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FOREWORD 
	

	

Welcome to this Learning Resource for MUSIC 

This Learning Resource was developed by experts from the National Commission for Culture 
and the Arts as a reference to aid you in developing rich, meaningful, and empowering learning 
in the creative fields. Every effort has been exerted to produce a Self-Learning Learning 
Resource that incorporates the most fundamental elements and principles of each discipline, 
while providing a spiraled, scaffolded, and multi-sensory approach to allow you to explore your 
innate creativity while building discipline and rigor in your chosen discipline. 

Each lecture, activity, or reflection here is designed to be meaningful. Each one designed to 
build from the previous one, and each one with the objective of building up for the next skill or 
competence. We hope that you will find these activities challenging but empowering, and that 
your potential as a Filipino artist and Creative is further enhanced and inspired. 

These Learning Resources take into consideration the various limitations and challenges 
brought about by the current situation and provides you with the flexibility to manage content 
and pace to your individual needs while maintaining standards for creativity, embodying 21st 
Century skills, and aspiring towards artistic excellence. Beyond compilations of dry information, 
these Learning Resources seek to develop Higher Order Thinking Skills of Analysis, Evaluation, 
and Creation. 

If you are planning to use this Resource as a facilitator or teacher, you are expected to guide 
and orient your learners in the proper and efficient use of this Learning Resource. Most, if not all 
activities, will entail exploration, investigation, and experimentation, as such it is imperative that 
you, as the facilitator, establish the guidelines which will allow your students to be creative but 
within responsible, safe, and academically-sound limits. Your guidance and mentorship is 
expected and encouraged throughout the learning process. 

We look forward to your journey as an artist, MABUHAY! 

 
 
 
 
 
 
 
 
 
 



 
INTRODUCTION AND OBJECTIVES 

This Learning Resource Module introduces an inspiring range of western musical history from 
Baroque to Romantic side by side with music in the Philippines during the Spanish Colonial 
Period. These are commonly used categories, which are useful for identifying styles style by 
listening, analyzing, and performing chosen musical pieces from Europe as well as the 
Philippines. 

 
At the end of the Learning Resource, you will be able to: 

1. Demonstrates an understanding of cross- cultural comparison between Philippine and 
Western musical development. 

2. Explain how socio- cultural functions and historical events affect musical forms and 
styles across Philippine and Western society. 

3. Explain functions of music of the Spanish Colonial Philippines and Western Periods 

4. Identify major composers of the different periods, their style and major contribution. 

5. Perform music through singing or playing musical instruments in the Spanish Colonial 
Period of the Philippines and the Western society.  

 

This Learning Resource is applicable to the following DepEd Codes:  

SPA_MU9-IIIa-1  

SPA_MU9-IIIb-2 

SPA_MU9-IIIc-3 

SPA_MU9-IIId-4  

  

  

	
	
	
	

 



P H I L I P P I N E   M U S I C  
In the context of the American and Japanese Occupation 

 
 HISTORICAL SETTING 

 By the early 1800s, Europe would be gripped by wars between nations, changing 
political alliances between heads of states, rising nationalism, and shifting economic 
fortunes. Spain would get embroiled in the Napoleonic wars (1803-1815) which would 
deplete her resources and stretch her army’s capacity. This would also lead to her 
downfall as a colonial force. Her colonies would be rocked by revolutions fuelled by poor 
governance and rising nationalistic tempers. One by one, Spain would lose her 
colonies.  

 With so much wealth from her colonies, Spain was lulled into economic 
complacency. Industries that would have strengthened the economy suffered from the 
influx of foreign goods and were underdeveloped. At the end of the years of war, Spain 
was bankrupt economically and had to dispose of her colonies. Florida was sold to the 
young American republic for 5 million dollars in 1819.  

 Internal political strife and economic problems made it difficult for Spain to focus 
on sustaining her remaining colonies. She was unable to stem the Cuban revolt and 
suffered defeat at the hands of the United States which entered the conflict with much to 
gain in 1898. 

 In the Philippines, the discontent of the masses would soon be felt by the middle 
class. Whereas the masses had been suffering from poverty and oppression for the 
longest time, the middle class would start the movement that sought to reform the 
colonial government late into the Spanish colonization. The middle class had the unique 
situation of being privileged but also threatened. They were not Spanish enough.  
Although they were affluent, many of them were inquilinos who rented land from the 
Spaniards. Although they were educated and spoke the language of the Spaniards, they 
were not free to express the degree of their enlightenment. Their exposure to European 
ideas made them look at their own situation and question the ruling power. After years 
of division, they have come to perceive that collective suffering  bound the inhabitants, 
the subjects of the Spanish crown, the indios, the Filipinos.  

 The insecurity of the Spanish authorities made them discriminate against native-
born priests. Although more than a dozen Filipino priests have already been ordained, 
the Spanish authorities chose to assign parishes to foreign missionaries. Based on their 
Mexican experience, they feared that the Filipino priests would encourage revolution 
against Spain and exerted all efforts to marginalize them. The Filipino priests banded 



together to petition the crown in their favor but events prevented the petition from even 
leaving the Philippine shores.  

 Fr. Jose Burgos published a defense of the Filipino clergy in a well-written 
pamphlet and again in a newspaper. This brought undue Spanish attention and his mail 
was censored. When a mutiny in Fort San Felipe, Cavite occurred in January 21,1872, 
Fr. Burgos was framed as the 
instigator along with Fr. Mariano Gomez and Fr. Jacinto Zamora.  The three were found 
guilty and sentenced to die by garrote vil.  

 This sent a chill to all sympathizers of the priests and those who were advocating 
for reform. Those who could afford fled to Europe to escape the strangling political 
climate. Paciano Rizal, a student of Fr. Burgos arranged for his passage to Europe for 
his younger brother Jose Rizal in 1882. There, away from the hands of the colonizers 
and out in the world of freedom, the young Rizal would band with compatriots and 
launch the Propaganda Movement to gain representation in the Spanish cortes and help 
shape the future for the Philippines. The movement failed to produce this result. Upon 
his return to the Philippines in 1892, Rizal was deported to Dapitan for writing the 
incendiary Noli Me Tangere.  

 Rizal’s deportation gave birth to the Katipunan, a secret society aiming to 
overthrow the Spanish colonizers by force, even at the cost of their lives. It was led by 
Andres Bonifacio, an associate of Rizal in the defunct La Liga Filipina. When Bonifacio 
saw what happened to Dr. Jose Rizal, he became fully convinced than only an armed 
revolution would advance the cause of freedom for the Philippines. Four months before 
Jose Rizal was executed by firing squad in Bagumbayan (Luneta) Manila, the 
government authorities discovered the secret of the Katipunan. The revolution started 
and it would be marked by bloodshed and reprisals as well as intrigue and infighting 
among the Filipinos. Andres Bonifacio would die in the hands of his fellow Katipuneros 
and Emilio Aguinaldo would try his hand at global politics and fail. Spain was not about 
to allow the lowly indios to get the better of their masters. Engaged in war with America 
on the other side of the globe, Spain decided to cut her losses. The aftermath of the 
Spanish-American war was American control of Cuba, Puerto Rico, Guam, and the 
Philippines. The Philippines was ceded by Spain to the United States of America for 20 
million dollars in the Treaty of Paris in 1898. 

 

 

 

 



AMERICAN REGIME 

When the Americans 
arrived, their avowed goal was 
to uplift the situation of the 
Filipinos and prepare them for 
self-rule. The conquest was 
done with a multi-prong 
approach. As the American 
military actively engaged in 
quelching the Philippine 
revolution, the military 

government consolidated its base 
with the Filipino principalia. The 

government was reorganized. There were rapid developments in public infrastructure 
and the public school system was also quickly overhauled.  

Teacher-training schools were given extra support. In the meantime, American teachers 
and Protestant missionaries arrived aboard the United States Army transport ship 
Thomas (1901) to aid the public school system and to train future teachers in the use of 
the English language which became the medium of instruction. Education became a 
right for every youth and a very powerful tool to conquer the heart and 
soul of the Filipino people. 

The schools left behind by the Spaniards were recycled and new ones were built. 
In many communities, vocational schools were opened to address the need to develop 
work skills for employment and livelihood. Private Catholic colleges continued to 
operate but higher public education was given impetus with the opening of the 
Philippine Normal University in 1901, the  West  Visayas  State  University in  1902,  the  
Philippine  College  of Medicine in 1905 and the University of the Philippines in 1908. Of 
these institutions, the University of the Philippines will play a major role in the 
development of music in the Philippines. By 1916, it founded the Conservatory of Music 
that would nurture many music artists at that time. Francisco Santiago (1889-1947) 
was named dean. Other music artists and composers would enter the halls of the UP 
Conservatory of Music either as teachers or students. Names that come to mind are 
Bonifacio Abdon (1876-1944), Dr. Alexander Lippay (1892-1939), Nicanor Abelardo 
(1893-1934), Antonio Molina (1894-1980), Jovita Fuentes (1895-1978), Hilarion 
Rubio (1902-1985), Col. Antonino Buenaventura (1904-1996), Dr. Rodolfo Cornejo 
(1909-1991), Ramon Tapales (1906-1995), Lucio D. San Pedro (1913-2002), Restie 
Umali (1916-1998). 

 

          Thomasites and Filipino students from Pinterest	



The U.P. Conservatory of Music 
would also serve as a melting pot 
of musicians, a creative ground 
and the repository of the Filipinos’ 
musical genius. Many of Nicanor 
Abelardo’s masterpieces were 
written during his UP days. Up to 
this day, the UP College of Music 
has in its collections the original of 
the Cinderella Overture that 
Abelardo wrote in 1931. UP 
Naming Mahal, the school hymn 
was written by Abelardo. 
 

In the field of education, primary schools, secondary schools, and colleges were 
open ed. Books published in the United States flooded the schools. These included 
song books in English depicting American life and espousing American values, folk 
songs from around the world translated in English, and children’s songs written by such 
luminaries as Paul Hindemith, Franz Schubert, and Edvard Grieg. These songs were 
completely different in melodic design, rhythm, and ethos from Hispanic Filipino songs 
that were already well-developed at that time.  

Masterpieces of world music were also included in the music fare of students. 
These included songs like Lord, Thy Glory based on L.V. Beethoven’s 9th symphony, 
All Glory, Laud, and Honor based on a chorale by J.S. Bach, Bell Song from the 
operetta Prinz Metthusalem by Johann Strauss, to name a few.  

Aside from these, Filipino folk songs were incorporated in the music curricula. 
Since the beginning of the 1800s, there had been renewed interest in folk songs and 
this continued up to the American period. Norberto H. Romualdez (1875-1941), who 
also wrote his own zarzuela, was one of those in the forefront of collecting and 
preserving Filipino folk songs. His service in the production of the Philippine Progressive 
Music Series is invaluable in committing to record important folk songs and melodies 
such as Walay Angay from the Visayas, Uncoy, Uncoy based on a Philippine dance, No 
Te Vayas from Zamboanga, Magtanim ay Di Biro of the Tagalogs, Botocan Falls from 
the Mountain Province, and Alinmang Lahi attributed to Dr. Jose Rizal. However, it is 
common to find the folk songs translated in English. In fact, even the Philippine National 
Anthem was translated into English. Composers would use of folk melodies as motif or 
basis of a composition such the introduction of Awit ng Magsasaka by Hilarion Rubio 
which was based on a folk tune “Dampa”.  

UP College of Music  
University of the Philippines  
	



Young composers and song writers of note were also able to contribute to the 
effort to include Filipino music in the music series for schools. These include Jose G. 
Santos, Arturo Molina, Hilarion Rubio, Bonifacio Abdon, Francisco Santiago, Francisco 
Buencamino Sr., Ramon Tapales, and even Romualdez himself. Their contributions not 
only exposed Filipinos to their own music but also helped establish the different styles of 
composed music of that time.  

VOCAL MUSIC 

Church music bequeathed by the Spaniards remained untouched by American 
influence for a long time. The Americans were mostly Protestants and to combat 
Catholicism, they established their own churches that used the old English hymnals. 
However, the Catholic faith had already been ingrained into Filipino life and culture that 
Latin sung masses, liturgical and paraliturgical songs such the pasyon and sinakulo 
would survive the American cultural offensive. Even the comedia with its moro-moro 
would live on up to the 1960s in remote towns and villages.  

The American regime would meet resistance from the Filipinos in many forms. 
The Filipino theatre came alive with many plays that expressed the dissatisfaction with 
another foreign ruler and the Filipinos’ desire to be free. One sarsuwela that calls for 
attention is the work of playwright Aurelio Tolentino in 1908 entitled Germinal to the 
music of Francisco Buencamino Sr. (1883-1952). In 1909, Pantaleon Lopez would 
write another seditious play entitled Ave de Rapina which drew the ire of the American 
authorities. Playwright, producers, and actors of such plays would suffer from legal 
battles, constant surveillance and censorship of their work, even physical harassment 
and torture at the hands of the police. Even veiled references to American oppression 
and the Filipinos desire for freedom and the ruling power would immediately result in 
clamp downs and repression. The conditions hastened the decline of the sarsuwela.  

Bonifacio Abdon wrote songs for sarsuwelas produced by his brother-in-law and 
theatre luminaries such as Aurelio Tolentino. These songs served as musical relief from 
the dialogues of theatre. Audiences also looked forward to heights in the stage drama 
when hero and heroine express their sentiments, profess their love and protagonists 
outdo each other in a song. A sarsuwela is not complete without a vocal rendition from 
the characters. Abdon’s songs show the budding of the kundiman as a song form.  

The kundiman is a sentimental love song that follows the tonality formula of 
minor-major. It is largely written in Tagalog and is said to be used for the harana. Its 
origin is uncertain but there is likelihood that it came from folk songs of the Spanish era, 
found its way into the sarsuwela, and finally refined as an art song by composers such 
Bonifacio Abdon, Francisco Santiago, and Nicanor Abelardo.  



The finest specimens of the kundiman would come from the pen of Santiago and 
Abelardo. Cancion Filipina of Francisco Santiago is a masterpiece of lyricism.  
Abelardo’s Ang Aking Bayan is a different kundiman. It uses melodic devices suggestive 
of an operatic aria such as a four-measure vocal cadenza. Mutya ng Pasig also by 
Nicanor Abelardo is a work of genius. Its beginning chords sound impressionistic but 
also evocative of the kumintang. These composers would marry words and melody and 
use inner harmonic changes in the chords that add color to the music.  

The accompaniment to these songs are also well-written, never drowning the 
melody nor insipid and inconsequential. Providing the creative setting to the beautiful 
melodies, the accompaniment also demands virtuosity from the pianist so singer and 
accompanist work hand in hand in careful balance to give life to the music. The 
kundiman’s binary form would also be firmly established with section A in minor tonality 
and section B in major tonality while an instrumental part became a fixture of section B1. 
This form, however, would be adopted by other composers at that time for songs that 
did not share the spirit of the kundiman. 

Tiririt ng Maya by Francisco Buencamino, Sr. follows the tonality formula but it is 
written in lilting rhythm characteristic of Filipino folk dances. Even the subject of the 
song is not in keeping with the kundiman’s. Buencamino’s Bajo Los Cocoteros is 
interesting to study. It is in cut time and it follows the minor-major tonality formula. The 
music lends itself naturally to a danza form but Buencamino seemingly deliberately 
moved away from the danza.  

If ever the kundiman was used for harana or to express a nationalistic sentiment, 
in the hands of great composers, the kundiman became an art song able to stand on its 
own as worthy of a place in a concert or song recital and able to challenge vocalists to 
demonstrate mastery of the art of singing. 

Folk songs abounded from the different regions of the country. Almost every 
language yielded its own uyayi. Lighthearted songs of courtship were probably 
composed and their composers soon forgotten. These include the Tagalog Leron, Leron 
Sinta, Ilocano Ti Ayat Ti Maysa nga Ubing, Kapampangan Manang Biday, Bicolano 
Sarung Banggi, and the  Visayan Lulay, and many more. New songs were also 
composed including social commentaries of the times like Penpen de Sarapen, 
Paruparong Bukid, and Sit-sirit-sit Alibangbang.  

 

 



An analysis of Sit-sirit-sit reveals some of the criticisms of the times. 

“Sit-sirit-sit,	alibangbang,	salaguinto,	salagubang	

	Ang	babae	sa	lansangan,	kung	gumiri	parang	tandang.”	

Women are being likened to the male chicken or cockerel that is trying to mate 
with a hen. This shows how women have become more aggressive and taken the 
initiative in finding a partner. 

“Santo	Nino	sa		Pandacan,	puto	seco	sa	tindahan;	

	Kung	ayaw	kang	magpautang,	uubusin	ka	ng	langgam.”	

The line reveals how Filipinos have come to depend on debts for their everyday 
needs. 

Penpen de Sarapen makes fun of the Filipinos’ attempts to speak English 
comparing it to carabaos trying to speak in the lines 

“Penpen	de	sarapen	de	cuchilyo	de	almacen	

	Haw,	haw	de	carabao	de	batuten.”	

	

Paru-parong Bukid is a metaphor for the 
women of the times whose ways have changed. 
Whereas the Filipina used to be shy and 
unassuming, she is now likened to a butterfly 
who is flying free in the grassland. Whereas 
women used to be confined to their homes, 
women had by then become more free to move 
about. Whereas her clothes used to hide her 
body, now her dress is shorter. It also comments 
on how the women have taken to make-up and 
adornments and how they have started to move 
in ways to attract men. 

	



“Paru-parong	bukid	na	lilipad-lipad,	sa	gitna	ng	daan	papagapagaspas;	

	Isang	bara	ang	tapis,	sandangkal	ang	manggas;	(shorter	clothes)	

															Ang	sayang	de	cola,	sang	pyesa	ang	sayad.	(long	skirt	with	exaggerated	train)	

	 	May	payneta	pa	siya,	may	suklay	pa	man	din;	

	 	Naguas	 de	 ojotes	 ang	 palalabasin.(skirt	 of	 eyelet	 or	 underskirt	 is	 exposed,																									
lack	of	modesty)	

	 	Haharap	sa	altar	at	mananalamin,	at	saka	lalakad	ng	pakendeng-kendeng.”	

														(altar	is	the	mirror	or	tocador,	and	the	woman	walks	with	exaggerated	sway	of	the	hips)	

	

Nationalistic songs were hushed during the American regime. The Marcha 
Nacional de Filipinas was composed by Julian Felipe (1861-1944), soldier and 
musician, in 1898. The words came from a poem written in Spanish by soldier and poet, 
Jose Palma in 1899. The first half of the century were years of humiliation for the 
Filipinos and the anthem. The American administrator banned the singing of the anthem 
and the display of the Philippine flag. 

Protest songs were also written during the American era. Francisco Santiago 
wrote the stirring hymn Pilipinas Kong Mahal. Filipino composers continued writing 
songs about the heroes and martyrs of the Spanish revolution. Some the songs written 
are Bagumbayan by Santiago, Malolos Hymn by Buencamino, Mi Ultimo Adios by 
Abelardo to the poem of Dr. Jose Rizal, and Pag-ibig sa Tinubuang Lupa composed by 
Restie Umali to the poem of Andres Bonifacio. 

Some were written in the kundiman form but whose words alluded to the plight of 
the Filipino nation and the Filipinos’ desire to be free. Juan S. Hernandez (1881 – 
1945) wrote Canto Patriotico de Maria Clara in 1905. The irony of its design is 
something to consider. The first section is in the relative minor tonality and the melodic 
line poignant but the words are joyful. The second section is in the major tonality, the 
melody brighter but the words are more melancholic. 

 

 

 

 

 



Dulces	las	horas	en	la	propria	Patria	 	 	 (Sweet	are	the	hours	in	one’s	own	land)	

donde	es	amigo	cuanto	a	lumbra	el	sol.																							(where	all	are	friends	under	the	shining	
sun)	

Vida	es	la	brizas	que	en	sus	campos	vuela;	 	 (Life	is	the	breeze	that	blow	in	the	fields)	

Grata	la	muerte	y	mas	tierno	el	amor.	 	 (Death	is	pleasant	and	love	is	more	tender)	

Dulces	la	muerte	en	la	propia	Patria	 	 	 (Sweet	is	death	in	one’s	own	land)	

donde	es	amigo	cuanto	a	lumbra	el	sol.	 	 (where	all	are	friends	under	the	shining	sun)	

Dulces	la	muerte	para	quien	no	tiene		 	 (Sweet	is	death	for	one	who	doesn’t	have)	

una	Patria,	una	madre	y	un	amor.	 	 	 (A	homeland,	a	mother	y	someone	you	
love).	

Bonifacio Abdon’s Diwata (Kundiman 1920) may sound like a love song but the 
words are clearly patriotic. 

“Sa	tapat	ng	laging	palangiting	araw	na	lumalaganap	sa	dagat	ng	silangan,	

		May	mutyang	masuyo’t	libid	kayamanan	na	giliw	ang	handog	sa	pusong	may	damdam.	

		O	bayang	maligaya	ng	aking	paggiliw,	pusong	lakambini	kalong	salamisim;	

		Ang	iyong	pagluha’y	sandalling	pigilin;	ang	kundimang	ito,	Mutya,	iyong	dinggin.	

		Bulaklak	na	aking	laging	pinithaya	ang	ikaw’y	makitang	may	sariling	laya.	

		Sa	dagat	silangan	butihing	Diwata;	malinis,	mapuri,	bihis	sa	dalita.”	

In 1929, Bayan Ko was translated from Spanish by poet Jose Corazon de Jesus 
and set to music by Constancio de Guzman (1902-1982). The melody was simple but 
stirring and although it followed the tonality formula of the kundiman, it does not have 
the same spirit and flavor. The words are flagrantly patriotic and at that time it was 
written, subversive. 

“Ibon	mang	may	layang	lumipad,	kulungin	mo	at	umiiyak;	

	Bayan	pa	kayang	sakdal	dilag	ang	‘di	magnasang	makaalpas.	

	Pilipinas	kong	minumutya,	pugad	ng	luha	ko’t	dalita;	

	Aking	adhika,	makita	kang	sakdal	laya.”	

 



It is not known if this song was even sung openly during the American regime. It 
would be used as a protest song during the EDSA revolution of 1986 perhaps because 
despite having won its freedom, the Philippines continues to experience tyranny from 
among its own and social justice remains an elusive dream for many Filipinos. 

In the 1930s, the Philippines would be rocked by grassroots movements that 
stemmed from problems with agrarian reform and unfair labor practices. The epicenter 
of the movement was Central Luzon where there were many descendants of 
encomenderos. The farmers, laborers, and simple folks who were experiencing social 
injustice were further radicalized by the entry of the Partido Komunista ng Pilipinas 
(PKP) and the Partido Sosialista ng Pilipinas (PSP).  These movement gave birth to 
protest literature and protest music. Many of the poems and songs talked of the lofty 
desire to be free from oppression and exploitation. At first the melodies were borrowed 
from popular tunes but later on the movements produced songs such as “Gumising Ka, 
Kabataan” and “Babaeng Walang Kibo” that PKP used to enjoin both the youth and the 
women to join the ranks of the revolutionaries and “Hustisya ng Bathala” that painted 
the PSP’s vision of a nation of harmony and equality. 

The threat of Japanese invasion galvanized the workers’ movements to join 
ranks with fellow Filipinos to resist another invader. From this emerged the 
HUKBALAHAP or Hukbong Bayan Laban sa Hapon. The “Huks” became known as a 
singing force. Songs were used to give announcements to members and sympathizers. 
Songs were used as signals to warn or to launch attacks. Songs accompanied by 
guitars and bandurrias were used in the thick of battle to boost morale. Songs were 
used to soothe the pain of a brethren lost, family missed, and a loved one long forgotten 
Some of these songs include “Sulong Gerilyerong Sandatahan,” “Hukbo ng Bayan,” “Ing 
Bie Ding Anac Mu, Balen Cung Alipan” (The Lives of Your Children, My Enslaved 
Land). 

In the Philippine experience, like a sad refrain, old protest songs will be revived 
again and again, and new ones written. 

Art songs influenced by European genre were also composed midway through 
the American occupation. Amadha written by Juan S. Hernandez is a vocal solo with 
piano accompaniment. It uses the basic beat of the singkil and relative minor tonality to 
clearly represent a Muslim musical idea in its first section. Then like a kundiman its 
second section reverts to the major tonality. Ako’y Nangangarap written by Col. 
Antonino Buenaventura is a quaint song that is neither a kundiman nor a ballad. Its 
melodic line contains motifs similar to the kumintang. The harmonic progression is fluid 
moving from one tonality to another driven by the direction the melody is taking. Ang 
Maya by Jose Estela is vocal tour de force. It begins slowly and deliberately then takes 



flight in the second valse-
like section. A 
restatement of the second 
theme is embellished by 
vocal runs evocative of 
Mein Herr Marquis from 
Die  Fledermaus by 
Johann Strauss.	 

The vaudeville arrived in 
the Philippine scene 
before the American 
regime via Vietnam. It 
was brought by travelling 
vaudeville companies. 
This entertainment form is 

like a modern-day variety show with a little bit of 
drama, a little bit of song, and a 
little bit of dance. It was filipinized 

From	Pinterest	

From	Tubag	Bohol	–	Mike	Ligalig	

From	Flickr	



and became know as “bodabil” and performed by Filipinos in theatres alongside the 
sarsuwela. Many Filipino actors and singers during the American era would cut their 
teeth and earn their spurs in “bodabil.” The most famous star of the bodabil is Honorata 
“Atang” de la Rama who was singer,  actor, and producer of many productions of the 
bodabil.  
 

The arrival of the silent movie became a new attraction for the common people. 
The silent movie was far from silent. While it had no dialogues, it had live background 
music. Musicians, usually a pianist or organist, provided accompaniment to still pictures 
or filmed dramas without dialogues. Such musicians may prepare music to play ahead 
of time or improvise music based on what they see in the silent movie. Many musicians 
became attracted to the challenge of this new medium as well as the employment it 
ensured them.  

 

The Filipino film industry is said to have officially begun in 1919 with the first 
silent movie produced by Filipino Jose Z. Nepomuceno (1893-1959) entitled Dalagang 
Bukid which had Atang de la Rama in the lead role. Since then, a new avenue for music 
opened. Many composers and musicians found employment in musical scoring. 
Francisco Buencamino Sr. composed music and became musical director for the 
movies. Juan Silos Jr. is credited for having written music for 68 films. Dr. Rodolfo 
Cornejo wrote the musical score of 27 films of the Sampaguita Pictures which opened in 
1937. When the talking films started, the format of the film was influenced by the 
sarsuwela. Actors would deliver their dialogues normally but they break into song here 
and there. The songs were written not 
to demonstrate vocal virtuosity but to 
simply enhance the emotional appeal 
of the scene or the whole movie. 
Restie Umali would be recognized as 
a film scorer.  

 

Numerous songs were written 
for the movies especially at the early 
beginnings of cinema. Most notable of 
these are El Mensaje by Norberto 
Romualdez, Azucena by Constancio 
de Guzman, Giliw Ko by Juan Silos, 
Dahil Sa Iyo by Mike Velarde, and  
Bakya Mo, Neneng by Simplicio 	



Suarez. Most the songs appealed to a large audience because they were easy to sing 
and sentimental. They were the pop songs of the generation.  

The seeds of opera planted during the Spanish era continued to grow. Operatic 
songs were standard fare for students of voice culture. Recitals and concerts featured 
European art songs and Italian arias. Voice students aimed for plum roles in opera 
productions or to travel abroad to try their luck in opera companies.  

Victorino Carrion (1872-1935) was a popular tenor zarzuela singer in the early 
1900s. He is known to have performed with visiting opera singers. Bonifacio Abdon 
volunteered to act as valet to an opera company that visited the Philippines to learn 
firsthand about Italian opera. Many Filipino singers drafted by visiting opera companies 
to join their productions gained a lot of knowledge and skills in opera production. The 
performances were held in many theatres that have sprouted such as Teatro de Tondo, 
Teatro Binondo, and Teatro Nacional.  

Teatro Nacional was also called Manila Grand Opera House. It was renovated 
in 1902 just in time for the performance of the visiting Italian Grand Opera Co. 
Performances by foreign troupes such as Pollard’s Lilliputian Opera Co., the Chinese 
Vaudeville, ballet company Compania de Opera Rusa, and the Bandmann Opera were 
also held.  

Soprano Jovita Fuentes (1895-1978) studied at the UP Conservatory of Music 
and went abroad to further hone her skills in gain experience in singing and performing 
opera. Hilarion Rubio is said to have conducted opera at the Manila Music School in 
1936. Ramon Tapales conducted opera in the Philippines in 1937 after studying and 
performing abroad. Despite the interest and support of the elite, the masses did not fully 
embrace the opera.  

In 1924, the Philippine legislature approved the construction of a national theatre 
that would showcase opera, 
concerts, and plays. Construction of 
the building began in 1930 upon 
completion of the design by 
Architect Juan Arellano who was 
sent overseas as a scholar of the 
government. This was the 
Metropolitan Theatre (MET). It 
opened its doors to the public on 
December 10, 1931, with a capacity 
of 1670. One of the featured 
performing groups of the inaugural 

concert was the Manila Symphony Orchestra (MSO) under the helm of Dr. 
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Alexander Lippay.  In its heydays, it was the venue for vaudevilles, zarzuelas, 
performances by world renowned artists like the maestro Jascha Heifetz, and Dr. 
Herbert Zipper, who succeeded Dr. Lippay as conductor of the MSO. The MET 
remained open even during the Japanese-American war. However, it was badly 
damaged during the liberation of Manila and closed down for a long time.  

 

INSTRUMENTAL MUSIC	 

RONDALLA 

Juan Silos Jr. (1898-1988) was 16 
years’ old when he first taught rondalla 
to the members of the Children’s 
Symphony Orchestra in the St. Anthony 
Girls; Institution of Manila. He wrote 
music for the rondalla. He transcribed 
and arranged folk songs for the rondalla. 
His services as rondalla teacher and 
conductor would be in-demand 
throughout the American era and 
beyond. His efforts have ensured the 
preservation of many Philippine songs 
and dances as well as the rondalla. 
 

The rondalla became an essential part of civic and school activities. Every 
affluent town would have its rondalla and visiting dignitaries would be welcomed with 
the lilting music of this ensemble. Live dance music accompany folk dances and school 
programs would not be complete without a rondalla performance. This would continue 
for man decades to come. 

 

BAND MUSIC 

After the pacification of the revolting segments of the Philippine population, the 
Americans sought to consolidate their power base by involving the citizens in the 
process of nation building according to their self-declared policy of “benevolent 
assimilation.” In the field of music, military bands were formed to perform in civic 
celebrations. Two military bands of note are the Philippine Constabulary Band and the 
Philippine Scouts Band. These were formed by enlisted personnel who had the 
necessary skills in playing a band instrument. The bandmasters were Americans. The 
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repertoire was largely western and patriotic to America. If shaping up the bands proved 
easy, it was not much of an accomplishment for the American colonizers because the 
Filipinos by then had been exposed and trained in the music of Europe. Not only were 
they skilled, they were already expressing their ethnicity and national experience in their 
music. If the Filipinos took to the colonial repertoire like it was their own, it was because 
they were only too eager to show their prowess and prove that they are quite a 
sophisticated people. If they played America’s patriotic songs with so much fervor, it 
was because like America, they too wanted to be free.  

In 1901, Secretary of the Philippine Commission William H. Taft attended a 
concert by the Black troops of the 48th Regiment Chorus and Band. He was so 
impressed by the performance of the conductor Lt. Walt H. Loving. The next year, he 
brought Loving to the Philippines as sub-inspector of the newly established Philippine 
Constabulary.  

 

 

 

 

 

 

 

 

from Jennifer Hallock 

Loving was appointed commanding officer and conductor of the Philippine 
Constabulary Band on December 8, 1902. The band was made up of the most 
promising musicicans of their time. With the masterful handling and discipline of Loving, 
the Philippine Constabulary Band gained a reputation for virtuosity. In 1904, the PC 
Band represented the Philippines in the St. Louis World Fair in the United States. 

Exposure to American band music most likely influenced Filipino composers to 
write marches for civic celebrations such as Malolos Hymn by Buencamino, America, 
We Stand By You by Col Antonino Buenaventura, Sa Matapat na Kawal by Bonifacio 
Abdon, and Inang Paaralan by Francisco Santiago.  

	



Aside from ceremonial marches, band music during the American regime 
expanded to small halls such as cabarets and circuses. The sunset boulevard of 
Manual Bay became Manila’s city of lights with restaurants, dance halls, night clubs 
lighted up with neon signs to attract the American soldiers stationed in the islands. 
Many musicians 
moonlighted to earn extra 
income in these 
establishments. Nicanor 
Abelardo led a jazz band 
and conducted mini-
orchestras for hotels and 
nightclubs which have 
sprouted in Manila at that 
time. Antonio Molina 
founded his own Molina 
Orchestra towards the same 
end but also to work in the 
budding film industry.                                        
 

 

INSTRUMENTAL ENSEMBLES AND ORCHESTRAL MUSIC 

Filipinos struggled to find their voice amidst the onslaught of western ideas. The 
summary of Saysay Himig. CD Volume 1, Piano Music: An Anthology of Transcultural 
Filipino Music 1880-1941 is a most accurate description of how the Filipino artist 
grappled responded to the challenge of national identity in music. 
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 Composing for various instruments such as the piano and the violin, many 
composers would go back to their roots, the songs of their people imbedded in their 
consciousness.  

 Antonio Molina wrote such gems for piano solo as Hatinggabi, Malikmata (1939), 
and We Were Moonlight (1941). The last sounds like a take-off from Claude Debussy’s 
Claire de Lune.  

 Francisco Buencamino Sr. had so many solo pieces for the piano including 
Mayon (a fantasia) My Soul’s Lament (Hibik ng Diwa), and Gratitud (a valse caprice). 

 Francisco Santiago wrote the Nocturne in Eb minor which bears strong influence 
of  Chopin and Souvenir de Filipinas based on the melody of “Lulay” that sounded like 
Liszt’s Campanella. 

 Nicanor Abelardo churned out Fantasie Impromptu for piano (1921) and 
Capriccio Espagnol for violin and piano (1923), among others. 

Soon larger bodies of work followed like Abelardo’s Piano Concerto (1923) and 
Cinderella Overture (1931), Fantasie Concerto for Piano and Orchestra by Juan S. 
Hernandez, Philippine Suite for Orchestra (1935) by Ramon Tapales, Lucio D. San 
Pedro’s Overture in D Minor, Malakas at Maganda, Overture in Bb Major, Voyage for 
Band (1938), Taga-Ilog Symphony in D minor (1939) by Francisco Santiago. 

 Large works mean large instrumental groups. With so many accomplished 
soloists, can an orchestra be far behind?  

The Manila Symphony Orchestra (MSO was founded, directed, and conducted 
by Dr. Alexander Lippay in 1926. Dr. Lippay was then the director of the UP 
Conservatory of Music. To embark on this undertaking, he needed the help of a group 
of music-loving residents of Manila. These included Col. George Langhorne, who was 
employed at the Malacanan Palace, Mrs. Thomas Cary Welch, Miss Mary Jordan, Mrs. 
Trinidad F. Legarda, Dr. Maria Paz A. Guanzon, Dr. Manuel Arellano, Atty. Julian F. 
Wolfson, and Mr. Ben F. Wright. The Manila Grand Opera House was the venue of the 
first concert of the Philippines’ first philharmonic orchestra. The date of the gala 
performance was June 22, 1926.  

Subsequent performances of the MSO were sponsored by the Assosacion de 
Musical de Filipinas which aided Dr. Aglipay in seeking funding and support for the 
orchestra. The people behind the association worked tirelessly to promote the music of 
the orchestra. Local artists were invited as guest performers in concerts.  

When the Metropolitan Theatre opened in 1931, the Manila Symphony Orchestra 
presented an impressive repertoire that included Die Fledermaus Overture by  Johann 
Strauss II, Valse Triste by Jean Sibelius, Turkish March by L.V. Beethoven, Peer Gynt 
Suite No.1 by Edvard Grieg, and Coronation March by Giacomo Meyerbeer. 



The MSO would always be beset by financial difficulties to the point that Dr. 
Lippay would forego his own professional fees to ensure his members were 
compensated. He also set a very high bar for performance and would rehearse as many 
times as needed and foot the bill if needed. Despite the problems, Dr. Lippay and the 
MSO held popular concerts on Sunday mornings at the MET for a few cents’ entry. His 
objective was to bring orchestral music nearer to a greater audience to build support for 
the MSO. Far from playing popular music, these concerts had just as excellent 
repertoire as the evening concerts. The popular Sunday concert series was a success 
but the MSO needed to lean on the support of more people like the Roces brothers, the 
Legarde family, Atty. Jose Yulo, Don Joaquin Elizalde, Mr. Joseph P.Helbronn, Don 
Andres Soriano, and many more. President Manuel L. Quezon and his wife supported 
the orchestra and attended its concerts.  

When Dr. Lippay suddenly died in 1939, he was succeeded by Dr. Herbert 
Zipper. At the time of his appointment to the orchestra, Dr. Zipper has just recovered 
from his incarceration at the concentration camp of Dachau, Germany. Dr. Zipper 
formed the Manila Concert Chorus as an adjunct organization of the orchestra. He 
employed the chorus in the performance of such masterpieces as Mozart’s Requiem, 
Bach’s Magnificat, Brahms’ Liebeslieder Walser, and other orchestral/choral works 
never heard in the Far East before. 

 
The orchestra also retreated to Baguio for three summers and gave 

performances to the public. During one such retreat, a symphony writing contest was 
held for Filipino composers. Antonino Buenaventura won the prize and his tone poem 
entitled “By the Hillside” was rehearsed and performed during the Baguio Festival.  

The flowering of Philippine music would be rudely interrupted by three years of 
Japanese occupation.  

At the outbreak of the war with Japan, activities of the orchestra ceased. People 
sought safety while others fought in the war. When tremulous peace was established, 
the Japanese-installed authorities requested the MSO to resume its concertizing. This 
was turned down by the orchestra that did not want to collaborate in any way with the 
occupying forces. Because of their refusal, the National Orchestra was organized with 
the support of the government. For Zipper, it must have felt like being in Germany again 
in the time of Hitler. 

Through the intervening years of Japanese occupation and the violent liberation, 
the orchestra’s instruments and library remained intact. Dr. Lippay’s pioneering spirit 
and Dr. Zipper’s principled determination bore fruits when after the war, the Manila 
Symphony Orchestra would come back together to play beautiful music to a free nation.  

 



from Andrea Ortega Guanco 
 

 

 

 

 

 

 

 

 

 

 

The Japanese sought to turn the Filipino mentality and consciousness from the 
western ideals, culture, and lifestyle brought by the Americans. They wanted the 
Philippines to go back to its past and seek the soul of the nation lost in colonization. 
They presented independence as something attainable under Japanese rule. The 
Second Republic was inaugurated on October 14, 1943 with Jose P. Laurel as 
president.  

Nihonggo and native languages replaced English. Books were censored of any 
American and English content. Listening fare consisted of Japanese music broadcasted 
over the radio at all times. The songs were also taught in schools. Theatres showcasing 
American fare were shut down or punished.  Conferences and lectures on Asian music 
were sponsored by the government. Music contests were also held to promote native 
music themes and to pacify the population. The Metropolitan Theatre was the center of 
all the cultural activities. 

When the Manila Symphony Orchestra refused to participate in the programs of 
the government, a new orchestra was formed. The Philippine Symphony was organized 
made up purely of Filipino musicians. The Philippine Women’s University opened it 
Conservatory of Music like it was peace time. Life had to go on. 

The national government sought to conform to the Japanese rules. Some even 
believed wholeheartedly in the wisdom of turning to Japan and Asia. Others saw an 
opportunity to open the eyes of the Filipinos to the historical deception perpetrated by 
the Americans but the years of indoctrination and “benevolent assimilation” defeated 



this intention. When MacArthur returned in 1945, when the dust settled after the war, 
the dancing girls donned their fishnets and headed for the bars servicing GIs.  

 

THINGS TO DO 

1. Listen to My Soul’s Lament by Francisco Buencamino, Sr. played by three different 
pianists. Name the pianists and compare their rendition. Whose rendition do you like 
better and why? 

	 https://www.youtube.com/watch?v=G25snlHnlV4 matured Filipino 

	 https://www.youtube.com/watch?v=Gf3KDledcAM young Fil-am 

	 https://www.youtube.com/watch?v=JZR7J9y9anM foreigner 

 

2. Listen to Francisco Santiago’s Souvenir de Filipinas (Lulay) performed by Enzo @ 
https://www.youtube.com/watch?v=-SJ7XZ4NF5Y and compare it to Franz Liszt’s  

     La Campanella performed by Lang Lang @ https://www.youtube.com/watch?v=x-8aa_t0d5A 

     Compare the two compositions 

 

3. Listen to Antonio Molina’s Malikmata @https://www.youtube.com/watch?v=vK8vLnv_eHE 

     Try to identify the elements that make the composition Filipino and the elements that 
make it more modern than its contemporaries. 

 

4. Listen to some of the songs listed in this extended essay, especially those that you 
are not familiar with. Which song do you like the most and why? 

 

THINK ABOUT IT 

1. The aim of Spanish colonization was Christianization. The aim of American 
colonization was benevolent assimilation and tutelage in nationhood. The aim of the 
Japanese conquest was the “Asianization” of the Philippines. Which ideal would you 
choose and why? 

2. Some music forms fail to prosper even up to the present and despite support from 
government and the private sector. These forms include opera and symphonic music. 
Why is this the case? How can more “serious” music be brought nearer to the public? 
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