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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-IIa-1  

SPA_MU9-IIb-2 

SPA_MU9-IIc-3 

SPA_MU9-IId-4  

SPA_MU9-IIe-5 

SPA_MU9-IIf-6 

 

 

  

	



 

P H I L I P P I N E   M U S I C 
In the context of Spanish Colonization 

HISTORICAL SETTING and SOCIOCULTURAL INFLUENCES ON MUSIC: 

What we are today has been greatly determined by our association with people of different 
cultural bearing in the past. Though Spanish music was of foreign origin, it has become part of 
the musical-cultural structure of the Filipinos life, precisely because it has been adapted to the 
country’s unique taste. The significance of the folk musical tradition became a rich source of 
musical ideas for the local composers who extended and continued the tradition and those who 
promote the idea that music can only find significance and meaning if expresses the way of life 
of the people.  

 
The Spanish colonial regime from 1565 to 1898 reshaped Philippine culture and music 
particularly. The songs on the exploit of epic heroes and rhythms of drums and gongs started to 
decline before the chants of the Christian church and the harmonies of organ, harp and guitar. 

Of all the arts, music is regarded as the most universal in its appeal and acceptance. Each 
country has its own kind of music that represents the total experience and consciousness of its 
people. Music, therefore, is the collective expression of the musical genius of a particular 
people.  

Philippine music today is regarded as a unique blending of the Eastern and the Western musical 
traditions. Filipinos, being innately musical, form the earliest to contemporary times, have 
imbedded these traditions and have woven their musical creations along these mainstreams of 
musical thought. Through time, Philippine society has witnessed the evolution of music 
expressed in different forms and stylistic nuances.  

The Spanish colonization of the Philippines brought about the firming up of a tradition that was 
rooted firmly in the Western model. This new experience was proclaimed by the tolling of the 
church bells, which in a way symbolized the beginning of a new musical life that was to be 
experienced by the Christianized people of the Philippines. It must be recalled that the 
Spaniards adopted a settlement pattern that meant reducing the colonized portions of the 
country to a manageable political-geographic unit administered by the Church (bajo la 
campana), to achieve maximum control of the local population.  

The Recollects’ legacy is the famous bamboo organ of Las Pinas which was built by Fr. Diego 
Cera de la Virgen del Carmen with the help of the local peoples in 1816 but which was 
purportedly finished in 1824. Having been greatly damaged by the earthquake of 1863, the 
bamboo organ underwent restoration. Since then an international festival centered on the 
bamboo organ has been held yearly in this church. 

The status that the church held in the towns that the friars erected the introduction and firming 
up of the Western setting through musical tradition in the country. It was through the liturgy of 



the Church and its para-liturgical activities that the new musical awareness developed. The 
propagation of the Catholic faith was moved by so-called public displays consisting of liturgical 
presentations associated with fiestas, Holy Week, Corpus Christi, and the like. The appreciation 
of which depended a lot on the use of music.  

 

The Spanish colonization can be divided into three periods.  

1521 - 1564  

The islands were unofficially claimed by Ferdinand Magellan for the Spanish crown. Magellan 
died in Mactan on April 27, 1521, and his ship Victoria retuned to Spain under the helm of Juan 
Sebastian del Cano on September 6, 1522. Afterwards, several expeditions were sent to the 
islands following the western route through the tip of Latin America but they were all best by 
problems of unfriendly weather, hostile inhabitants, and hunger.  

 

1565 - 1862 

Spanish occupation officially begun when the four ships San Pedro, San Pablo, San Juan de 
Letran, and San Lucas reached the eastern coast of Samar on February 3, 1565. This 
expedition was led by Miguel Lopez de Legazpi and guided by Fr. Andres de Urdaneta. From 
Samar, more islands were captured such as Cebu, Iloilo, and Negros. Whereas Magellan swore 
the foreigners came to trade, Legazpi did not have any qualms to use greater force. In no time, 
Manila was also overrun by the Spaniards. Power was consolidated and pacification of the 
islands began through the efforts of the agents of the Catholic Church. A long period of uneasy 
peace would begin where east, though far from ready, would enter a shotgun marriage with the 
west and will never be the same for it. 

The conditions during the early part of colonization were dire for both the natives and the 
Spaniards. Lack of food and resources resulted to looting of the natives’ resources by the 
Spaniards. The settlement of the local population were re-concentrated around the center of the 
town. Young men were forced to work away from home for months or conscripted to fight local 
insurrection. Forced conversion were also resorted to and land that ensured food security was 
divided to Spanish subjects called encomenderos. Many local revolts occurred due to the dismal 
living conditions and abuses committed at that time. Efforts were exerted to guide the colonial 
rule towards the path of benevolence, notably the Synod of Manila in 1582 but what looked 
good on paper did not exactly happen in real life. Art, music, culture, even industry all took a 
backseat as the Filipinos came to grasp the life that the colonizers had imposed on them. 

Spain the ruling power would undergo upheavals in her own land and in her territories through 
these years. She would get involved in the Napoleonic Wars from 1803-1815 with other 
European nations and against France. There would be changes in leadership in the Spanish 
crown. Mexico, an important colony, would declare independence in 1810 and pursue a 10-year 
war against Spain. This would culminate in her independence established by the Treaty of 
Cordoba in 1821. From thence, Mexico could no longer be used by Spain as a free port from 



which to connect to the Philippines. It would take more than forty years before ease of transport 
from Europe to Asia would happen. 

 

1863 - 1898  

The rise of nationalism and enlightenment in Europe would move the Spanish cortes to 
advocate for reforms in the way the Spanish colonies were being administered. The opening of 
the Suez Canal in Egypt in 1869 would hasten travel and communication with the ruling nation. 
During these years, the Spanish monopoly of Philippine commerce also ended and private 
enterprise began. The Spanish legislature passed the Education Reform of 1863. Censorship of 
books and publications by the Spanish customs ended in 1872 allowing new ideas to flow into 
the archipelago. The Filipino middle class started to prosper. 

The 19th century Filipino middle class rose from the ranks of caciques or community bosses 
with the patronage of the colonial government. These Filipinos owned tracks of land and 
employed workers who were mostly indebted to them. The descendants of these caciques 
would become the principalia or the native nobility. Many of them obtained classical education in 
Catholic schools founded by religious orders. Mingling with insulares (Spaniards born in the 
Philippines) or mestizos (either Spanish-Filipino or Chinese-Filipino), they were schooled and 
excelled academically. They engaged in continental sports such as fencing, horseback riding, 
and archery. They were also exposed to the arts such as writing, elocution, singing, dance, and 
theater. At the height of Spanish occupation, after three hundred years of being a colony of a 
European nation, mainstream Philippine culture was comparable to the rest of the modern 
world. The educated Filipinos were at par with their colonizers, spoke their language and even 
dressed like Europeans in a very humid country. Many parents even sent their children abroad 
to pursue further education, to escape persecution, or to help them advance politically and 
economically in colonial society. 

 
 
 
 
 
 
 

 

 

 

 

Supplied by the National Library of Spain retrieved 
from https://www.abc.net.au/news/2019-08-10/inside-
the-push-to-bring-back-spanish-into-the-



FILIPINO MUSIC CULTURE DURING THE SPANISH REGIME 

SACRED MUSIC 

When the Spaniards came to the Philippine islands, they found a people who practiced the 
indigenous religion or Islam; who told their myths and stories through songs sang at community 
rituals and passed on through generations. Such songs would talk about their history and 
ancestry, venerate their heroes and gods, or talk about the elements of nature that they deified. 
Singing was a part of daily life. Children were put to sleep with songs, simple, repetitive, almost 
drone-like in some cultures. There were songs and dances for welcome, for marriage, for feasts 
or great harvest, for war, and death, and prayer. There were instruments made of metal such as 
drums of various names and sizes, gongs and kulintang, influence from nearby Muslim islands. 
There were two-stringed lutes called kudyapi, influence from nearby Japan and China and 
distant Arabia. The western interloper found this musical culture primitive and barbaric 
compared to their own which had more than a thousand years’ advantage to develop. For both 
races, Asian and Spanish, it was a culture shock. 

At the onset of Spanish colonization, the first item in the agenda was to spread the Roman 
Catholic faith. Ferdinand Magellan himself evangelized the natives in the short span of time he 
lived in the islands. The natives finding similarities with their ideas of gods with the new religion 
and its symbols and rituals simply substituted Catholicism for their folk beliefs. 

When the Spaniards returned in 1565, they were more than prepared to use religion as a tool to 
conquer the people. The expedition was guided by Augustinian priest, Fr. Andres Urdaneta.  
With him came four other Augustinian missionaries Diego de Herrera, Martin de Rada, Andres 
de Aguirre, and Pedro de Gamboa. The object of colonization was clearly first and foremost the 
conversion of inhabitants to the Holy Catholic Faith.  

As the Spaniards consolidated their gains, they started building towns in squares where stood 
the Catholic Church and the seat of government. In some cases, when there were not enough 
officials to govern a town, the friar was delegated the task of governance. Thus did the church 
become the center of human and communal activity. The friars taught the natives about 
Christianity and the doctrines of the church, how to read and write, how to sing the songs of 
worship. Filipinos were taught how to play musical instruments such as the organ, the flute, and 
the violin for church and other religious services; how to maintain, repair, and create music 
instruments. 

 

 

 

 



Source:	
https://prabook.com/web/marcelo.adonay/3774939	

 

The most elaborate form of sacred music was the 
mass. It contains the ordinary p	 arts of the Catholic 
mass such as the Kyrie, Gloria, Credo, Sanctus, and 
Agnus Dei. Marcelo Quiteria Adonay (1848 – 1948) is 
recognized as a major figure of colonial church music 
having served as singer, organist, music direc	 tor, 
teacher, and composer in the Augustinian church of 
Manila. Marcelo Adonay (1848-1928) Pakil, Laguna. 
Adonay is a self-taught musician who served as a 
church boy in the San Agustin Church where an uncle 
left him when he was eight years old.	 

 
 
 
His important works include Liberame1869, Benedictus 1895, Hosana 1899, Te Deum and 
a Grand Mass. As a composer of original Filipino liturgical music, his style is pure and simple. 
He kept his music in harmony with the severe regulations of the church liturgy, while projecting 
the vitality, religious fervor and Christian faith, hope, love and charity (Manuel 1955). His 
Pequena Misa Solemne is a testament to the extent of development of Filipino artistry in 
composition during the Spanish era. 
 
He also taught music at San Sebastian, Santa Rosa, Santa Catalina, La Compañia de Jesus, 
and at houses of rich families. In 1866, he became a founding member of the Union Artistica 
Musical the first musicians’ union in the Philippines.  

Aside from the mass, other liturgical music was also used widely such as the traditional Salve 
Regina, Regina Coeli, and other songs for church 
service found in cantorales or choir books. These songs 
were either in plainchant or polyphonic, and Filipinos 
were trained to sing in the manner acceptable to the 
church.  

Among the religious orders, the Franciscans are credited 
for their musical skills and for having a long history of 
musicianship behind them (Hallazgo 1986). Father 
Pedro Bautista was the very first to teach the Tagalog 
people. He sent Fray Juan de Santa Maria to Laguna to 
organize the first choir for boys or tiples in 1606, and 
also to teach the natives the art of making musical 
instruments. Fr. Bautista ordered all the religious to send 
three boys to Lumbang to study under Fray Santa Maria. 
Around 400 boys received musical instruction, for whom 
some religious popular songs were also composed by Bamboo Organ of Las Pinas from Pinterest      

	



Source:		“Casaysayan	nang	pasiong	mahal	ni	Jesucristong	
Panginoon	natin	:	na	sucat	ipag	alab	nang	puso	nang	sino	
man	babasa.”;	https://blogs.loc.gov/international-
collections/2018/07/catholicism-in-the-philippines-during-
the-spanish-colonial-period-1521-1898/	

the said friar. After their training the boys were sent home to their parishes to teach other 
children. The songs sung were in plainchant or polyphonic depending on the capacity of the 
singers. A choral group may consist of equal voices- children’s voices or mixed voices which are 
classified into pitch range categories of soprano, alto, tenor and bass. Aside from masses in 
Latin with orchestral accompaniment, music written for choruses include a religious cantata and 
mass in the vernacular, a choral kundiman, religious and patriotic hymns with Spanish text. 

 By 1597, it is said that a seminary could be found close to the church in all places administered 
by the Franciscans. Boys and eligible young men were introduced to the plain chant and songs 
with organ accompaniment, and were taught how to play the flageolets, flutes, violins (Pastrana 
1965). Entries in church records also showed that churches hired instrumentalists who played 
random instruments such as clarinets, flutes, violins, and basses.  The installation of the pipe 
organ in San Augustin Church Manila in 1824 and St. Joseph Parish Church in Las Piñas also 
in 1824 represent a high point in sacred music development under colonial Spanish rule. 

Friar musicians mentioned in the 17th century are Fray Marcelo de San Agustin of Manila who 
wrote many books for the service of the choir and Fray Juan de Alfaro, a  
native of Samar who was an organist in San Agustin Church for 20 years. 
 
Friar musicians of all the orders composed songs for religious 
purposes such as hymns, motets, chants, and Christmas songs. 
Most of the texts were in Latin, but some were in the vernacular. 
The Franciscan friar Fr. Jose de la Virgen wrote his arte del canto 
de gregoriano in Bicol (Banas 1975). 

To fill the emptiness that was created when the friars told the 
natives to stop chanting their epics as these belonged to the devil, 
the friars introduced the passion of Christ, the pasyon that was in 
many respects similar to the epics being replaced. What is 
amazing is the different singing styles that evolved out of the 
singing of a given text, such as the pasyon, which persists up to 
now throughout the archipelago. Singing, indeed, is an 
achievement that attests to the collective musical talent of our 
people.  

Liturgical music was not only confined within the revered halls of 
the church it was also heard outside, as part of many rituals and 
activities associated with the Catholic faith such as processions 
on either land or water, pasyon, sinakulo, Flores de Mayo, 
Salubong, Santa Cruzan, Osana, Pastores, and Panuluyan. 

 

 

 

 



Examples of practices and festivals with Spanish influences 

A. The Lenten practices  
1. Pabasa  
2. Pasyon 
3. Panata 
4. Subli – (Southern Batangas) 
5. Sanghiyang – (Cavite) 

 
B. Easter Sunday festivals: 

1. Salubong    
a. Balse 
b. Mazurka   

       2.  Bati 
       
C. Maytime festivities: 

1. Flores de Mayo  
2. Santacruzan  

a. Carroza 
b. zagala 

    

D.  November festival – Hondras: 
1. Todos los Santos 
2. Mangangaluluwa 
3. Danza 
4. Habanera 

 
E. December festivals: 

1. Panunuluyan (Tagalog) 
2. Pamamasko (Tagalog) 
3. Daigon (Visayan) 
4. Pastores (Leyte and Bicol) 
5. Leyte and Bicol 

a. Capitana 
b. Spanish Villancico 
c. Paso doble 

 

 

The missionaries recognized that the people loved spectacle and drama and they introduced 
the Spanish comedia to further evangelize the people. The comedia is basically a verse drama 
that traces its development to semi-dramatic dialogues on a religious theme used in Spain since 
the 1300s. It is related to the autos (one-act liturgical plays) and the entremes (religious 
tableaus carried on wagons with costumed characters who spoke in dialogues) that both 
became popular in Spain in the 1400s.  

The comedia became a staple form of entertainment during fiestas.  In 1598, a comedia in Latin 
and Spanish was written by Fr. Vicente Puche on the occasion of the visit of Cebu’s first bishop, 
Pedro Agurto. In 1619, five comedias were presented in five consecutive days to celebrate the 
feast of the Immaculate Conception. In 1637, a comedia was presented to celebrate the victory 
of Hurtado de Corcuera’s campaigns in the southern parts of the Philippines. A comedia 
featured dialogues in verse, dances, and sometimes even spectacles such as fireworks. Before 
long, a choreographed military dance between Christian soldiers and Muslim warriors became a 
regular part of the comedia. This was called moro-moro where the Muslims always lose in the 
end.  
  

 

 

 



SECULAR VOCAL MUSIC 

What used to be metrical Spanish verse of religious subject, the comedia would be supplanted 
by the more impious kumedya, a secular play of excess characters, plots and subplots, and the 
standard moro-moro dance pitting Muslims against Christians. This form moved away from 
religious themes and focused on the romance of a damsel in distress captured by Muslims and 
rescued by a Christian knight.  

Awit and corrido are sung narratives. While corrido is octosyllabic, awit is dodecasyllabic. 
While the corrido is sung like a march in allegro, awit is sung more slowly accompanied by a 
guitar. While the corrido tells stories and exploits, awit imparts a moral lesson. Florante at Laura 
written by Francisco Balagtas is an awit while Ibong Adarna is a corrido. Some sources say awit 
and corrido were the building blocks of the kumedya. Other sources say awit and corrido were 
offshoots of the kumedya.  Some song collectors attribute the origin of the awit to the Ilocos 
regions. 

The kumedya would decline due to the growing ennui with religious themes and the hackneyed 
unrealistic plots. Not even all the actors’ histrionics or the numerous subplots or the use of 
comic relief could save the kumedya. 

The carrillo is a theatre form also called shadow play. It is not strictly a music form but it uses 
songs in its presentation. Many performers of the kumedya also performed as actors and 
singers at the carrillo.  

The zarzuela is a major form of entertainment that developed during this period that is worthy of 
study. It became popular towards the later part of the Spanish regime. It is a dramatic play that 
alternates between singing and speaking similar to French masques and the Italian opera. The 
first zarzuelas to reach the Philippines naturally came from Spain and were written in Spanish. 
They were brought by Spaniards deported to the Philippines by an unfriendly Spanish 
government. These included the likes of Narciso de la Oscosura and Carlota Coronel who 
provided many nights of Spanish theatrical fare that was certainly better than what the natives 
could present at that time. Spanish troupes or zarzuela companies eventually toured Manila and 
its suburbs bringing along “original” zarzuela from Mother Spain. In 1878, Dario Cespedes was 
one such zarzuela empressario who brought along with him music, libretto, singers and 
performers but also recruited among those Spanish performers and artists who were already 
based in Manila. Elisea Raguer and Alejandro Cubero were also a pair of zarzuela moguls 
who starting 1880 trained Filipino performers and mounted performances of Spanish zarzuelas 
regularly for a period of time. Performances were held according to schedule until as is the wont 
of audiences, interest waned. It is worthy to note that most of these theatrical performances 
were frowned upon by the Catholic Church and sometimes even publicly harangued in pulpits 
as dangerous to the morals. However, they were patronized by many government officials and 
the middle class for entertainment.  

Filipinos started to write zarzuelas towards the end of the Spanish regime. National hero Jose 
Rizal himself wrote a zarzuela entitled Junto al Pasig in 1880 when he was a high school 
student at the Ateneo de Manila. The one-act musical play was an allegory on the Spanish rule 
and Filipino mentality and could only have been written at that time in the more liberal halls of a 



Jesuit school. Jose Estella (1870-1943) was an insular who graduated from the Madrid 
Conservatory of Music. He is also known to have collected folksongs and recognized as the first 
Filipino to write a symphony. Despite his apparent privilege, he returned to the Philippines and 
wrote more indigenized version of the zarzuela, the sarsuwela that incorporated melodies and 
rhythms that were distinctly Filipino.  

Jose de la Cruz or Huseng Sisiw (1746 – 1829) and his student Francisco Balagtas (1788-
1862) who wrote Florante at Laura were known to compose sarsuwela. Balagtas also wrote 
sainete, a comic theatre form that uses verse dialogue and culminates in a song. Others 
mentioned were Kapampangan playwrights Mariano Proceso Pabalan, Juan Crisostomo 
Soto and Felix Calura who were influenced by presentations mounted by Alejandro Cubero in 
the province of Pampanga in 1882. These Kapampangan sarsuwela writers contributed greatly 
to the flowering of Kapampangan theatre that most likely influenced Catalino Palisac (1865-
1932) of Pangasinan to write his own Say Limang Ag Naketket, Pampimsiwan (The Hand That 
Must Not Be Bitten Must Be Kissed) in1887. 

It is hard to determine how musically sophisticated the sarsuwela was at that time since there 
are no extant copies of them at present. What is known is that the sarsuwela contained verbal 
exchanges and soliloquy in dramatic prose and poetry interspersed with songs, even 
choreographed dances. At its exuberant heights, it featured masques and contained so many 
characters and subplots as well as comic relief. What is also known is that the actors were 
expected to be total performers skilled in both singing and dancing, even playing instruments 
much like modern musical theatre. 

The value of the sarsuwela was manifold. One, it gave musical artists skills training and 
experience. Two, it was entertainment. In the midst of discontent, political uncertainty, and 
existential crisis, it was a way to forget life for a while. Three, it provided an avenue for 
songwriters and composers to hone their skills and find their voice as Filipino artists. Long 
known to be a musical people, the sarsuwela became a laboratory school where the long 
censored awit and corridos would find new expression.   

The opening of the Suez Canal in 1869 shortened the travel duration from Europe to the 
Philippines. This paved the way for the entry of foreign theatrical artists who introduced current 
trends, styles, techniques of staging, and new genres including the opera. When this form 
arrived in the Philippine theatre scene, there were existing theatre buildings where sainetes, and 
zarzuelas were being performed on a regular basis and open to the general public. A  sainete is 
a short comic theatre piece about the life of Spaniards. It is written in octosyllabic verse similar 
to the entremes that became popular in the 1700s.  

Visiting troupes of opera artists and companies reached the Philippines and mounted 
performances in the existing halls patronized by the principalia and the Spanish officials. The 
music was largely Italian opera. The staging was more elegant and the drama excised of the 
excesses of the local sarsuwela. The performances were held in many theatres that have 
sprouted such as Teatro de Tondo and Teatro Binondo. The first opera performed in the 
Philippines was brought by conductor Stefani in 1868. In his subsequent visits, he mounted the 
performance of La Favorita, Poliutto, and Faust at the Teatro del Principe Alfonso. The visits 
also resulted in the immigration of Capozzi, concert master of Stefani’s opera company. 



Capozzi opened his school for singing and mounted opera productions. Initially, he imported 
actors and singers from Europe. Eventually, with the training from his school, local singers 
performed alongside their foreign counterparts. Opera would be enjoyed by the upper class for 
the next 20 years. In 1888, Franciscan Fr. Cipriano Gonzales founded an opera company made 
entirely of Filipino actors, singers, and crew. This he called the Circulo Musical de Pandakan. 
These performances would leave a mark in many accomplished musicians and composers of 
the era. 

Ladislao Bonus (1854-1908) was a musician who could 
play the contrabass and other string instruments. He 
played in orchestras whenever foreign opera companies 
came to perform in Manila. He wrote the musical score of 
the Pedro Paterno’s zarzuela, Sandugong Panaginip, 
which was presented at the Teatro Manila on August 16, 
1902. 

Bonus produced opera in 1887 which was performed by an 
entirely Tagalog cast. The company had successful 
performances of Fra Diavolo, Lucrezia Borgia, Lucia de 
Lammermoor, and La Traviata in Manila.  

Opera would not supplant the sarsuwela in the hearts of 
the Filipino masses, perhaps due to its more controlled 
emotional facet as well as the use of the Italian language that they did not understand. The 
opera experience benefitted the young composers who marveled at new harmonies, motives, 
and forms that the opera used. 

The introduction of Western secular forms, some of which are associated with dances, drew an 
enthusiastic response from the natives, who easily absorbed the new musical experience. Out 
of the long exposure to Western music, both religious and secular music, folk music evolved. 
Folk music is music that is largely oral and spontaneous, a kind of music that is  created by 
musicians who did not formally train in music. But though their music was largely unwritten, it is 
known traditionally among folk of many walks of life (Pfeiffer 1975). 

Other vocal forms evolved through time. In the island of Panay, the composo, a narrative song, 
was a vehicle for the spread of local news. At happy gatherings, such as afterwork drinking 
parties, ordinary townsfolk compose and perform songs that tell about the last devastating 
typhoon, the quests of rebels or bandit leaders, and even the latest juicy gossip. Musically, its 
diatonic melodies and chordal accompaniment on the guitar show the influence of Western 
melody and harmonic progression. 

In the northern Cordillera, guests were greeted with joyous songs called salidumay. The berso 
golpeado of the Ibanag of the Cagayan Valley is a traditional greeting song in triple time 
accompanied by a cinco-cinco guitar which strums out chord progressions. This appeared to be 
the simple attempts at simulating Western harmonies. These express a different concept of 
sound in which two alternating clusters of tones are played repeatedly to create a continuous, 

https://traveleronfoot.wordpress.com/tag/l
adislao-bonus/	



Painted	by	Hose	Honorato-Lozano,	1851 

unbroken sound over which a vocal melody may be built. This feature may be seen in song 
forms in other Christianized regions of the country. 

The kumintang is said to be a war song of the Batangas province. Its intricate melodic 
passacaglia seems suitable to lutes such as the ancient kudyapi. Indeed, its melody bears 
resemblance to Andalusian tunes strummed in guitars. 

 

The harana was part of the ritual of courtship 
which begins with a song offered to ladies by 
men who come for formal visits in the 
evening. This serenade is usually 
accompanied by a guitar and back-up singing 
by a group of male friends.  The songs 
offered during the harana are mostly ballads 
that move in the duple meter of the danza.  
 

 
 

 
The spirit of the harana is captured in the orchestral suite made up of folk songs composed by 
Jose Estella (1870-1943), noted composer of stage music and waltzes, in his composition “EL 
Cancionero”, which bears the subtitle Los Jaranistas. Divided into 4 parts, these pieces describe 
the steps of a typical harana, from the start of the serenade, the journey to the maiden’s house, 
to the preparation and declaration of love beneath the window, and the journey of the 
serenaders back home.  
 

It must be noted that the ballads followed a tonality formula that became popular during the 19th 
century. Most of the songs begin on the relative minor tonality and move to and end on the 
major tonality. This formula would be observed in balitaw (Visayan folk song and dance) and in 
the kundiman. Even the melody attributed to Dr. Jose Rizal, Alinmang Lahi, uses this formula. 

 

In the Visayas, the balitao or balitaw is the complete opposite of the melancholic  Tagalog love 
songs. Despite the adherence to the tonality formula, it is sung in a lilting, gay manner as it 
combines the rhythm of the Spanish jota, seguidilla or bolero.  If one is tempted to dance when 
the enticing strains of the balitaw is heard, it is because the balitaw was originally an indigenous 
song-and-dance debate, performed by a man and a woman (Hila 1989).  

 

 

 

 



Source	https://www.youtube.com/watch?v=eOKtezoNGOo&app=desktop	

DANCE FORMS 

Other Western forms were adopted by the Filipinos were habaneras, danza, polka, and marcha 
or paso doble.  These new secular musical forms influenced the development of the balitaw, 
kundiman, the harana and many others. Many of these became folk songs and later served as 
materials for the composition of Filipino composers of the period. 
 

The habanera was of Cuban origin, 
the word habanera being derived 
from Havana, the capital of Cuba. 
Set in a simple duple meter, the 
habanera is often “syncopated and 
performed in a slow voluptuous 
movement” (Banas 1969). Many of 
the Filipinos of the 19th century, like 
Andres Dancel and Julio Nakpil, 
wrote compositions in this form. The 

popular habanera no. 2 for violin and 
piano, believed to have been  

 
      

written by the virtuoso violinist Ernesto Vallejo, is traced to the genius of Dancel (Agramnon 
1964).  Similarly Julio Nakpil composed the new popular “requerdos de capiz” (1891) in this 
form (Alzona 1964). 

           The danza or danze Filipina (Alzona 1964) was a popular song in duple time that is 
rhythmically similar to habanera . It is also known as danza habanera, danza menor, habanera 
Filipina, pananapatan, or pangharana.  Later on, the danza became popularly known as the 
harana or the Filipino serenade. The harana is a traditional form of courtship in which a young 
man persuades a maiden through song. As he sings, two or three instrumentalist who normally 
play the guitar, the violin or the flute, or any combination of these instruments, accompanying 
him. “Sampaguita” by Dolores Paterno (1854-1881) is an example of this form. 

           The polka is the national dance of Czechoslovakia, written in duple time. Many Filipino 
folk songs and dances are molded in this form such as the Leron Leron Sinta, Magtanim ay di 
Biro, Sitsiritsit, and Pamulinawen, among the folk songs. From Atimonan, Quezon comes 
Polkabal, which has become a regular fare in many folk dance presentations (Agramon 1964; 
Aquino 1946). 

            The jota originally in Spanish folk dance, has sections in duple and quadruple time, as 
seen in the jota moncadeña. The mazurka which originated from Poland, is usually danced in ¾ 
or 6/8 time by 8 to 16 couples. The paso doble, a dance in duple meter slightly faster than the 
march is exemplified by No te Vayas a Zamboanga” The rigodon, based on the French court 
dance, is danced for state functions in duple meter, such as the rigodon de honor.  
 



Source	1960s	colorized	postcard;	
https://www.facebook.com/PilipinasRetrostalg
ia/photos/pandanggo-sa-ilaw-circa-1960s-
colored-photo-postcardpandanggo-sa-ilaw-
which-tran/1856820704565818/	

The Philippine 
pandanggo is a dance in 
a moderately fast triple 
time. It is descended from 
the Spanish Fandango 
which maybe a courtship 
dance among the 
Castilian and Andalucian 
people or a slow plaintive 
melody which belongs to 
the class of cante 
flamenco (gypsy song). 

 
 
The pandanggo was already popular in the Philippines before 1850s. The elite people in Manila 
were  very  fond  of   holding  balls,  celebrating  weddings, baptisms,  and  even  the  arrival of 
the galleon with music and dancing. Many versions of pandanggo can be found in different 
places in the country. 
 
 
INSTRUMENTAL MUSIC 
  
Bands were also in existence and most of the rites of passing of Filipinos were accompanied by 
band music --- birthdays, marriage, death. Fiestas were also an occasion for much music 
making. Bands provided incidental music to the comedia and accompaniment to zarzuela. 
Ladislao Bonus conducted the Pasig Band, and the Arevalo Band of Quiapo which served the 
Revolutionary Government in Malolos in 1898-1899. Open-air band performances in parks such 
Luneta and churchyards were received well by the natives. 

Many band members came from families of musicians and were taught at the knees of their 
fathers and grandfathers who were in turn taught in church or in one of the few schools of 
music. From these seeds of music exposure and training, families engaged in music would give 
birth to more accomplished musicians who would light up the Filipino music firmament such as 
Bonifacio Abdon (1876-1944), Francisco Buencamino, Sr.(1883-1952), Francisco Santiago 
(1889-1947), Nicanor Abelardo (1893-1934), and Antonio Molina (1894-1980), and Juan 
Lorenzo Silos Jr. (1898-1988). 

By the last decade of the 19th century, patriotic marches inspired by the Revolution of 1896 
became popular. Marcha was consciously derived from the secular Western tradition, but the 



Source:	Mrs.	Kelly	School	of	Rondalla,	1900,	Bua,	Benguet;	
https://www.pressreader.com/philippines/philippine-daily-inquirer-1109/20140214/283119951819797	

spirit of the marches is certainly Filipino. Among the composers who wrote stirring revolutionary 
compositions were Simplicio Solis, Jose Matella, Julio Nakpil and Julian Felipe (Banas 1964) 

On July 27, 1896, in response to request by Katipunan Supremo Andres Bonifacio, Nakpil  
wrote the lyrics and music for the national anthem, Marangal na Dalit ng Katalugan. He later 
developed this into a symphonic piece; which was premiered by 170 musicians in December 
1904 and performed again in 1931 by the Manila Symphony Orchestra under the baton of Dr. 
Alexander Lippay. Nakpil also composed Pamitinan, (hiding place) in 1897 and Pasig 
Pantayanin in 1898- both being military marches for Bonifacio’s revolutionary army. Pamitian 
was dedicated to the remontados, the people who went back to the mountains to defy Spanish 
colonial impositions (Alzona 1964). 

Julian Felipe composed the March National later known as the March Filipino Magdalo, which is 
now the official anthem of the country. Ironically, Felipe had actually glorified the anthem of 
Spain in the national anthem, for it was inspired by Spain’s National Royal March. The original 
lyrics of the anthem were written in Spanish by Jose Palma in 1899, translated into English by 
Camilo Osias and M.A. Lane in the 1920’s, and into Filipino by the Department of Education in 
the 1950’s bearing the title Lupang Hinirang. 

Aside from bands, orchestras and chamber groups were also formed towards the middle of the 
19th century. Ladislao Bonus joined the Manila Cathedral Orchestra in 1888. He organized the 
Women’s Orchestra in Pandacan in 1890. He conducted the Marikina Orchestra. There were 
other orchestras such as the San Juan del Monte Orchestra, the Marikina Orchestra, and the 
Molina Orchestra. However, these orchestras often have the same members who moonlight 
from orchestra to another led by different conductors. The orchestras performed overtures, 
intermission numbers, and incidental music for zarzuelas. Occasionally, they would perform a 
complete repertoire of instrumental music but these were few and far between. 

The rondalla is known as 
murza, estudiantina or 
comparza. These groups use 
the same instruments but 
they have different functions. 
The murza is a group of 
street musicians who beg for 
alms. The estudiantina is a 
group of student musicians 
popular in Spanish 
universities. The comparza 
are the more highly trained 
musical groups who perform 
onstage. When the 
Spaniards came in the 16th 
century, 
 
 



 
they brought with them the Spanish rondalla then composed of bandurias, violins, guitars, flutes, 
cellos, basses, tambourines, castanets, and triangles (Pfeiffer 1975). Later, Filipinos modified 
the rondalla to fit the culture. Different instrumentation was also formed. The piccolo, banduria, 
laud, octavina, guitar, and the bass guitar became the standard Filipino rondalla instruments. 
The mandola or bandolina was added later by Juan Silos Jr. to reinforce the low voices of the 
laud and the octavina (Molina 1967). Dance music was performed on the rondalla. Aside from 
dances, the rondalla also performed marches and arrangements of Filipino folk songs. 

A quaint instrumental ensemble emerged in the Philippines. 
Having bamboo materials in excess, the Filipinos developed 
the Musikang Bumbong or Bamboo Orchestra, an 
indigenous offshoot of the brass band. According to locals, 
this group was an attempt by the 19th century nationalist and 
revolutionaries to create e uniquely Filipino sound. These 
attempts led to the creation of all bamboo ensembles 
organized along the line of the marching band playing music 
composed by the Filipino composers. The Original Bamboo 
Band members from Malabon, Rizal who was the fourth-
generation descendants of a Band Katipunero organized a 
musikong bungbong ensemble in 1896. Among their music 
were Veteranos de la Revolucion. Wenceslao Retana’s El 
Indio Batangueno and Manuel Merino’s La Musica Popular 
de Filipinas. 

Despite the pervasive Spanish influence, 
many Filipino ethnolinguistic groups were 
able to preserve their musical and cultural 
traditions. Geography is much to be 
credited for this. Many in Mindanao, 
particularly the Sulu archipelago, have a 
long history of Arabic influence making 
them followers and practitioners of Islam. 
This resistance to a new religion was 
aided by the geography of the region. 
Many small islands make up Muslim 
Mindanao making it difficult even in 
modern times to consolidate power. The 
culture of clans and sultanate governance 
also diminish loyalty to a central 

government whose seat is so many islands away. Thus, such ethnolinguistic groups such as the 
Maranaos, Maguindanaos, Tausugs, Badjaos, other Muslim groups in the south, the Kalingas, 
Bontocs, and Ilongots of the North, and lumads in Central Philippines were able to preserve 
their songs, dances, instrumental music, and arts and designs.  

	from Worthpoint	



 

SUGGESTED ACTIVITIES 

1. Watch Pabasa sa Angono https://www.youtube.com/watch?v=ZQrTGCPVOqg. Describe  
the music and the singing style. What makes this Catholic Lenten celebration unique? 

2. Watch Harana by Dolphy @ https://www.youtube.com/watch?v=OrtDGO10uDM or  

@ https://www.youtube.com/watch?v=H5ZkIqYdPps. Explain why the film clips do not 
show a  standard harana. 

3. Watch the FFHNAS SPA Rondalla conducted by Anthony Ryan Cruz perform Philippine 
Medley No.6 @ https://www.youtube.com/watch?v=K3-d6PDdyN0. Create your own 
criteria and evaluate the performance of the group. 

4. Listen to Alinmang Lahi (Rizal-Molina) with soprano Conching Rosal and the Villar 
Symphonette @ https://www.youtube.com/watch?v=SgfkumefgOo. Answer the following 
questions; 

a.  How did the performance differ from the actual notation? 

b. How do you think the song will sound if it were sung by a tenor? 

 

 

THINK ABOUT IT 

1. Using the table format below, create a timeline for western music and Filipino music to 
give yourself a clearer view of the events that happened during the period. Use the 
content of this extended essay to guide you. 

TIME FRAME European Events European Music 
Forms 

Philippine Events Philippine Music 
Forms 

     

     

     

     

 

2. In what way/s was the Spanish colonization beneficial to the development of Philippine 
music? 

3. In what way/s was the Spanish colonization detrimental to the development of Philippine 
music? 

4. Is there such a thing as “Filipino Music?” Defend your answer. 
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