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Abstract

The Pugutan (‘beheading’) is a theatrical reenactment of the life
of Longhino (Saint Longinus), the Roman soldier who pierced
the side of Jesus Christ during the crucifixion and, as a tomb
guard, witnessed Christ’s resurrection. In the Philippines, the
saint’s life story is derived mainly from the pasyon text, a popular
source of Christian narratives written in the local vernacular.
The Pugutan play is a part of the Lenten rite-festival known as
Moriones (or Moryonan) in the island province of Marinduque in
Southern Luzon, Philippines.

This paper focuses on the two Pugutan scripts which were staged
in 2006 and 2007 in Gasan, Marinduque. The author of these
scripts is Marjun Sosa Moreno, then a high school teacher in
Bognuyan, Gasan, Marinduque. Dissatisfied with the
function-oriented, fictive plot in the standard Pugutan play,
Moreno tried to portray the Longhino story as close as possible
to what is historically true. Thus, his scripts for the 2006 and
2007 Pugutan, both titled “ Ang Landas Tungo sa Katotohanan”
(The Way to Truth), can be considered as an interpretation of
history through theater. However, in parts where the historical
events remain unclear, Moreno employed his imaginative
understanding to approximate the past. Moreno’s use of historical
interpretation and imagination is apparent in his treatment of
the characters Longhino, Hudas, Barabas, Pilato, Claudia, and
Magdalena. Although his interpretative choices are not entirely
faultless, the value of Moreno’s techniques rests on their ability
to maximize the passion story’s rhetorical power while asserting
what he deemed historical.
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'Form Follows Function’ in Philippine Christian

Narratives

One could not speak completely about the “portability”! of
Christianity without taking into account the reception, intended or
not, of the so-called people from below. Scholars of Philippine Christianity?
have examined not only the “different methods” used by the missionaries,
but also the “different subcultures and levels of development” of
Christianized groups, from the lowland colonial indios to contemporary
Filipinos (see Schumacher, 2009, p. 23). The continuing interest on this
subject matter signifies a long, evolving dialogue between the “historical
Jesus” and the “Filipino Christ” (Asis, 2021).

In Philippine Christianity, such openness to reinterpretation can
be seen in the localization of the story of Jesus Christ and his followers.
Since the Spanish colonial period, this was told either through the
reading of the pasyon text® or through a theatrical performance known
as the sinakulo.* Interestingly, as scholars disagreed about the specifics

1 Borrowed from J.R. McNeill and William H. McNeill (2003, pp. 60-
62), although what they refer to as “portable religions” are Hinduism,
Buddhism, and Islam.

2 Most of the studies dealt specifically with “Filipino Catholic Christianity,”
a label aptly put by Nelmida-Flores (2021). However, for the term “Philippine
Christianity,” one should also include all forms of Christianity, such as those
embraced by the Philippine Independent Church (Iglesia Filipina Independiente),
the varied Protestant churches, and the Christianity-related “indigenous
religious organizations” (see Covar, 1977, pp. 109-110).

3 The pasyon is a versified narrative that tells the story of Jesus Christ
in the local vernacular. Although the most popular pasyon texts were written
in Tagalog as early as the eighteenth century, there were a handful of versions
in other Philippine languages such as Kapamﬁangan, Ilokano, Hiligaynon,
and Bikol (see Ileto, 1979, pp. 11-21; Schumacher, 2009, pp. 41-43; Cannell,
2006, p. 136).

4 The sinakulo, on the other hand, fuses the verbal and the visual through
a theatrical performance of Christian stories and messages played by local
actors. Nicanor Tiongson (1990) presumed that the sinakulo was created durin
the middle of the eighteenth century (p. 12), while Reinhardt Wendt
(2016) —attentive perhaps to its formalization, see his wording, “proper passion
play” —placed its birth “at the end of the nineteenth century” (p. 105). Also
called pasion y muerte, tanggal, centurion or kalbaryuhan, the sinakulo play is
performed during Lent. The pasyon- either its Henesis or Pilapil versions-
served as the backbone of its plot, and to complete the scenes and lines, the
sinakulo also incorporates verses, stories, and characters from other religious
novels and metrical romances (Tiongson, 1990, p. 12).
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of these art forms,” they seemed to share the same view that these works
were not created for their own sake (to use the formalist dictum, “art
for art’s sake”). Rather, these narratives are intended to serve certain
societal roles. Although core Christian elements had to be maintained,
the pasyon and the sinakulo incorporated localized aspects that aimed
to “further nurture the spiritual life of the laity” (Schumacher, 2009, p.
41). The seventeenth-century Jesuits, for instance, used drama in local
language as “an effective audiovisual means for teaching religion,”
and, perhaps unintendedly, initiated “the meeting between Philippine
language and Spanish theatrical styles and techniques, and the eventual
indigenization of the latter” (Fernandez, 1996, p. 49; see also Tiongson,
1975, p. xxv). By retelling Christian narratives in the vernacular rather
than in Spanish, they became an open text susceptible to reinterpretation.
This “openness” was captured by historian Reynaldo C. Ileto (1979)
when he pointed out the two roles of Christian texts:

The various rituals of Holy Week, particularly the reading
and dramatization of the story of Jesus Christ, had in fact
two quite contradictory functions in society. First, as Nicanor
Tiongson has argued in his book on the passion play, or
sinakulo, they were used by the Spanish colonizers to
inculcate among the Indios loyalty to Spain and Church;
moreover, they encouraged resignation to things as they
were and instilled preoccupation with morality and the
afterlife rather than with conditions in this world. The second
function, which probably was not intended by the
missionaries, was to provide lowland Philippine society
with a language for articulating its own values, ideals, and
even hopes of liberation. (p. 12

Such shapes of narrative forms and dynamics of reception can
also be seen in the Christian performances in the island of Marinduque.
Located in the Southern Tagalog region, the Province of Marinduque

5 Scholars have their own views when it comes to the formal characteristics
of these narratives. But contrary to the common notion that the pasyon was
“chanted rather than read” (Mojares, 2006, p. 388; see also Francisco, 2021, pp.
26-27, p{). 42-44), Fenella Cannell (2006) argued that in the case of the Pasion
Bicol —although the performances would appear as “singing” — the locals have
always descri%)ed them as ““reading the Passion text’ (magbasang Pasion)” (p.
135). “This usage,” said Cannell, “should serve to remind us of the fact... that
reading and writing, far from beinfg neutral technologies with a self-evident
and universal set of effects in the world, are ethnographically shifting categories.”
To read, therefore, is also to perform, especially in the context of this culturally
meaningful activity. As Ricardo D. Trimillos (2019) inferred about the pasyon,
“Thus, ?or most participants, the principal meaning of the event is found in
the 1performativity, the general musical instruments including virtuosity, as
well as its juxta})osition with food, drink, and socializing” (p. 9). Such
“performance” of the pasyon makes it closer to the sinakulo than, say, the
individualistic reading of the Bible. Moreover, since they are performative acts
of sacred texts, the Christian pasyon and sinakulo perpetuate the narrative form
of precolonial epics.
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comprises six towns: Boac, Gasan, Santa Cruz, Mogpog, Torrijos, and
Buenavista. The locals speak a dialect of the Tagalog language known
as Marinduque Tagalog. The Christianization of the island started in
1579, when the Franciscan missionaries arrived and established Christian
communities in the towns of Boac, Gasan, and Santa Cruz de Napo.
Occasional attacks of Moro raiders resulted in the intermittent re-building
of Spanish towns. Augustinians, Jesuits, Recollects, and secular priests
later handled these communities until the end of Spanish rule in 1898
(San Juan, n.d., pp. 17-22). In the early twentieth century, another
Christian church was established on the island. Born out of the colonial
and class struggles at the turn of the century, the Philippine Independent
Church (Iglesia Filipina Independiente) was formed in 1902, with a
branch in Gasan opening in 1905.

In Marinduque, Christian narratives are shown and told primarily
through the local Lenten tradition known as Moriones or Moryonan,
within which the religious play Pugutan is situated.®

The Moriones or Moryonan is a rite-turned-festival that honors the
martyrdom of Longhino (Saint Longinus), alongside the commemoration
of Jesus Christ’s life, death, and resurrection. As popularly known,
Longhino was the Roman soldier who pierced the side of Jesus Christ
with a lance, regained sight in his blind left eye after contact with Jesus’
water and blood, witnessed the resurrection as head of the tomb guards,
became a follower of Christ, was persecuted by the state, and was
eventually decapitated. Following the figure of Longhino, Morion
devotees wear a turbante (helmet), a mask, and the attire of a Roman
centurion — complete with swords, spears, and shields—and, in some
cases, with a local percussion instrument called kalutang. Moreover,
the term “Moriones” is from the Spanish word murrién, meaning ‘helmet’.
From Holy Monday until Easter Sunday, the devotees roam around
the town center to express their devotion and entertain the public. The
Pugutan play, on the other hand, is a theatrical reenactment of
Longhino’s conversion to Christianity, persecution, and execution.

6 Tiongson (2024) erroneously conflates moriones and pugutan, saying,
“The moriones, also called moryonan and pugutan (“beheading”), is an Easter
Sunday play enacted on the streets of some towns on the island of
Marinduque” (p. 12; cf. Tiongson, 1975, fp(f xxv-xxvi). Moriones/Moryonan
generally refers to the religious tradition of devotion that honors the example
of Saint Longinus/Longhino through the wearing of Roman soldier attire and
a mask that ensures the devotee’s anonymity. The Pugutan pertains to the
local play about Longhino’s life and martyrdom. For various descriptions of
the rite- t}éstlval and the play, see Roces (1961), Mercene (1962), Roces (1980),
“Moriones” (n.d.), Morion 76 (1976), and Municipality of Gasan, Marinduque
& National Commission on Culture and the Arts (2021).
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Pugutan means ‘beheading,” referring to the way Longhino was killed.”
Initially, the Pugutan was held on Easter Sunday—after the
Salubong — from early morning to noon. Due to modifications since the
1970s, today’s Pugutan is staged in the evening of Black Saturday (see
Peterson, 2016, p. 92; Municipality of Gasan, Marinduque & National
Commission on Culture and the Arts, 2021, p. 432).®

The “creation” of the Moriones tradition can be attributed to Father
Dionisio Santiago (?-1892), a secular priest from Baliwag, Bulacan, who
was later assigned to Mogpog in 1856 and served there as cura parroco
(parish priest) until his death.” At first, the Moriones and the Pugutan
were carried out by the “barrio-dwelling poor” (Peterson, 2007, p. 313;
see also Dela Paz, 2014, p. 117). The devotees, who were mostly farmers
and fisherfolk, made their masks out of crude natural materials. They
took anonymity seriously, which explains why “a woman would not
know that her husband participates in the Moriones because he prepares

7 In his discussion of Longinus in the pasyon, Ileto (1979) is wrong in
saying that he was “stabbed to death” (p. 17).
8 There are other Lenten traditions in Marinduque. The Via Crucis, as

observed in Boac, reenacts the bearing of the cross by Jesus Christ in the mornin:
of Good Friday. Penitents, with one playing Jesus, carry their crosses aroung
the bayan as they are hounded and beaten up by the Moriones. The prusisyon is
held on different days of the Holy Week, although the major one takes place
on Good Friday, after the afternoon mass. On the other hand, since there are
two churches in Gasan — the Roman Catholic Church at the hill and the Iglesia
Filipina Independiente near the seaside—there are also two masses and,
afterwards, two interconnected lines for the prusisyon that will encircle the
bayan (poblacion). With penitents and participants from different walks of life,
the prusisyon moves slowly. The grayers and hymns of the people and the
mechanical rattle of generators and electric light for the karo (carrosa of saints)
are led by the thundering sound of kalutang and pataraka at the front. Together
with the Moriones are the other Lenten practices such as pag-aantipo
(self-flagellation by male penitents); pagsusunong ng pupuwa (bearing a headdress
made out of pupuwa leaves), a form of devotion done by Gasan women; and
tawak drinking, a local liquor believed to be infused with power and capable
of making someone immune to rabies and venom. Held in the morning of
Easter Sunday, the salubong is “a dawn procession reenacting the meeting of
the Virgin Mary and the Risen Christ,” and thus, marks the end of the Christian
activities (Tiongson, 2024, pp. 15-16). Other Christian traditions in Marinduque
include the dance of giants for the feast of Nifios Inocentes and the Christmas
play called Tatlong Hari (Tiongson, 1975, pp. xxviii; 1990, 14-15; Municipality
of Gasan, Marinduque & National Commission on Culture and the Arts, 2021,
pp. 434-437).

9 Wendt (2016) pointed out the absence of any masked devotion in
Marinduque in the nineteenth-century sources (pp. 110-111). A historian from
Mogpog, Gian Luigi Malangis, has recently unearthed some archival sources
that can be used to reconstruct the life of Father Santiago and the formation of
Mogpog as a town (see Malangis, 2025a; Malangis, 2025b). Unfortunately, a
link between Father Santiago and the creation of the Moriones rite cannot be
established yet. The earliest accounts on the Moriones that we have so far are
dated 1900, as told by the Marinduquefio revolutionary Pedro Madrigal (see
Madrigal, 1964, p. 101), and 1914-1915, as recounted by Lola Kika (Francisca
Nilo-Magcamit) in an interview with Danilo Mandia in 2000 (see Mandia, 2002,
p. 221). Both happened in Boac.
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the mask far in the field” (De la Paz, 2014, p. 118), and why “when
addressed they [the Moriones] disguise their voice or utter birdlike
sounds in reply” (Roces, 1961, p. 259).

The early iterations of the Pugutan “had no other characters but
Longhino and soldiers, and no text, except the short prayer of Longhino
before his execution from the Pasyong Genesis” (Tiongson, 2024, p. 13).
“This community theater was natural, spontaneous, chaotic, and fun.
Every year, the show features varying actions due to improvisations
by Longhino” (De la Paz, 2014, p. 118). Like a game, the original Pugutan
was performed without a script, with lines loosely based on the pasyon.
Breaking the fourth wall, the audience participated in the play as
Longhino’s crowd. Based on the observations of Alfredo Roces (1961)
and other sources, we can identify key aspects of this “community
theater.”

As soon as the Gloria is intoned, he [Longhino] rushes out
of the church and runs around the town to proclaim the
glory of the risen Lord... After announcing the glad tidings
he goes into hiding, for now the other moriones run after
him to kill him... Thrice he is captured: thrice he escapes.
The fourth time he is cornered, his strength completely
spent, and his hands are bound. Flanked by verdugos
(executioners) he is marched through the crowd behind a
blaring brass band to a prepared platform which is to be his
scaffold. The verdugos flourish their swords over him
menacingly. The spectators plead with the executioners to
spare him. At this point Longinus kneels and speaks to the
assembled multitude. He tells how the blood of the Saviour
restored sight to his blind eye. He proclaims his faith and
bears witness to the Resurrection. As he shouts that Christ
is risen, the executioner’s sword flashes in the air and he is
beheaded in a mock ceremony (p. 258).

Roces’ account of the Pugutan is now a thing of the past. From
the 1960s until the 1990s, what was once considered as a barrio devotion
by the rural poor have been largely theatricalized by the poblacion elite,
particularly by pioneering organizers such as Agustin Madrigal, who
founded the Samahan ng mga Moryon, and Alfredo Mendoza, director
of Marinduque Midwest School; politician-auteurs such as provincial
governors Celso Preclaro and Carmencita Reyes; politician-patrons
such as Governor Aristeo Lecaroz and the Mendozas of Gasan; and
outsiders such as Education Secretary Alejandro Roces, the artist Alfredo
Roces, the writer Celso Al. Carunungan, and the Cultural Center of
the Philippines (see Carunungan, 1976a, and 1976b; Mandia, 2002;
Peterson, 2007; Peterson, 2016). A “revitalization” of the Moriones and
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the Pugutan occurred in the 1990s, initiated by the local government
of Gasan and the local cultural workers in Boac, such as Danilo L.
Mandia and Eli J. Obligacion. Some aspects of the community theater — like
the town chase, infused with socially relevant messages— constitute
the renewed form. Over time, the Pugutan play attained varying degrees
of modification, depending on logistics, production, and local interest.

Seen collectively, the alterations in the Moriones and the Pugutan
from the 1960s to the 1990s imply that local theater served an array of
societal functions rather than adhering to a fixed form. These changes
could be better understood when situated within their sociopolitical
contexts: the postwar dynamics of elite patronage, the commodification
of faith, the nationalization of local identities, and the continuous
struggle for moral politics in a predominantly Christian locality (see
Mandia, 2002; Peterson, 2007; De la Paz, 2014; Peterson, 2016; Wendt
2016).

In this respect, theater historian and critic Nicanor Tiongson (2008)
asserts that “indigenization” or “dehistoricization” — a process in
which “the native culture takes the form imposed from the outside,
empties it of the content and meaning that are bound to the foreign
culture from which the form emanated, and proceeds to fill the form
with native content and meaning” (pp. 65-66) — is not necessarily bad.
It can even be helpful because “this process of adoption and adaptation
could be seen as the instinctive strategy for survival of the native
culture” (p. 66). Tiongson further argues that “it is perhaps in this
‘ahistorical state’, namely, as dramas dehydrated of foreign content
and refilled with the myriad meanings created by a dynamically
changing native society, that foreign forms can contribute most to the
formation of a new native culture” (p. 66).

Tiongson’s insights, coupled with scholarly interest in the local
reception of Christianity, suggest that performing Christian narratives
through reading and theater reveals more about the recipients of faith
than its source. However, in the case of the Gasan Pugutan, especially
its 2006 and 2007 iterations, such a “presentist” interpretation of the
Christian story is replaced by “historical” interpretation.’

My use here of “historical interpretation” differs from the historian’s
task of producing meaning out of a set of historical facts (cf. Agoncillo,
2003). Furthermore, the term “interpretation” must be understood as
“[areaction] to the text of the world or to the world of a text by producing
other texts” (Eco, 1990, p. 23). Thus, historical interpretation here refers

10 Thus, the term “historical” here can also be called “historicist” or
“historist” (from the German Historismus), wherein “an effort of imagination
must be made to relinquish present-day values and to see an earlier age from
the inside” (Tosh, 1984, p. 10).
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to the creation and use of texts —or more generally, art—to assert the
historicity of phenomena, especially when those phenomena have long
been dismembered from their origins. This close relationship between
artand history is not novel: we have already seen how plays and movies
were made to talk about history, and how historians have even used
local theater to extract insights about an altogether different aspect of
history, such as social formation in a small town (Mojares, 1985). For
this paper, a local playwright interprets the Christian story with his
version of the Pugutan play, not through the invented plot lines catered
for a more perceptive audience, but rather through what he learned as
historically true.

Moreno's Two Scripts

Marjun Sosa Moreno, the scriptwriter of the 2006 and 2007 Pugutan
play, was working as a high school teacher in Bognuyan, Gasan when
he was invited by the municipal government to write the script. In this
regard, some remarks on the Gasan Pugutan are worth noting.

As far as current literature is concerned, the history of the Gasan
Pugutan remains in the shadow of Boac’s. An ethnographic account of
the Gasan Holy Week in 1916 contains no mention of masked devotion
(Arriola, 1916), and even in 1962, a Gasefio writer himself did not
mention his hometown as a site for staging the “Longinos pageant”
(Mercene, 1962, p. 26). However, in 1961, Alfredo R. Roces watched a
Longinus chase and mock-beheading in Gasan (Roces, 1961, pp. 257-259).
Based on these scattered sources, the staging of the Gasan Pugutan was
likely irregular.

As therite-festival gained popularity among tourists, it is possible
that Gasan adopted a version of the scripted Pugutan from Boac. By
the 1990s, Mayor Lourdes V. Mendoza invited the CCP and the PETA
for the revitalization of the Gasan Pugutan. The collaboration resulted
ina1922 play titled “ Ang Bagong Longhino” (The New Longhino) and/ or
“Bagong Longhino, Bayani ng Ating Bayan” (The New Longhino, Hero
of Our Town), which “attempt[ed] to interpret the play in light of social
realities” (Tiongson, 2024, pp. 13 - 15) and “discussed the political and
economic dimension of the situation, and the state of environment in
Gasan” (De la Paz, 2014, pp. 119 - 120; see also Municipality of Gasan,
Marinduque & National Commission on Culture and the Arts, 2021,
pp- 428 - 433). This, however, was short-lived. Sometime after Mendoza’s
term, the Gasan Pugutan reverted to the “traditional” form (see
Municipality of Gasan, Marinduque & National Commission on Culture
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and the Arts, 2021, p. 431 - 432)." Just like in Boac, where “gestural
patterns were set years ago and are followed precisely” (Peterson, 2007,
p- 319), the standardized Pugutan had become so popular that, in the
words of Moreno (2006), “either the young or the old in Gasan are
familiar with the words spoken by the main characters” (p. 1). This is
illustrated further in his account:

Ang dulang Pugutan ay itinuturing na esensyal na kabahagi
sa pagdiriwang ng Mahal na Araw dito sa Gasan. Kaya
nga’t isang tradisyon na sa bawat Gasefio at sa lahat ng
taong palagiang kabahagi ng pagdiriwang ang
magtipon-tipon sa gabi ng “Black Saturday” upang saksihan
ang dulang ito. Mapabata o mapamatanda sa Gasan ay
pamilyar sa wikang binibigkas ng mga pangunahing tauhan
nito. Sinong di makakakilala sa maganda at palabang si
Claudia, ang malupit na si Pilato at ang bulag na si Longhino?
Di na siguro mabilang ang mga batang gumaya o nagnais
na gumanap sa alin man sa mga pangunahing tauhan ng
Pugutan. Masasabi ngang ang lawak ng impluwensya ng
dulang ito ay nanunuot sa katauhan ng bawat Gasefio.

[The Pugutan play has been treated as an essential part of
the celebration of the Holy Week here in Gasan. That’s why
it is already a tradition for every Gasefio and all those who
are always part of the celebration to gather on the eve of
Black Saturday to watch the play. Either the young or the
old in Gasan are familiar with the words spoken by the main
characters. Who would not know the beautiful and brave
Claudia, the cruel Pilato, and the blind Longhino? There are
perhaps countless children who have imitated or wanted
to play the role of the Pugutan’s main characters. It can be
said that the extent of this play’s influence runs through
every Gasefio’s identity (Moreno, 2006, p. 1, translation
mine).]

11 What can be considered as “traditional” here is yet to be established.
Thus, we can safely say that this form refers to the older one that preceded the
“revitalized” form of the nineties. The so-called traditional form might be an
amalgam of the Pugutan play written by Celso Al. Carunungan in 1974 and
selected scenes from the Sinakulo play. See footnote 12, where I compared the
2024 Gasan Pugutan — presumed as “traditional” — and the Carunungan script.
More archival and oral sources are needed to identify and describe what locals
consider the “traditional” or “standardized” Gasan Pugutan.
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In 2006, Rolando Tolentino, the mayor of Gasan, wanted something
“new” for the Holy Week Celebration. The municipal government
invited Moreno, Randy Sales, and other teachers under the Department
of Education to produce a new Pugutan play. Moreno became the
scriptwriter; Sales directed the play. A core group of Aglipayan youth
worked in the production, while students and teachers from the
Bognuyan National High School served as the actors (Moreno, personal
communication, September 25, 2025). The two plays were staged in
2006 and 2007.

Both titled “Ang Landas Tungo sa Katotohanan” (The Way to Truth),
Moreno’s scripts for the 2006 and 2007 Pugutan are divided into 28
scenes. They feature the usual characters of the Longinus story: Hesus
(Jesus Christ), Longhino (Longinus), Hudas (Judas), Poncio Pilato
(Pontius Pilate), Claudia, the Fariseos (Pharisees) Annas and Caiphas,
and minor characters such as Lazaro, Barabas, Simeon, Varro, and
Abenader. In the 2006 Pugutan, Longhino served as the narrator,
introducing the scenes through a voice over, while in 2007, a new
character, Magdalena (Mary Magdalene), became the narrator.

Table 1.
Scenes in Moreno’s 2006 and 2007 Pugutan Scripts

Scene Pugutan 2006: Ang Landas  Pugutan 2007: Ang Landas
no. Tungo sa Katotohanan Tungo sa Katotohanan
1  AngPagkahulini Barabas = Binuhay ni Hesus si Lazaro
2 Golgota Ang Pagkahuli ni Barabas
Si Hesus at si Hudas at
3  SiHesus at si Hudas Magkasalungat na Landas
ng Paglaya
4  Binuhay ni Hesus si Lazaro 5t Longhino sa Bundok ng
Golgota
5 Ang Pangamba ng mga Si Pilato at si Claudia
Punong Saserdote
6  SiPilato at si Claudia Ang Pangamba ng mga
Punong Saserdote
7 Ang Pakikipagsundo ni Ang Pakikipagsundo ni
Hudas kay Caiphas Hudas kay Caiphas
8  Ang Pagdakip kay Hesus Ang Pagdakip kay Hesus
9 Nalaman ni Pilato ang Nalaman ni Pilato ang

Pagdakip kay Hesus

Pagdakip kay Hesus
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10

11
12

13

14

15

16

17

18

19

20

21

22

23

24

25

26

27

28

Si Hesus sa Harap ng
Sanhedrin

Ang Pagbibigti ni Hudas
Si Hesus sa Harap ni Pilato

Ang Pag-uusap nina Pilato
at Claudia Tungkol kay
Hesus

Ang Paghatol ng
Kamatayan kay Hesus

Ang Pagkamatay ni Hesus

Ang Pagkakagulo sa
Palasyo ni Pilato

Ang Pagbababa kay Hesus
Mula sa Krus

Ang Hinaing ng mga
Punong Saserdote kay
Pilato

Ang Paalala ni Claudia kay
Pilato

Ang Muling Pagkabuhay ni
Hesus

Ang Pagyanig sa Palasyo ni
Pilato

Ang Pagtatanong ni Pilato
sa mga Tanod sa Libingan

Ang Pagsugo ni Pilato kay
Varro

Ang Paghaharap nina
Longhino at Varro

Ang Pagtatagpo nina
Abenader, Claudia at
Longhino

Ang Paglilitis kay Longhino

Ang Kamatayan ni
Longhino

Ang Katapusan ni Pilato

in 2006 and 2007
Si Hesus sa Harap ng
Sanhedrin

Ang Pagbibigti ni Hudas

Si Hesus sa Harap ni Pilato

Ang Pag-uusap nina Pilato
at Claudia Tungkol kay
Hesus

Ang Paghatol ng
Kamatayan kay Hesus

Ang Pagkamatay ni Hesus

Ang Pagkakagulo sa
Palasyo ni Pilato

Ang Pagbababa kay Hesus
Mula sa Krus

Ang Hinaing ng mga
Punong Saserdote kay
Pilato

Ang Paalala ni Claudia kay
Pilato

Ang Muling Pagkabuhay ni
Hesus

Ang Pagyanig sa Palasyo ni
Pilato

Ang Pagtatanong ni Pilato
sa mga Tanod sa Libingan

Ang Pagsugo ni Pilato kay
Varro

Ang Paghaharap nina
Longhino at Varro

Ang Pagtatagpo nina
Abenader, Claudia at
Longhino

Ang Paglilitis kay Longhino

Ang Kamatayan ni
Longhino

Ang Katapusan ni Pilato
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Moreno’s scripts deviate significantly from the theatricalized
version authored by scriptwriter and novelist Celso Al. Carunungan
(1923-1988). Watching the Pugutan in Boac in the 1960s, Carunungan
(1976a) expressed disappointment and frustration, saying that “the
whole pageant... seemed meaningless to me and to all those who came
to see it as a tourist attraction”. He was later commissioned to write
the script, which he based on the Gospel of John; Mariano Pilapil’s Pasiong
Mahal ni Hesukristong Panginoon Natin, also known as Pasyong Pilapil
and Pasyong Henesis; Henri Daniel-Rops’ Jesus and His Times; Giovanni
Papini’s Life of Christ; Louis de Wohl’s The Spear; Catherine Van Dyke’s
A Letter from Pontius Pilate’s Wife; Jim Bishop’s The Day Christ Died; and
Greville Cooke’s The Light of the World (Carunungan, 1976a, 1976b;
Tiongson, 1975, p. xxvi). He titled his Pugutan script, “Buhay at
Pagpapakasakit ni Longhino” (The Life and Penance of Longhino), which
was likely finished in 1974 (De la Paz, 2014, p. 118). It was copyrighted
in 1975, and appeared in a 1976 souvenir program (Carunungan, 1976b).

The table below summarizes the differences between Carunungan’s
1975 Pugutan script and Moreno’s 2006 and 2007 scripts. For further
comparison, I have also included the contemporary version of the
Gasan Pugutan, which I watched in April 2024.12

12 Held on March 30, 2024, at the court beside the municipal hall, the
contemporary version can be considered a product of many alterations. Unlike
the original Carunungan version, it takes on a hybrid form of the sinakulo and
pugutan. Observe, for instance, the additional scenes with Hesus, probably
derived from the sinakulo, which are absent in the Carunungan version. Since
the politician-auteur Carmencita O. Reyes was also experimenting with the
Pugutan in the seventies, trying to make it sinakulo-like (see Mandia, 2002;
Peterson, 2007; Peterson, 2016), it remains unclear when this hybrid version
was formalized, and how it changed as the “revitalization” and more
experimentation happened in the nineties. The hybrid form is also apparent
in Moreno's scripts, and it was likely the norm in the 1990s to 2000s, although
the extent of deviation from Carunungan’s 1975 script is still unknown. As
with the 2006-2007 Gasan Pugutan, the director of the 2024 play is Randy Sales.
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Table 2.

in 2006 and 2007

Differences between Pugutan Versions

Carunungan’s
Version (1975)

Moreno’s Version
(2006 - 2007)

Contemporary
Version (2024)

Characters include
Gassio Longhino,
Ponsio Pilato,
Claudia Procula,
Caiaphas, Annas,
Herod Antipas, the
Senturyon (Varro,
Quinto, and others),
Mabhistrado,
Mananayaw,
Taong-Bayan,
Sundalong Hudyo

Without a narrator

Love triangle
between Longhino,
Claudia, and Poncio
Pilato

Shows a stern and
stubborn Pilato

Characters include
Longhino, Hesus,
Inang Maria,
Hudas, Poncio
Pilato, Claudia,
Annas, Caiphas,
Barabas, Simeon,
Varro, Abenader,
Lazaro, the
Pariseos, crying
ladies, dancers,
rebels, apostles, and
centurions; In 2007,
Magdalena and the
two Demonyitos
were added, and
Inang Maria was
removed

Longhino as the
first-person narrator
through a voice
over (2006);
Magdalena as the
first-person narrator
(2007)

Love triangle
removed

Shows Pilato’s
internal struggle
and weakness

Characters include
Longhino, Hesus,
Hudas, Poncio
Pilato, Claudia,
Herodes, Barabas,
the Pariseos, the
centurions
(including the
masked Moriones),
the dancers in
Pilato’s court, the
disciples and
followers of Hesus

An unnamed, third-
person narrator
through a voice
over

Love triangle
removed; Claudia
encountered
Longhino only to
convince him to
surrender

Shows a stern and
stubborn Pilato
(although the acting
can be comedic)
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A strong Claudia

Hesus is only
signified by the
Tinig (“voice”) after
Longhino’s
beheading

Without Barabas

Lazaro ng Betaniya
is only mentioned
in Claudia’s lines
with Ponsio Pilato

Without Hudas

Without Magdalena

Ends with the voice
from heaven
receiving
Longhino’s soul

A “softer” Claudia

Many scenes
featuring Hesus

Barabas as rebel
leader, shown
through one scene

With Lazaro’s
resurrection

Hudas as a good
person, shown with
a different motive
for betraying Hesus
(2006); Hudas as an
anti-Roman radical,
had unsure motive,
teased by
demonyitos (little
demons) when he
succumbed to guilt
(2007)

Without Magdalena
(2006); with
Magdalena (2007)

Ends with Pilato’s
suicide during a
rebel attack

A strong Claudia

Hesus first appears
in his act of prayer
in the Garden of
Gethsemane,
disappears after the
resurrection, and
returns in an
inserted scene near
the end of the play,
showing his
ascension to heaven

Barabas as thief and
criminal, only
appearing to be
freed in exchange
for Hesus in Pilato’s
court

Without Lazaro’s
resurrection

Hudas betrayed
Hesus due to greed
and/or Satanic
possession

Without Magdalena
(probably included
among the
followers of Hesus)

Ends with Pilato’s
descent to madness
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The reception of the 2006 and 2007 plays was mixed. Some
commented that the traditional Pugutan should be preserved, while
others, mostly the younger viewers, were open to change. The latter
also appreciated that the Pugutan and its characters had their own
“connection to history” (kaugnayang pangkasaysayan) (Moreno, personal
communication, September 25, 2025). When asked whether the two
Christian churches, Roman Catholic and Iglesia Filipina Independiente,
held differing opinions about the play, Moreno said that they did not.”®
After the 2007 Pugutan, Moreno lost contact with the theatrical
production, because he left his teaching job and moved to the Department
of Labor and Employment, where he currently works at. After Tolentino’s
term, Moreno said that the play reverted to its traditional form (Moreno,
personal communication, September 25, 2025).

Deconstructing Longhino
Central to Moreno’s act of bringing the Pugutan closer to history
is his deconstruction of Longhino. In his introduction, he wrote:

Katulad ng makatotohanang buhay ng Panginoong Hesukristo,
inakala ko ring si Longhino ay isang makatotohanang
nilalang na nabuhay noong unang panahon. Ilang dekada
ring aking hinangaan ang napakulay [sic] na buhay ng bulag
na kapitan ng mga senturyong Romano. Naituring ko ngang
ang kanyang buhay ay isang mahalagang bahagi ng
kasaysayang pandaigdig, sapagkat iyon naman ang nilalaman
ng dulang Pugutan... Noong huli ko na lang natuklasan na
si Longhino pala ay isang alamat lamang. Isang taong nilikha
lamang ng imahinasyon. Totoong nabanggit sa Banal na
Kasulatan ang isang sundalo na tumusok sa tagiliran ni
Hesus, pero hindi ito nabigyan ng pangalan doon... Illang
dekada na rin tayong napaniwala sa isang buhay na hindi
naman pala totoong naganap. Pumulot pala tayo ng mga
ginintuan [sic] aral sa isang nilalang na hindi naman pala
totoong nabuhay. Nakakatawa talaga.

Ang puntong ito ang natulak sa akin upang muling isulat
ang istorya ng Pugutan at ilapit ito sa kasaysayan. Doon ko
natuklasang marami pa palang punto mula sa orihinal na
istorya ang nararapat na ituwid para naman mabigyang
katarungan ang ilang mga tauhan ng dula. Masusi kong
binasa ang bawat pahina ng Bibliya at mga aklat ng

13 I asked this in an interview because when I first encountered the 2006
script around 2016 at the municipal information office, the information officer
said that it was “an Aglipayan script.” Moreno is a member of the Iglesia
Filipina Independiente or Aglipayan Church (Moreno, personal communication,
September 25, 2025).
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kasaysayan, pinanood ang mga pelikulang may kaugnayan
sa Imperyong Romano, at gumamit ng Internet upang
makakalap pa ng mga dagdag na kaalamang bago at di pa
natutuklasan.

[Like the real life of the Lord Jesus Christ, I also thought
that Longhino was a real person, too, who lived in the ancient
times. For decades, I admired the colorful life of the blind
captain of the Roman centurion. I even treated his life to be
an important part of world history, because that is what the
Pugutan play is all about... Only recently did I find out
Longhino is just a stuff of legend. A person crafted only by
imagination. It is true that the Holy Scripture mentioned a
soldier that pierced the side of Jesus, but he was not named...
For decades we have believed a life story that did not really
happen. We even learned moral lessons from someone who
did not actually exist. It is really funny.

This point pushed me to rewrite the story of the Pugutan
and bring it closer to history. I found out that there were
still many parts of the original story that needed to be
corrected in order to make it fair for some of the characters
in the play. I carefully read every page of the Bible and some
history books, watched films related to the Roman Empire,
and used the Internet to gather additional information that
isnew and undiscovered yet. (Moreno, 2006, p. 1, translation
mine)]

The Longinus story can be traced back to the Gospel of Nicodemus, an
apocryphal gospel that includes the text known as the Acts of Pilate and
was possibly written in the fourth century (Barton, 2019, p. 513).
Theologian John Barton (2019) said that these apocryphal gospels
“essentially fill in details of the life of Jesus, or other figures about
whom people were naturally curious” (p. 281). The Gospel of Nicodemus,
according to historian Frans van Liere is

[a] Gospel narrative that concentrates on the passion of
Christ. It begins with the trial of Jesus by Pontius Pilate, and
most of the life of Christ, concentrating on his miracles, is
narrated as a flashback by witnesses at the trial... This
apocryphal Gospel spread widely in the Middle Ages and
was the principal source for dramatic depictions of the scenes
preceding the resurrection of Christ, the so-called harrowing
of hell. It also gave names to some otherwise anonymous
figures in the Gospel, such as Longinus, the soldier who
pierced Christ on the cross. (qtd. in Barton, 2019, p. 281)
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Barton (2019) concludes that “no scholar attributes any historical value
to the work” (p. 513). Without any reliable historical documentation,
the Longinus tale became an “open” text that could be reinterpreted
and modified. In the Puente Genil in Andalucia, the blind soldier
Longinus with a mask of “grotesque features” follows the other figuras
biblicas (Wendt, 2016, p. 112). In the Philippines, the popularity of
Longinus can be credited to the pasyon. Ultimately from the Greek
longhe/lonchi (\oyxn), a generic term for “spear” or ‘lance,” the Tagalog
borrowed the Spanish Longino. Thus, instead of Longinus [Ibn'd3amss],
the local articulation turned to be Longhino [lon'hrno]. The tale of
“Longino” or “Longinos” in the pasyon covers a total of 55 stanzas: 46
stanzas in Ang pagcabuhay na mag-uli nang ating Panginoong Jesucristo
(The resurrection of our Lord Jesus Christ), a stanza in Ang paghingi
nang tauad ni Dimas sa ating Panginoong Jesucristo (Dimas asks for
forgiveness from Our Lord Jesus Christ), and eight stanzas in Ang
paglilibing sa ating Panginoong Jesucristo (The burial of our Lord Jesus
Christ) (Casaysayan, 1891, pp. 167, 174, 177-179, cf. Peterson, 2016, p.
87). Other pasyon-based sinakulos, like the Bikol Tanggual, feature Longinos
in the similar sections (see Tiongson, 1999, pp. 51-53).

Claiming that the Longinus story is “much-beloved,” Ileto (1979)
observed that “Longinus may look sad and act lowly in the sinakulo
but his story, known to the audience, is one of defiance toward the
authorities out of commitment to an ideal” (pp. 16-17; cf. Wendt, 2016,
p. 110). Father Albert Alejo, S.J. (2021) viewed the story as an exemplary
tale of courage, demonstrating the importance of standing by one’s
beliefs and principles even in the face of death. Longino/Longinos in
the pasyon is also described as a bayani (hero) in five instances, as well
as timtimang loob (with pure soul), mapalad (fortunate), mabait (kind),
masintahin (loving), and matapang (brave) (Casaysayan, 1891, pp. 177-179).
Since the Marinduquefios used the pasyon for the Pugutan play long
before the creation of a standardized script, Longhino was treated in
Marinduque as a bayani, a folk hero known for defending the truth
(Roces, 1961, p. 255; De la Paz, 2014, p. 117).

Due to the limited availability of reference materials, Moreno’s
research on the historical Longinus had some errors. “According to
my research,” Moreno (2006) wrote, “Cassius Longhino was a known
Roman philosopher who lived almost three centuries after the death
of Hesus. But like his life story in the Pugutan play, the real Longhino
rebelled against the Roman Empire and was condemned to death due
to the revolt he incited. It was funny to know that the real Longhino
and the Longhino in the play shared the same fate, just differing in
time” (p. 1). He appears to have conflated two different historical
figures: the philosopher Cassius Longinus (c. 213-273 CE), to whom
On the Sublime is attributed, and the general Gaius Cassius Longinus
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(86-42 BCE). Gaius Cassius Longinus and Marcus Junius Brutus (c. 85-
42 BCE) led the assassination of the Roman dictator Julius Caesar
(100-44 BCE). Interestingly, the general met his death the same way
Saint Longinus did: it was told that his “head was found severed from
his body” (Plutarch, 1998, p. 852-  853)." The blame, however, does
not solely rest on Moreno’s shoulders. Carunungan, too, committed
the same error, calling the soldier-saint “Gassio Longhino” and “Caius
Cassius” (Carunungan, 1976a; Carunungan, 1976b).

Historical Imagination through Hudas

Understandably, given its deep influence to his fellow
Marinduquefios, Moreno could not easily dismiss the Longinus story,
no matter how fictional it was. What he could do, “within the range
allowed by competent sources,” was provide an “accurate approximation
of the past” (Agoncillo, 1965, p. 10). This was achieved by identifying
general trends in the context of Judeo-Roman history and by filling the
gaps between stories with careful attention to the logic of their worlding.
These techniques of re-creating the past—and later, putting it into the
language of theater —constitute what historians call “historical
imagination” (Agoncillo, 1965).

Moreno is insightful enough to see the gaps in the Christian
narratives that have long puzzled scholars. One of these is Hudas’
motive for betraying his maestro. In an attempt to make things fair to
the characters, Moreno emphasized Hudas’ good nature (“mabuti niyang
katauhan”) in the first script. This portrayal runs against the pasyon’s.
There, Hudas was repeatedly called tampalasan (‘wicked, rude’), palamara
(‘ingrate”), and lilo (‘cruel, without conscience, traitor, ungrateful’)
(Casaysayan, 1891, pp. 64, 78, 81, 96-97). The Gospels, nevertheless,
identified greed (Matthew), demonic possession (Luke), and a combination
of both (John) as Judas” motive (Pagels & King, 2007, pp. 3-31).

Perhaps unknown to Moreno, his 2006 portrayal of Hudas in the
Gasan Pugutan mirrors the contemporaneously discovered Gospel of
Judas. Not described as “the incarnation of evil,” the Judas of the Gospel
of Judas was “Jesus’s closest and most trusted confidant—the one to
whom Jesus reveals his deepest mysteries and whom he trusts to initiate

14 The story of Cassius appears in Plutarch’s biography, Life of Marcus
Brutus (Plutarch, 1998, pp. 813-861). Pindarus, Cassius’ slave, either killed his
master or assisted him in committing suicide. Interestingly, Cassius (Cassio)
and Judas (Giuda Iscariotto) would meet in Dante Ahghlen s Inferno. In Canto
XXXIV, the traitors (traditori), including Brutus (Bruto), were perpetuall
chewed by the three-mouthed Lucifer at the freezing fourth ring of the nint
circle of Hell (Alighieri, 1994, pp. 364-373).
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the passion” (Pagels & King, 2007, p. 3).®

Rather than greed or demonic possession, it was the need to
provide his dead mother with a proper burial that pushed Hudas to
accept the thirty pieces of silver. In earlier scenes earlier of Moreno’s
play, Hesus asked about Hudas” mother, to which Hudas replied that
she was still ill and almost bedridden. Hudas’s humble life was probably
due to his being a disciple of Hesus. His refusal to ask Hesus to heal
his mother signals the pureness of his heart—akin to Longhino’s
timtimang loob—rather than greed and evil. He did not exploit his
connection to Hesus, even though Hesus, in Moreno’s Pugutan, brought
his dead friend Lazaro back to life.

By rationalizing Hudas’ traitorous act through his mother’s burial,
Moreno also demonstrated Filipino filial culture. This is apparent in
how Mary is venerated by Filipinos as the Mother of God (theotokos),
calling her “Inang Maria” or “Mama Mary” (Javellana, 1991, pp. 155-164).
In the pasyon, Ileto (1979) observed in the “extensive treatment of Jesus
Christ’s preparation to depart from home... a classic exposition — found
in common soap operas and novel —of the role of utang na lo6b in
defining an adult’s response to his mother’s care in the past” (p. 14).
Furthermore, theologian Michael Demetrius H. Asis (2021) explains
through the Easter salubong — also practiced in the Marinduquefian
Lent— the Filipino appropriation of Christianity:

The cultic practice of the Easter salubong, where the Risen
Christ meets his mother may not be historically precise, but
the only “real Jesus” — the Jesus that the Filipino can actually
encounter meaningfully is one who, out of love and affection,
meets his mother ahead of the rest after having beenrisen...
Any other Jesus would have made no sense. (p. 1)

God could perhaps forgive an act of betrayal — after all, as emphasized
in the Gospel of John, everything was according to the divine plan—but
abandoning one’s dead parent would mean that one has no utang na
loob (debt of gratitude), and thus, a palamara and lilo too.

In the 2007 script, however, Moreno removed the angle about
Hudas and his mother. Here, we see aradicalized Hudas who downplays
Hesus’ pacifist stance. He asserts that the body, rather than the soul,
must be freed first, and that freedom would only come with the downfall
of the Roman Empire. In Moreno’s new play, what Hudas puts into
words, Barabas turns into action. Unlike the 2024 version of the Gasan
Pugutan, where Pilato succumbs to madness, Moreno ends his play

15 The Gospel of Judas was made public by the National Geographic
Society only in April 2006, possibly around the time when Moreno’s 2006
Pugutan was being performed (Pagels & King, 2007, pp. xi-xxiii).
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with a local rebellion that pushes Pilato to stab himself. Through Hudas,
Moreno was able to show the sociopolitical context of first-century
Judaea, a Jewish-dominated province governed by a Roman prefect
under the Syrian legate. The lack of social services and the radicalization
of the masses have blended meaningfully in a milieu of messianic
revolts, Judaean class conflict, and unstable Roman-Jewish relations.

Claudia, Magdalena, and the History from Below

Moreno’s “imaginative understanding” (see Agoncillo 1965, pp.
11-12) enabled him to reflect on the other characters in the story,
especially the marginalized ones. The Pugutan tradition is clearly
male-centered. For example, within the logic of the plot, the character
Claudia was valued mainly for her stunning beauty rather than her
words, thoughts, and feelings. Her beliefs and perspective were further
downplayed when a love triangle —between Claudia, Longhino, and
Pilato — was introduced into the play. Consequently, Claudia’s defense
of Longhino appears to be motivated by her infatuation, not by the
things she firmly believed in.

Believing that it would “bring a more human touch” (Peterson,
2016, p. 87), the love triangle was added by Celso Al. Carunungan and
Carmencita O. Reyes (1931-2019), the Marinduque politician-auteur
known for the major modifications in the Pugutan and the Moriones.
Watching the play in 2005, Peterson (2007) wrote, “Pilate’s wife, Claudia,
forms the subplot that moves the rest of the evening’s events along by
fueling the conflict between Longinus and her husband. The only female
role with significant dialogue, Claudia urges her husband to spare
Longinus... Pilate rejects her advice and condemns the soldier to death”
(pp. 330-331). Wendt (2016) further noted that, “the tragic love story
between Claudia, the wife of Pilate, and Longinus has become the
center of attention” (p. 115).

Removing this, Moreno (2006, p. 1-2) said that he added scenes
to show the “wagas na pagmamahalan” (true love) between Pilato and
Claudia. Rather than portraying Claudia as infatuated with Longhino,
she, alongside Abenader, simply encouraged Longhino to stop hiding
and face his persecutors.

Viewing an earlier age from an insider’s perspective (as rephrased
from Tosh, 1984, p. 10), Moreno chose to “soften” the character of
Claudia. According to him, “Si Claudia ngayon ay may kahinahunan at
may pagtitimpi sa sarili, malayo sa Claudia noon na naninigaw ng asawang
gobernador sa harap ng mga maharlikang panauhin” (Claudia now is now
calm and has self-control, far from the Claudia of old who shouteds at
her husband, the governor, in front of his noble guests) (Moreno, 2006,
pp. 1-2). It intended to show the male domination, if not misogyny, of
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Roman society. As Moreno commented, “Kapansin-pansin ang ganitong
kalagayan sa mga lumang kasaysayang Romano na walang naging malalim
na puwang para sa naging ambag ng kanilang mga kababaihan” (This
condition of having no space for the role of their women is evident in
the old Roman historical texts) (p. 2). Strong words from Claudia, like
those written by Carunungan below, are absent in Moreno’s 2006 script.

Pilato: Nasasabi mo iyan dahil ikaw ay isang babae...

Claudia: Tunay nga ako’y isang babae. At ito’y aking
ipinagmamalaki. Pagka’t sa kahariang ito, higit na may
katuwiran kaysa sa iyo ang mga babae. Alam nilang lahat
na si Hesus ay tunay na tao at tunay din na Diyos. Alam
nila iyan. Kaya’t hindi mo ba napansin na sa buong Herusalem
ay wala ni isang babae na humamak sa kanya? O umaglahi
man? O hindi naniwala sa kanya? Hindi mo rin napansin
na lahat ng nagparusa sa kanya'y pawang lalaki na katulad
mo?

[Pilato: You are just saying that because you are a woman...

Claudia: I am indeed a woman. And I am proud of it. For
in this kingdom, women have a greater sense of reason than
you. They all know that Hesus is truly a man and a God
too. They know that. Haven’t you noticed that in all
Herusalem, there wasn’t a single woman who insulted him?
Or scorned him? Or did not believe in him? Didn’t you also
notice all those who punished him were men like you?
(Carunungan, 1976b, translation mine)]

Perhaps reflecting on the potential repercussions of a “softer”
Claudia, Moreno introduced a new character, Magdalena, in his 2007
script. As the narrator of the Pugutan story, Magdalena was able to
present the point of view of oppressed women in Judaea. Through her
words, viewers could closely relate women with the suffering masses.
For instance, in the same breath, Magdalena says, “ang mga kababaihan,
ang buong sambayanan” (the women, the entire nation) (Moreno, 2007,
p- 4). Unlike the 2006 script, where the play ends merely with Pilato’s
suicide, Moreno added a monologue to close the 2007 play. This
monologue highlights Magdalena not only as the voice of the women,
but also the voice of the people from below —a fighter for katarungan
(justice), katwiran (reason) and katotohanan (truth) who rallies the
audience with a call for action:

Ang landas tungo sa katotohanan ay masusumpungan
lamang ng mga taong nais kumilala nito. Ang realidad ng
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buhay ay matatagpuan lang ng mga taong may sapat na
lakas};g}lloob na lagl?bayin ang m%sul%al na dagan ng kaENiran
at katarungan. Ito’y nangangailangan ng pambihirang
katatagan sa pagtangan ng mga simulaing iyong inakap,
pinaglaban at pinagbuwisan ng buhay.

Ang mga kaganapan ng lipunan ay nagpapakita sa atin n
iba t—il?ang gmul?ha atg kghuluggn nggp bI?Jhay. Himala%
Pandarahas, Pagkaalipin, Pagkaapi, Pag-aaklas,
Pagpapanggap, Sabwatan, Pagkakanulo, Kapangyarihan,
Katwiran, Paninindigan, at Pag-ibig sa sanlibutan.

Akong sumisimbolo sa mga kababaihang dinahas at
pinagsamantalahan ng lipunan, subalit natutong bumangon
upang tanganan ang anC%aI atrespetong ipinagkait sa amin
ng di patas na soyedad [sic]. S1 Claudia, si Barabas, si
Longhino at si Hesus. Kami ay ilan lamang sa yumaka}l)) sa
katarungan at katwiran. Sa ating patuloy na paglalakbay
sa mundong ito, nawa'y humango tayo ng aral sa
magkakaibang istoryang aming inukit. Katulad ni Longhino,
ating palaganapin ang dakilang mensahe ng katubusan,
pagpapakasakit at walang hanggang pag-ibig.

Sa pagsikat muli ng mapulang umaga, guguho ang moog
ng kasakiman at pagsasamantala. At sa sinapupunan ng
dakilang simulaing ating hinubog sa gitna ng pakikibaka
at pagkilos, isisilang ang isang bagong lipunang namamandila
ng pag-ibig, pagkapantay-pantay, katarungan at kapayapaan.
Kapit-bisig, halina’t lakbayin natin ang bagong daan ng
kapayapaan. Sa ngalan ni Hesus, ni Kapitan Cassius Longhino
at lahat ng mga martir na nagbuwis ng buhay para sa
katubusan ng buong daigdig, taas-kamao nating lakbayin
ang landas tungo sa katotohanan.®

[The way to truth can only be found by those who are willing
to acknowledge it. The reality of life can only be found by
those who are brave enough to walk the rugged path of
reason and justice. It requires extraordinary steadfastness
in holding on to the principles you have embraced, fought
for, and sacrificed your life for.

Societal events show us the different faces and meanings of
life. Miracles, Violence, Slavery, Oppression, Rebellion,
Pretense, Conspiracy, Betrayal, Power, Reason, Principles,
and Love of the world.

I symbolize the women who have been oppressed and

16 Although Moreno himself does not see his work as an “Aglipayan
script” (see footnote 13), I could not help but compare these closing words by
Magdalena to Bishop Gregorio L. Aglipay’s “revolutionary” exegesis of the
life of Jesus, particularly his Seven Last Words, as read by Peter-Ben Smit. “In
Aglipay’s interpretation,” Smit (2017) remarked, “Jesus was executed as a
revolutionary... Aglipay arrives at a highly political and —in view of the colonial
situation in which the treatise was written — a highly contextual interpretation
of the life of Jesus, in which probably much of %ﬁs own story and that of his
movement fuse with that of Jesus” (p. 78).
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exploited by society, but have learned to rise up to claim
the dignity and respect denied to us by an unfair society.
Claudia, Barabas, Longhino and Hesus. We are just a few
of those who have embraced justice and reason. As we
continue our journey in this world, may we draw lessons
from the different stories we have carved. Like Longhino,
let us spread the great message of redemption, sacrifice, and
eternal love.

As the red sun dawns again, the fortress of greed and
exploitation will crumble. And in the womb of the great
principles we have shaped in the midst of struggle and
action, a new society will be born that exudes love, equality,
justice and peace. Hand in hand, let us walk the new path
of peace. In the name of Hesus, of Captain Cassius Longhino
and all the martyrs who gave their lives for the redemption
of the entire world, let us walk the way to truth with our
fists raised high. (Moreno, 2007, p. 35, translation mine)]

Conclusion

For a long time, both the production of the Pugutan play and the
scholarship surrounding it have been framed primarily in terms of
social function. This paper examines the case of the 2006-2007
performances by closely reading the scripts and situating them in their
historical and literary contexts. Marjun Sosa Moreno, the scriptwriter,
aimed to show the truth through the play- not only the theological
truth, but also the historical one. He employed an interpretation of
history through theater, bringing what really happened back to the
heavily dehistoricized Pugutan story. He, however, encountered
challenges, since the Longinus tale largely resides in fiction. To resolve
this, he made use of historical imagination, providing alternative
answers to old questions and amplifying the voices of the unheard.
Although Moreno’s Pugutan theater asserts what is historically true, it
does not entirely disregard the story’s rhetorical power. Thus, at least
by reading the script, we see Magdalena end the play with a raised fist,
ready to walk the way to truth.
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