken to mean the same.  The transposition of time 
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into the space of the “country” (the homeland or nation) as a determinant of life’s 

meaning or value becomes “congealed,” “takes on flesh,” when a collective commitment, 

patriotic or nationalist, is affixed to the spatio-temporality of life itself. 

 

 

5.4  The Archival Impulse: The Postcolonial Reading of a Colonial Novel  
 
 

“Arkhe,” the Greek root word of “archive,” refers not only to commencement (the 

beginning or origins) but also to commandment (authority).234 The novels in this study 

seem to valorize the historical record by constant references to the archive through 

intertextualization.  While the use of the archival record may be viewed as a measure to 

cloak their work with authority or authenticity, they also use the archive as the take-off 

point to contest colonial knowledge and pedagogy.  The archive, particularly the imperial 

archive, are “cross sections of contested knowledge.”235  While commonly considered as 

a source of knowledge, the archive becomes the a site of contestation by these historical 

novelists against the imperial view that the Philippine Revolution is a mere insurrection 

or random act of banditry or that the Filipinos are incapable of self-government.  The 

archive is also used by the subject novelists as the site to “perform,” through narration, a 

cultural memory236 (the Revolution).  In so doing, they create a myth, such as the national 

                                                
234 Jacques Derrida’s “Archive Fever: A Freudian Impression” (1995). 
 
235 Ann Stoler, “Colonial Archives and the Arts of Governance” (2002) 87. In fact, Stoler 
argues that the archive is the supreme technology of the late nineteenth imperial state. 
 
236 Diana Taylor, The Archive and the Repertoire (2003). 
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mythology on the Battle of Tirad Pass that emerges out of F. Sionil Jose’s Dusk and 

Linda Ty-Casper’s The Stranded Whale.  Coupled with orality, the archive takes on a 

new function and meaning in the genre of the historical novel, particularly the historical 

novel of the Philippine Revolution.  While these novelists are faithful to the 

historiography of the Philippine Revolution by not altering the course of events as 

recorded by the archive, the archive is not strictly a sacred record, but a pliable artifact: 

one that can be tampered with to create a national mythology.  In Rage in our Hearts, for 

example, archival records are invoked yet mis-represented. 

One of the battles fought to protect Aguinaldo, the president of Republica 

Filipinas, when he flees to the wilds north of Manila is the one that took place in Tirad 

Pass on December 2, 1899, an event earlier discussed in Chapter 3 in relation to Dusk. 

Tirad, also called Tila, in most American military and historical accounts, is located in 

the province of Pangasinan about 120 miles north of Manila.  Jose’s usage of the word 

“Tirad” in Dusk and Ty-Casper’s preference for “Tila” in The Stranded Whale 

demonstrates the arbitrariness of of what is called “history” and the unreliability of 

language in historiography. 

 The battle at Tirad is the culminating scene in Jose’s Dusk, where the peasant 

offers his life to the revolutionary cause: for nation, for Filipinas.  In this final scene, the 

reader encounters an Ilocano peasant engaging with real-life General Gregorio del Pilar.  

Istak tells del Pilar that he is the Cripple’s courier with a message for the fleeing 

president.  Since Istak is familiar with the mountain passes, he also offers del Pilar his 

services as a guide.  In Ty-Casper’s The Stranded Whale, the battle at the pass is just one 
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of a long series of military engagements between the colonizer and the colonized in the 

long, arduous search for freedom from colonial yoke.  In this novel, Andresito, the 

youngest brother of Cristobal, is shown in a meeting with General del Pilar, where the 

latter recruits Andresito in his regiment (200). 

 As mentioned, historical accounts from both Filipino and American sources 

indicate that Gregorio del Pilar was a young yet accomplished brigadier general in the 

Revolutionary Army, having successfully participated in some battles of the Revolution.  

Del Pilar’s “heroic” stand at Tirad, with only 60 men versus about 200 American soldiers 

is valorized in Philippine history books.237  By allowing a historical figure like General 

del Pilar to interact with fictional characters like Istak in Dusk and Andresito in The 

Stranded Whale, the distant past is given contemporaneity.  By allowing ordinary men 

(and a few women) to interact with the “great” men of history, history becomes relatable 

to contemporary readers. 

Fictional and archival texts describe the battle at Tila in various yet not altogether 

dissimilar ways.  In an archival text, Major Peyton March’s military report titled Report 

of Lieutenant General Commanding the Army written in 1900, the battle is narrated as 

follows:238 

                                                
237 In particular, see Teodoro Kalaw’s General Gregorio del Pilar: El Heroe de Tirad 
(Manila, 1936), translated into English and re-published as An Acceptable Holocaust: 
Life and Death of a Boy General (Manila, 1974). 
 
238 Major Peyton March, “Report of Lieutenant General Commanding the Army, 1900” 
Facts About the Filipinos, Part 4, (1901), 331.  
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 Tila Pass is 4,400 feet high and the rise is extremely rapid.  The trail winds up 
the Tila Mountains in a sharp zigzag.  The enemy had constructed a stone barricade 
across the trail at a high point where it commanded the turns of the zigzag for a 
considerable distance.  This barricade was loop holed for infantry fire and afforded 
head cover for the insurgents.  On passing on beyond Lingey the advance was 
checked by a heavy fire from this barricade, which killed and wounded several men, 
without having its position revealed.  I brought up the remainder of the command at 
double time, losing two men wounded during the run up. 
 On arriving at the point, I located the insurgents’ position with my glasses – 
their fire being, entirely Mauser and smokeless powder – by the presence of the 
insurgent officer who showed himself freely and directed the fire [italics mine]. On 
pushing forward, the number of my men who were hit increased so rapidly that it was 
evident that the position could not be taken by a front attack, when the trail only 
allowed the men to pass one at a time. On the left of the barricade was a gorge several 
hundred feet deep. On its right, as we faced it, was a precipitous mountain which rose 
1,500 feet above the trail. Across the gorge and to the left front of the barricade was a 
hill, which, while it did not permit of flank fire into the barricade, commanded the 
trail in its rear, and to this point I occupied with ten sharpshooters in command of 
Sergeant-Major McDougall. He lost one man wounded in getting to the top, and when 
there rendered most effective assistance.  
 I then ordered Lieutenant Tompkins to take his company (H) and proceeding 
back on the trail to ascend the slope of the mountain under cover of a slight ridge 
which struck the face of the mountain about 150 feet from the summit.  From there he 
had a straight-up climb to the top, where the men pulled themselves up by twigs and 
by hand. The ascent took two hours, during which the enemy kept up incessant and 
accurate fire, which they varied by rolling down stones on our heads. When 
Tompkins’ men appeared upon the crest of the hills over their heads, he had the 
command of the two other trenches which were constructed in rear of the barricade, I 
have described, around a sharp turn in the trail, and which were also held by the 
insurgents. He opened fire upon them and I charged the first barricade at the same 
time, and rushed the enemy over the hill. 

  We found eight bodies on the trail, and the bushes, which grew at the edge of 
the gorge were broken and blood-stained where dead or wounded men fell through. 
Among the dead bodies was that of Gregorio del Pilar, the general commanding 
insurgent forces. I have in my possession his shoulder straps; French field glasses, 
which gave the range of objects; official and private papers, and a mass of means of 
identification. He was also recognized personally by Mr. McCutcheon and Mr. 
Keene, two newspaper correspondents who had met him before. The insurgents’ 
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report of their loss in this fight is 52, given to me after I reached Cervantes.  My loss 
was 2 killed and 9 wounded. I reached the summit at 4:30 P.M. and camped there for 
the night, finding at that point a large amount of rice, lard, etc., which had been 
abandoned by the insurgents and on which I subsisted my troops. I also captured 
several Mausers and a large quantity of Mauser ammunition. 
 

The following is the fictional text from Ty-Casper’s The Stranded Whale, from the point 

of view of Mullins, 239 an American journalist embedded with the American troops, as he 

surveys the terrain: 

 
 The pass was estimated to be a rapid rise of 4500 feet, the perfect place for 
Aguinaldo’s regard to wait for them. Scouts reported that the trail wound up the Tila 
mountain in sharp zigzags. There were trenches on north shoulders. Loopholed 
barricades could be spied crossing. Large boulders topped the rise. It would take 
about 13 hours from the start of the trail to reach the summit. On the other side was 
the Angkaki where Aguinaldo might be resting. The size of the retarding force was 
not known. Probably del Pilar’s, since Tinio was reported to be in San Quentin in 
position to defend the fortified pass into Abra…. 
 Another ridge was gained. Mullis could see Lingay about 2,000 feet up from 
Concepcion. Ascent was ordered.  Three companies of March’s battalion climbed to 
Lingay on a plateau.  After going 300 feet, the soldiers were fired upon from the 
barricades up the Tila Pass, and took cover. Those climbing could not see the 
defenders who were visible to reserve troops across the valley.  
 Mausers were firing, as sharp as the cutting blades of grass through which 
they had to pass.  Not wild firing but deliberate… Mullis saw insurgents in uniforms, 
no more than four or five, on a rock, looking down. Exposing themselves and wasting 
no bullets, they fired deliberately at the scouts and company G looking for footing in 
the perpendicular rise. 
  Heavy return fire failed to drive Aguinaldo’s rear guard into cover. Five more 
appeared, leaning over the ledge to shoot at company H and M now rushing to the 
base of the slope. At 8:30 pm, the sun was already hot. When troops reached within 

                                                
239 The fictional character is reminiscent of real-life American journalists who covered 
the battle at Tirad: Richard Henry Little and John McCutcheon.  See Nick Joaquin’s A 
Question of Heroes (2005) 202-204 and Marion Wilcox’s Harper’s History of the War in 
the Philippines (1900). 
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100 feet from the ledge, a rousing cheer came from company E. In previous battles 
that rousing cry never failed to stampede the enemy into retreat. This, time, 
immediately Mausers rang out and six troopers were directly hit. Two companies 
were sent around the hill.  Dismounting, the cavalry left their horse 1000 yards from 
the base… 
 Texas sharpshooters began picking off those guarding the pass. Shot for shot 
the rear guards replied. There appeared to be no more than half a company defending 
Tila. About 60 men against 900 of the 33rd… [italics mine]. 
 By noon, Mullis himself reached the Pass. Among the dead was someone 
stripped of every bit of clothing…  No insignia was left on the body, but he was 
almost certain it was Gregorio del Pilar from the souvenirs some soldiers were 
showing off: silver spurs, gold shoulder straps, boot, diamond ring, gold lockets, a 
saint’s enamel medallion, an Agnus Dei and a purely ornamental one, and an 
unfinished poem.  No sword, but there was a field glass.  No wonder the shooting was 
accurate (211). 

 
 With short, terse sentences, Ty-Casper’s text has more military cadence when 

compared to General March’s report which is marked by longer, descriptive sentences.  

By examining and juxtaposing a passage from a literary text like The Stranded Whale 

vis-à-vis historical texts, one can detect the similarity in content, prose, and narrative 

style of both the archival and the fictional text.  The Stranded Whale contests the 

demarcation between fact and fiction that has commonly characterized what is known as 

“history” and “literature” in the academy.  With Ty-Casper’s documentary and 

journalistic approach to literary writing, her work reads like a historical chronicle.  Using 

quite poetic and descriptive prose, General March’s report reads more like a literary 

fictional narrative.  These historical reports affirm what Hayden White concluded: “the 

historical text is a literary artifact” because historiography likewise uses narrative 
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language and literary devices like “emplotment”240  A fact is an existential statement and 

the interpretation of facts is a form of fictionalizing.241  Conversely, for Ty-Casper, 

literary texts should be read as historical documents: a novel is “a historical document of 

the revolution,” and she notes the critical role that revolutions play in the rise of 

nation.242  In The Stranded Whale, her fictionalization is buttressed by place names, 

dates, and historical figures that her work can pass off as “history.”  Thus, The Stranded 

Whale is cloaked with an aura of historical authenticity and authority.  Both White and 

Ty-Casper acknowledge the intimate interrelation between what is commonly known as 

“history” and “literature.”  If White argues that a historian fictionalizes history, a 

novelist like Ty-Casper, on the other hand, historicizes fiction. 

 Judging from the similar information contained in Ty-Casper’s text with Major 

March’s military account, it is evident that Ty-Casper attempts to capture “history.”  She 

retrieves history and imbed the archival in her literary representation to bring distant, 

inaccessible information to the contemporary reader.  For Ty Casper, writing a novel is 

an act of recovering history.  Her documentary narrative style is her historiographical 

intervention in Philippine history.  By recuperating heretofore unknown and often 

                                                
240 Hayden White, The Fiction of Narrative Essays (2010).  See also Hayden White’s 
“History as a Literary Artifact” in The Norton Anthology of Theory and Criticism (2010), 
1533. 
 
241 White, The Fiction of Narrative Essays (2010). 
 
242 From the speech titled “The Novel as a Historical Document” delivered by Linda Ty-
Casper at the Manila Hotel on in August 1996, a copy of which was emailed to this 
author by Linda Ty-Casper on January 3, 2015. 
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inaccessible historical detail of an important historical milestone that are often available 

only in dusty archives of libraries, she makes distant history accessible to contemporary 

readers.  Ty Casper also recovers in documentary detail the battle at Tirad Pass for the 

contemporary readers who are unaware or unfamiliar with what General Robert Young 

called the “Philippine Thermopylae.” 

 Tirad Pass has been compared to the battle at Thermopylae in Greece between the 

Spartans led by King Leonidas and Persians led by King Xerxes I that took place in 480 

BCE.  It seems that this analogy was first invoked by General Young of the US Army, an 

analogy repeated by F. Sionil Jose in his author’s notes to Dusk and again invoked by Ty-

Casper in The Stranded Whale.  Within the novelistic text of The Stranded Whale, 

Thermopylae is invoked through the introspection of Mullins, a journalist embedded with 

the American troops who surveys the landscape of the pass: 

 
“…Mullins recalled the battle of Thermopylae where, in the mountain pass 

overlooking the Aegean Sea, the Persians under Xerxes, son of Darius the Great, 

had destroyed 300 Spartans led by Leonidas whose defense was heroic but 

doomed” (211). 

 
By re-staging a small, unknown, small battle of a more modest proportion (60 Filipino 

revolutionaries vs. 200 American soldiers) that took place in Philippine soil in 19th 

century and referencing it with a classic, grander Western battle that is still told and re-

told, and reprised to this day, the latest being the innovative American movie titled 300 

(2006), The Stranded Whale enhances the greatness of the event that is intended to draw 

not only admiration from the reader but also stir nationalist sentiments around the 
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lopsidedness of the fight.  By comparing Tirad with an epic battle of grand proportions 

(300 Spartans vs. 30,000 Persians),243 the heroism of the stand of del Pilar and his men is 

highlighted.244  While the military figures of Thermopylae varies through the centuries 

and in the last decades, so does the number of American soldiers that del Pilar’s gallant 

men fought at the stand, which some sources citing double or triple the figure cited in 

General March’s account.  However, in The Stranded Whale, 900 is cited as the number 

of American soldiers who confronted del Pilar’s regiment (212), a hugely inflated 

number when compared to historical accounts, which often put the number of American 

                                                
243 While army figure varies, depending on source, J. D. Bury in his work titled A History 
of Greece (1963) marks the number as 300 Spartans vs 10,000 Persians. 
 
244 The Tirad-Thermopylae comparison is contested by Nick Joaquin in his collection of 
essays titled A Question of Heroes (1977).  A noted Filipino novelist, short story writer, 
essayist and later journalist, Joaquin cites the diary of Telésforo Carrasco y Pérez, a 
Spaniard enlisted in Aguinaldo’s republican army.  While del Gregorio del Pilar is often 
portrayed as to have died heroically and fighting to the last bullet, Filipino accounts 
indicted that del Pilar died due to his own carelessness: 
 

“At dawn we saw the enemy climbing the slope and moments later the firing began in the 
first entrenchment, which was under Lieutenant Braulio. At around nine in the morning 
two Igorots climbed to the peak and told the general that the Americans had suffered 
losses at the first entrenchment and could not advance. Heartened by the news, the 
general decided that we were to descend in his company and take part in the combat. 

 
“This we did and an hour later found ourselves where nine soldiers were defending the 
left flank of the mountain in the second entrenchment. Hardly had we got there when we 
saw the Americans climbing up, only fifteen meters away, whereupon the soldiers started 
firing again. 

 
 The general could not see the enemy because of the cogon grass and he ordered a halt to 

the firing. At that moment I was handling him a carbine and warning him that the 
Americans were directing their fire at him and that he should crouch down because his 
life was in danger - and that moment he was hit by a bullet in the neck that caused instant 
death.” 
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soldiers in the 200-400 range confronting a band of 60 Filipino revolutionaries.  With this 

exaggerated figure, The Stranded Whale seems to valorize the heroism of the Filipinos 

who fight at Tila, highlighting the importance of the heroic feat, in other words, the 

eventness, more than the statistics of the event.  On the other hand, Major March’s field 

report valorized himself and his soldiers by highlighting the brilliant tactical strategy and 

superior military prowess of the Americans in his military report, indicating that both 

writers are writing for their own nationalist purposes.  In this case, the historical novel 

creates a myth out of known facts and statistics of history to create a dramatic nationalist 

narrative. 

 Stranded’s archival impulse, the almost obsessive summoning of archival 

information into the fictional text, may be construed as an attempt at claiming historical 

authenticity and authority.  The existence of the archival in fiction is a form of Kristevan 

intertextuality that highlights a text’s relation or dependence with other texts: any text is 

“constructed as a mosaic of quotations; any text is the absorption and transformation of 

another.”245  The echo or voice of General Peyton can be heard in the account of the 

battle of Tila in Stranded.  The novel records a doubleness: the notion of intertextuality 

shows that literary language is “read at least double,”246 such that the dialogue between 

text and reader is marked by an intertextual relation between words and their existence in 

previously read texts.  

                                                
245 Julia Kristeva, “Word, Dialogue and the Novel,” 66. 
 
246 Kristeva, 66. 
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The seepage of astringent archival or historical language in Ty-Casper’s The 

Stranded Whale defamiliarizes the novel to the reader.  Because the novel is peppered 

with historical facts and endless citations of dates, places and names, the novel may 

strike the reader as an unusual novel.  Even more uncanny is the fact that the reader 

becomes unable to determine which of these “facts” are fictional.  Because events and 

personages, real or imagined, are cloaked with historical authority, several layers of 

meanings emerge.  For example, the range of possibilities of meanings are: one that 

satirizes, or contests, or questions, or affirms commonly held notions about heroism, the 

Revolution, and history in general, depending on one’s ability or inability to detect the 

fictional from the factual. 

 Sourcing her fiction from what Fredric Jameson calls the “grand menu of 

history,” Ty-Casper intensely engages with Philippine and Philippine-American history.  

She shows skillful dexterity in combining the fictional and archival to arrive at incisive 

insights about human frailty, heroism, and nationalism.  For instance, an introspection of 

Simeon Viardo, imprisoned for writing the seditious play staged in the fields: 

 

Nothing must stop him from writing what he knew before his memory failed; 

before Filipinas became a lost community, imprisoned in unremembering and 

unknowing.  Memory was all; was in the questions a people asked of itself, in the 

answers they deserved (240). 

 

Simeon, talking to a friend who is visiting him at prison: 
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“The ambition to become a hero while still alive is not in my character. I would 

lose my soul; as a nation loses its soul, when it renounces its true nature” (240). 

 

With subtler didacticism than Dusk, The Stranded Whale tugs the conscience and 

the heart-strings of Filipino readers, reminding them of their weaknesses and 

vulnerabilities, the same limitations that incapacitate later generations of Filipinos and 

their governments.  The novel’s discursive mediation is apparent when, after describing 

the battle of Tila, she immediately invokes the memory of the recent assassination of 

General Luna, insinuating Aguinaldo’s culpability in this killing.  Stranded juxtaposes 

the heroism of the men at Tirad with the cowardly assassination of Luna by Aguinaldo’s 

men.  On site at Tila, Stephen Mullins, the American journalist with the American 

soldiers, while musing on how he will write his new dispatch about Tila remembers 

General Luna’s death: Luna’s “fallen body hacked by Aguinaldo’s soldiers, his intestines 

exposed as he was brought – with Paco Roman whose uniform was still smoking from 

bullets fired closed at hand – into the church where both bodies remained at night” (212).  

While the valiant stand of del Pilar and his men is depicted in its heroic glory 

(outgunned, outnumbered, but fought to the bitter end), Luna’s assassination by 

Aguinaldo’s men is depicted at its goriest in The Stranded Whale:  Luna is bloodied, 

hacked in front of the church in the town plaza in broad daylight (212).   

The same dyad of heroism and betrayal is repeated by Anacleto Verano, referring 

to del Pilar’s death at Mt Tila as:  
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“…most tragic…was the death of Goyo del Pilar, in a narrow pass up the 

mountains, guarding senor Aguinaldo’s retreat.  Poems should be written about it.  

If I were young, I could spin out the words.  And, of course, you heard Antonio 

Luna’s death, assassinated.  At least Goyo’s blood is on the hands of the 

Americans” (216).  

 

Through the opposing poles of heroism and betrayal, the question begs to be asked: What 

is the difference between the blood shed at the hands of the foreign aggressor and the 

blood shed at the hands of your own kin?  Ty-Casper demystifies heroism in a country like 

the Philippines where the veneration and glorification of “national heroes” is part of 

official state nationalism.  The lives of these heroes are taught to school children and form 

part of the curriculum in social studies.  Monuments to national heroes mark the landscape 

of cities and provincial towns.  With veneration of national heroes (most of whom were 

fashioned by American authorities themselves for Filipinos to emulate to facilitate the 

administration of the islands) as the default mode of thinking, one is unable to assess 

objectively the leaders of nation, past and present.  Hence, Jose’s rendition of del Pilar in 

Dusk as a haughty Tagalog general with a condescending attitude towards an Ilocano 

peasant is a contestation of a founding father who is often valorized in conventional 

historiography.  By showing del Pilar’s elitist and regionalistic biases, Jose humanizes, 

even satirizes, a hero venerated by official nationalism.  Major March military account, 

apparently reprised in The Stranded Whale, demonstrates del Pilar’s careless oversight by 

not taking cover in combat, a standard operating procedure in military practice, thus 

making himself vulnerable to sniper fire that proved fatal.  As Major March reported: “I 

located the insurgents’ position with my glasses – their fire being, entirely Mauser and 
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smokeless powder – by the presence of the insurgent officer who showed himself freely 

and directed the fire.”  As both history and literature demonstrate, the founding fathers, 

while men of valor, are also are men of vulnerability, even viciousness. 

 In the novelistic portrayal of a real-life character Emilio Aguinaldo in The 

Stranded Whale, the reader encounters a valiant founder of the republican nation, whose 

dark or vicious nature is revealed in his official or tacit instructions to remove or kill 

those who oppose him.  A postcolonial reader will not fail to see the same propensity of 

the novelistic Aguinaldo to eliminate or incapacitate oppositionists and enemies in the 

real-life Philippine dictator Ferdinand Marcos or any recent postcolonial ruler for that 

matter, from Arroyo to Duterte.  In these intertextual resonations of the character of a 

founding father, the “archival” historical novel is an excellent form to assess or critique 

simultaneously the distant past and the contemporary present. 

By narrating the past (Aguinaldo’s regime), The Stranded Whale allows the reader 

to recognize a veiled critique of more contemporary postcolonial regimes.  One comes to 

understand that the scuttling or dispersal of the nation that deters national cohesion is 

done not only from without (by external colonial powers), but more dangerously so, 

from within (by the people’s own government leadership).  Readers may recognize the 

potency of the historical novel to insinuate or even demarcate the parallelism between 

the external and the internal foe and between the colonial and the postcolonial ruling 

regimes in novels that seem to be solely about colonial excess during a distant colonial 

period.  Intertextuality is not a merely a question of sources, but that of meanings.  Ty-

Casper, by layering her fictional text with archival text, is thus able to elevate a discourse 
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(colonial) into another level of discourse (postcolonial).  A colonial reality assumes new 

meaning in a postcolonial world; the distant past assumes contemporaneity or resonance 

with the present. 

The historical novel, while it is about the past is actually about the present, 

whether it is the author’s or reader’s present.  The present is examined and re-examined, 

worked and re-worked into the past.  Set in the Spanish or American colonial period, the 

featured Philippine historical novels are a writing and reading of the postcolonial present 

where the historical novelist, inserting himself into history, is both reader and writer.  

Because the subject historical novelists are both writers and readers, oral and textual 

intertextuality undergirds their work. 

Intertextuality is shown self-reflexively in The Stranded Whale.  The novel 

repeatedly narrate how documents, which contain the story of the nation, are found, 

exchanged, and retrieved for posterity.  Close to the novel’s ending, a peasant finds 

documents of the revolutionary government scattered on the roads, apparently left by 

fleeing revolutionaries.  The peasant then collects and keeps them.  Not knowing what to 

do with them, he hands them over to Blas whom he encounters in the road.  However, 

Blas, “resenting the burden of documents, the additional names to remember,” dropped 

them in the hollow of a tree, thinking: “If God intended them to be saved, someone would 

find them who would know what to do” (283-284).  Historical accounts in fact attest that 

documents that later comprise the so-called Philippine Insurgent Records were found by 



186 

 

US troops hidden in the “snug of a little ravine”.247  This is one of the ways by which the 

Filipino archive of the Revolution came to be in the possession of the American 

government for decades. 248 

Access to documented history has become problematic.  Aside from the “theft” of 

the voluminous Philippine Insurgent Records by American authorities at the turn of the 

twentieth century, access to the history of the Philippine Revolution is complicated by 

the fact that available historical records are from foreign sources and written in foreign 

languages, i.e. accounts written by Spanish friars and government officials and military 

dispatches, commission reports, and news reports written by Americans.  Anticipating a 

war in the Philippines and the interest in the Pacific resulting from the Spanish-American 

                                                
247 US General Frederick Funston and his men found the “archives of the rebel republic” 
hidden in “a snug little ravine”. See Milagros Guerrero’s dissertation Luzon at War: 
Contradictions in Philippine Society, 1898-1902 (1977) 28-29. 
 
248 This self-reflexivity is also true for the other novels in this study. For instance, due to 
the subversive nature of the documents in his possession, the newsletters of La 
Solidaridad, the Philippine reform movement in Spain and Jose Rizal’s novel Noli Me 
Tangere exchange hands secretly, from Don Jacinto (mentor) to Istak (mentee), so that 
Istak can be educated into the ideology of nationalism (208-209).  Rage highlights the 
importance of documents to the Bicol revolutionary movement when Tino’s spy in the 
American military government in Manila obtains a copy of a US military report and 
hands it over to Tino, which the latter reads secretly (61-69).  In the process of Tino’s 
reading, the report becomes part of the novel, embedded in the novelistic text, which 
readers read along with him in a moment of chronotopic conjunction between text and 
reader.  In this act of writing and reading by author and reader, history becomes 
intertwined: US history becomes part of Philippine history. 
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War, American philanthropists also hijacked documents on the Philippines, many of 

which are now archived in libraries in the US.249 

That Ty-Casper based her own work apparently on foreign textual sources, such 

as American military and journalist reports, shows the double bind of those who attempt 

the task of the recovery of history.  While Ty-Casper attempts to define her work against 

colonialist representations of nation, she uses colonial archival sources as intertexts in 

novelization.  The sheer act of recovering the distant past is difficult due to the loss of 

records with the passage of time and the question of authenticity and historicity of the 

remaining or available sources, i.e. are foreign sources on local or native conditions 

reliable or “true”? 

Once fragments of the past are discovered, regardless of source (colonial or 

native), the historical novelist deposits them into the novel.  The historical novel then 

becomes a repository of the past, a repository of history.  It assumes the form of an 

archival novel and takes on the function of the archive of nation.  In the end, the reader 

of the present and the future is the final judge of the authority, authenticity, or “truth” of 

the Philippine archival historical novel. 

  

                                                
249 Like the philanthropic collections at The Newberry Museum in Chicago, IL and the 
University of Michigan archives. The Philippine National Museum in Manila now also 
houses some important archival holdings, including the Philippine Insurgent Records. 



188 

 

Epilogue 
 
 

 
In the four literary representations of the Philippine Revolution of 1896/1898 

featured in this study, the story of the nation begins as a story of a family or clan.  The 

four novels, Dusk, Rage in our Hearts, The Indios, and The Stranded Whale draw from 

oral stories of the authors’ ancestors to arrive at notions and myths of nation that found 

their way into their novels.250  For these historical novelists, oral family and local stories 

are history that must be remembered, alongside stories drawn from the archive. 

The historical novel then becomes a dual space: both as an oral and a textual 

utterance.  The moment the oral or phonetic utterance is transcribed onto a sheet of paper, 

orality ends.  Once orality is inscribed and the external or foreign (archival) text is copied 

down, both of them now comprise a written text which, in its totality as a novel, is now 

“secondary:” a copy, a transcription-copy.”251  Therefore, it is no longer the original.  As 

such, it can only be a representation of the heroic feat or the eventness that the story tells.  

It becomes an “exchange object” that now can be passed on to the readers.  In the case of 

                                                
250  It would be a fascinating undertaking to examine the literary writing on the Philippine 
Revolution by Filipino historical novelists of a more recent generation, such as: Gina 
Apostol (b. 1963), Revolution According to Raymundo Mata (2009); Victor Ordonez 
(1946-2009), With Hearts Aflame (2006); Azucena Grajo-Uranza (b. 1946), A Passing 
Season (2002), among others.  While not solely focused on the Philippine Revolution, 
some historical novels nevertheless touch on the Revolution as they narrate the broad 
expanse of Philippine colonial and postcolonial history, such as: An Embarrassment of 
Riches (2000) by Charlson Ong (b. 1960); My Sad Republic (2000) by Eric Gamalinda (b. 
1956); and, Voyeurs and Savages (1998) by Alfred Yuson (b. 1945). The last three novels  
have been critiqued by R. Kwan Laurel for seeming to “have only cut and pasted certain 
historical moments together.”  See Laurel’s Philippine Cultural Disasters (2010). 
 
251 Julia Kristeva, “The Bounded Text,” Desire in Language (1980). 
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the subject novels, the object being exchanged is the archive of nation with original 

sources from oral stories and archival records.  As an inscribed representation, the novel 

becomes an “exchange object” that can be passed on to the reader who inevitably 

becomes the ultimate judge of the truth or authority of the story or history.  

The novel as an exchange object is self-reflexively manifested in the four novels, 

denoting the longing for a form, literarily (novel) and politically (nation).  Each of the 

four novels are self-reflexive: reflecting its very own textuality and its relation to the 

archives by showing how texts and documents are found, retrieved, exchanged, and 

recovered for posterity: for generations of mentees, for a nation of readers. 

Linda Ty-Casper concludes that the historical novel is the “document of the 

Revolution.”  This statement raises the question: is the Philippine historical novel a 

document or “a work of art”?  Because the subject historical novels are authoritarian and 

ideological, the voices of heroes and protagonists can mingle with those of the narrator 

and the novelist through authoritarian intervention.  Because the novelist is 

simultaneously a reader and writer in the act of writing, he inevitably becomes an 

interlocutor who takes part in the dialogue within the novelistic text.  Ty-Casper’s 

statement leads to Bakhtin’s pronouncement: “If the umbilical cord uniting the hero to his 

creator is not cut, then what we have is not a work of art but a personal document [italics 

mine].”  If we take this verdict to heart, then the Philippine historical novel is located in 

the borderlines between “art” and document, a situation best appreciated when a literary 

form follows a political function: inciting nationalism or nation-making. 
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While Rizal’s Noli Me Tangere (1887) written in Spanish is widely considered the 

first “Filipino” novel, it is most European in form and influence.  The four novels in this 

study contribute to identifying the defining characteristics of the “Filipino” historical 

novel in English.  Characterized by the visibility of the seams between fact and history, 

mimicry of the archive, and didactic dialogues or moral invocations, these novels 

continue the “Filipino” writing tradition of Maximo Kalaw in The Filipino Rebel (1924).  

Kalaw’s work is a literary writing in English for and about nation, a literary form that 

emerged to push the birth of nation then shackled by American colonialism.  Didacticism, 

reminiscent of the pre-modern forms of Philippine literature, from the oral epics, folk 

tales, to the “vidas” are renewed in these novels written in contemporary times.  Often 

fragmentary in form and narration, they are marked by slippages and anachronisms and 

do not strive for completeness or thoroughness, reminiscent of pre-colonial narratives. 

As authoritarian and ideological texts in varying degrees, the subject novels 

display polyvocality as voices and echoes of forefathers and historical figures become 

audible in the act of reading.  Because of the novel’s intertextuality with orality and 

archival textuality, the fictional protagonists are constructed as composite figures to 

arrive at the best “positive hero” that readers can emulate.  Indeed, the characters can be 

read or heard “at least double.”  By showing characters as composites, they reflect a 

“doubleness” that bears the specter of what novelist has read and researched.  

Intertextuality should be understood in terms of the historical novelist being both a writer 

and reader, whose archival and historical readings seep into the novelistic text and 

“participate” in the novel. 
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Marked by inconsistencies in the dates, place names, and statistical logistics of 

historical milestones, the novels highlight the importance of the heroic feat, in other 

words the eventness, more than the calculus and facts that relate to the event.  After all, 

“[t]o a bard’s audience, it’s the hero, the tale, the feat that matters.”  When one “start[s] 

asking when and where, you have passed from folklore to history.”252  As such these 

novels are also situated in the borderlines of folklore and history. 

The ambiguity of where to specifically site or situate the Philippine historical 

novel makes this study a fascinating one.  For unlike the European novel, the Philippine 

“archival” historical novel lies in the borderlines of folklore and historiography, art and 

document, and literature and history when it writes and narrates the story of the nation. 

National homogenization is achieved in these novels through literary chronotopes 

and intertexts.  The chronotopes of the “sala,” the “plaza,” and the archipelago merge the 

interior world of the novelistic characters and the exterior world of the readers, allowing 

readers to witness and experience the nation-in-becoming.  The chronotopes show the 

compression of time and space in narrative time, as opposed to biographic time, allowing 

for a dramatic yet persuasive transformation of hesitant or unwilling protagonists into 

“nationalist” heroes, made flesh and incarnate in the novel.  The intertextuality with 

orality and the archive creates a national wholeness through a shared heroic past. 

The homogenizing features of the novels and the nationalist mythology it creates 

often goes against the grain of the nature and character of the Filipinos, who tend to 

                                                
252 Joaquin, A Question of Heroes,79. 
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revert to clan, ethnic, or regional affinities: an apparent regression to the primordial state: 

the “tribes” of the pre-colonial past.  While convinced of the capacity of every Filipino 

for heroism as reflected in their portrayal of protagonists as “positive heroes” whether 

peasant, bandit, ilustrado, or creole, the subject novelists and their novels reflect an 

awareness of human frailties: the vulnerability to the pursuit of self-interest that results in 

betrayal, disunity, and factional politics.  Through the dyad of heroism and betrayal 

portrayed in the varying plotlines of these novels, the opposing dynamics of unity and 

fragmentation in the Filipino body politic is dramatized.  These historical novels bring to 

the fore a semblance of a tormented national pathology that emerges out of history of a 

people where comrades betray comrades (Rage), elites betray the masses and vice versa 

(The Indios), and where leaders of nation are killed by their own people (The Stranded 

Whale).  The Philippine Revolution might as well be a memory that Filipinos would 

rather forget, but like being en mal d’archive, Filipinos are drawn nostalgically to the 

Revolution because it is the origin and the symbol of nation.  Thus, the Filipino archival 

historical novel, which appears in various forms (documentary, pictorial, epistolary) and 

lengths (novella or long short story) is a way of coming to terms with such a heroic yet 

tormented past.  

The factional politics of the Katipunan and the Revolution portrayed in the subject 

novels reveal the fissures and conflicts among Filipinos that cannot be ignored despite the 

homogenizing handiwork of these novels that attempts to build on the shared experience 

of a people, rather than the things that divide them, at a time and space of a Revolution. 
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What is often called a flaw in the “Filipino national character ”could be traced to 

“Filipino social values” that place cultural and moral primacy to the family, clan, or 

ethnic group  This impediment in the national psyche can be expressed in a singular 

pronoun: “kanya” (his or hers): “Kanya-kanya” (literally, “his-his” or “hers-hers”) is a 

“to each his/her own” syndrome.253  This tendency to focus on self-interest (and by 

extension the interest of one’s family or clan) could be explained in the context of 

fragmentation and disavowal of “form.”  Nick Joaquin concluded that Filipinos tend to 

resist becoming “Philippine or Filipino”: they would “revert to petty kingdom, tribe, clan, 

or barangay,” whose “deepest impulse has ever been not to integrate but to disintegrate”; 

and who “seem to have a fear of form, especially of great form,” referring to first 

Philippine Republic of 1898 and the Revolution, which had been in “fine form” until it 

gave way to factionalism in the form of cavitismo. 254  Cavitismo is the factional politics 

that divided a revolutionary movement in “fine form” into Aguinaldo’s Cavitenos vs. 

Bonifacio’s Manilenos.  In everyday politics in the Philippines to this day, historians and 

and sociologists point to bossism and patronage politics that continue to fracture the 

nation day.  However, these scholars trace back this flaw in the Filipino national 

character to colonial administrative policy and politics during the Spanish and American 

eras.255 

                                                
253 Paraluman Aspillera, Basic Tagalog for Foreigners and Non-Tagalogs (2007), 14. 
 
254 See Nick Joaquin’s A Question of Heroes (2005), 161-163. 
 
255 For instance, John Sidel, Capital, Coercion, and Crime: Bossism in the Philippines 
(1999) and Eva-Lotta Hederman and John Sidel, Philippine Politics and Society in the 
Twentieth Century: Colonial Legacies, Post-Colonial Trajectories (1999). 



194 

 

The national longing for form as a political reality, embodied in the nationalist 

aspiration for a free, independent, sovereign nation is shaped along the contours of the 

form of the novel.  As these four historical novels attest, nationalism is a powerful force 

that ignites and inflames.  Leveriza’s title of his novel “Rage in your Hearts” captures the 

power of the nationalism as a feeling and longing for totality or unity in the literary form 

(novel) and the political form (nation), drawn from and inspired by the eventness of the 

Philippine Revolution of 1898/1898, still considered the epicenter for defining Filipino 

nationalism to this day.  
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