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ABSTRACT

Various communal issues ratidesagnger ven theaRay
Bukidnon express themselves in traditional songs, dances, epics, and the playing
of musical ingtnenttn the uselmmboo instrentpaticularjyRanay
Bukidnons recall their experiences of pains and joys. They share these experiences
througlsugid(telling), singimgd music-making vialtigflute),
su@nggang(buzer) tikumbo (zither-peussigrgubing(javs hap),
and litgit(bowed instrument). There are specific pieces in these bamboo instruments
that triger thewdling ofsentment and shame agthegraritidiby
lowlanders or the people in gstitone@msThey artaged dsiki,
which means “outmoded” or having ways of mountain people. On the other
hand, the playing of instruments brings to mind folk stories, humor, and other
inteesting tales thavemlcommunity merReseastiing theufay
Bukidnosrknowledgemaisic is not ehenbout collecting data but also
immersing in the experienopafing a meMygrstudy has applied the
local research metpa#tikifamdangfsensing) espoused by Enriquez,
Santiago, and other Filipino scholars (1975). This method has assisted me to
know the right timing and process to approach my research participants. The
quality and quantity of data in this study are dependent on the research
participants’ recall as well as to their confidence to articulate within the communal
bounds tdust. Cultural menrisropen-endedearsegaito pcess a
wide rangeexfperiencEise faner g¢infaes the stsidyiderstanding of
the Bnay Bukidnon celtuther wadening the discussiarsictl
instuments asidemfthe usual focus ol elasients — pitgthh
timbe intensjtand texteir
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INTRODUCTION

Every research locus or area of study presents a challenge in
the maneuvering of time and process so as to achieve a desired
objective. My way to open the avenues for communication among
my research participants is by instinctive sepsikigiamdgrh
This has navigated my steps in the process of research —for instance,
when to find the right time to approach them, how to develop
friendships, and build trust. The process is important as it opens
people to impart and exchange knowledge. The objectives in
obtaining quality and quantity of data, faithful analyses, among others,
become obtainable as a result of the established precedence.

In this stug, | have been conémted with the issue iow
signifcant déa can be in the limits béld eseash or on the congy,
the xpanse oft. The pocess ofgetting inbrmation is impotant
as nuc as the acquisition itf inevitably,the eseash paticipants
memoy is a aucial par of this pocess“Cultural memoy” is
defined in this context as a dynamic storehouse of traditional
information, beliefsand principledt involves psghological and
emotional sta&s among othex. Kwabena (1990) consider
“memory” as one of the contextual frames of reference, which is
open-ended (just as social, cultural, ritual aspects, etc. are). It absorbs
or selects influences from institutional and change agencies,
audience®r with people arking dosey with eale other Sub
influences constitute the body of thought and concepts of a
“memory” in individual or collective scale.

In my discussion othe Rangy Bukidnors bamboo
instruments, | would like to establish that my research data are but
partial results of fieldwork. These are segments of moments when
cultual memoy is ecalled with the ebteshment oftrust.Ones
cultural memory consists of multifarious experiences that can be
articulated but also kept silent in the deterrence of negative
associ#gons Encoueging a eseash paticipant to plg a nusical
instrument is one of the ways to unravel the deep recesses of his/
her emotions and mental states; this unraveling, in a broader sense,
enriches the musical aspects of researched data.
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THE PANAY BUKIDNON AND THEIR BAMBOO INSTRUMENTS
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The Panay Bukidnon are collectively a group of people living
in the highlands dfang inWesten Visg/as These highlands inde
the aeas of Tgpaz andamindan ofCaiz; Jniug, Lamhunag
and Calinog of lloilo and some parts of Antique and Aklan. In
patticular my reseash aras a the highlands ofamhinag
Calina, andTapaz.

Figure 1. Map of Research Areas

Most bamboo instruments of the Panay Bukidnon are played
by indvidual plgers.Sometimeshese ar plgeed with an enserie
consisting of a gong and drum particularly used fombthaitog
music-dance tradition. Hearing a bamboo instrument mixed with
the said ensemble is interesting as it enriches the sound colors of
other instuments

The social aspect i®nh noting | noticed thaawhen a
bamboo instrument is played together with an ensemble, the person
holding the instrument displays the eagerness to join the group and
thus vants to belong with thosevaived in nusic-makingrhis is
one brm of assdion to socializéon, which in the scope dtheir
music tadition being comumal and paicipdory, is alleved.
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Bamboo-made instruments are useful to train children in
rhythm as wll as in arying indehite pithhesBamboo peussions
in particular, are preparatory devices for children before they are
allowed to play tregungndtambuvyhich traditionally are assigned
to master phers. Introduced as aofm of “fun and plg” (in
contrast to the seriousness of music-making in rituals), bamboo
instruments to children are exciting tools and sometimes used as
toys in experimenting with sound and the instruments’ timbral
gualitiesThese tools or ¥ povide oom r their sense afuriosity
and an enyr point to their @aive expressions

The Panay Bukidnon bamboo instruments are the following:

1. Tikumb@ a percussion and chordophone madawhyata
bamboo plant variety characterized by having node needles) This is
played by tapping one or two fingers on the bamboo lid. This is
alternated by strumming the string, which was etched out from the
body of the bambooPang-midydampening the sound) is done

by closing the hole on one side of the bamboo to vary low and
high pithes (Figue 2)

2. Suangangis a lzzr studk on the palm ofa handThis is

made obulda bamboo plant variety relatively smallekthaayan

this one does not have node needles). The hole on one end is
wherepang-midigadone using the thumb so as to vary low/high
reldive pittes (Figue 3)

3. Litgitis a tve-stringed baved instument made obuloAbaca
hemp fnely braided is used as stringsis mainy a melodic
instrument although rhythmic patterns from words/phrases are also
employed. (Figure 4)

4. Tulaliis a bamboo flute made ldigakagone of the smallest
bamboo varieties). Air is blown through a bamboo opening
encircled by a banana leaf. It is tuned according to a pentatonic
scale played on four holes, one found below and three on top of
the bamboo tube. The gap between two holes is measured by the
malers two fingers. (Figue 5)

5. Subiriga &w's hap. Accoding to Rng Bukidnonghe bamboo

used for this instrument is well-selected. It should be located at the
topmost part of the plant and should have the liveliest sway when
the wind passes so as to prove that it is very pliant and therefore
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can produce the ideal sound ofgbbingSo before it is cut-off

from the plantjt should be obseed br sometimeThis is the
reason why there are a few Panay Bukidnon who owsubihg.

For them,it is the most difcult instument to ma& and equies a

good obsever and a aftsmannot to mention hang the poper

tools such as a very sharp bladeuBings an aerophone,
chordophone, and idiophone at the same time because to play it
entails “inhaling and exhaling air” (aerophone). By repeatedly moving
the bambog’ pointed edg the instument tongue or bamboo
string is vibrated (chordophone) and a percussive effect (idiophone)
is produced from the rhythm.(Figure 6)

THE LIMITS AND EXPANSE O FMUSIC-MAKING
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The Panay Bukidnon are particular with time, place, what
instrument or music piece to use, and to whom is it addressed.
Certain conditions have to be considered before an action is initiated.
For instancesome ofthem ae cautious oplaying a msical
instrument for @angaydf@reigner; visitor; non-bukidnon) as this
means exposing themselves to certain perceptions, favorable or
not. Panay Bukidnons are aware of unfavorable consequences that
may occur as a result of displaying or demonstrating traditional
knowledge. They are criticized for being “backward” or not in
trend with the ways of the masses or the majority of townspeople.
Sometimes, to avoid the consequences, they resort to silence or say
that they do not knav arything Familiarizing themsels with the
person who is listening and studying his/her character is important
to gauge whether it is safe to display tradition or not. They also
have to sense whether the person has a tendency to ill-judge the
guality of Panay Bukidnons’ music. This is the reason why a sense
of suspicion is usually drawn on their faces whenever they are asked
about the nasical instrments thithey know. In their eactiongt is
obsewed tha memoy of tradition and culteris coloed ty the
mary shades oémotional and pdayological consints

Panay Bukidnons fear ridicule. They resent beindaciled
which means “outmoded or having ways of the mountain people.”
This resentment is deeply seated as the identity they believe they
have (as a cultally rich/endowed people) is laughetd Moresq
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such an identity is dismissed as insignificant. In effect, most of
them resort to suppressing cultural knowledge so they can be
accepted. According to Panay Bukidnon, it taglacbanwathe

ones living in the town area or the lowlanders who calbthém

This name-calling establishes, in effect, a notion of class and
segregation as though they are lower in status from those living in
the lavlands National @encies li the Ndonal Commission of
Indigenous Peoples (NCIP) and the National Commission for
Culture and the Arts, cultural workers, researchers, among others,
are working toward changing this “othering” perspective by
empowering the Panay Bukidnon and bringing back their cultural
pride.

The Rang Bukidnors disa@pointments andrgef are
connected to the playing ldfit (two-string bowed instrument).
Grief may be expressed vialifgit One music entitldohyaneans
“weging” This instumental rasic is elaed to the songemre
also called by the same title. There is also another music that tells of
endanted beings inaRg highlandsfeliza Castor tells ain
enchanted woman whose cries are heard through the wailing sound
of thelitgithead from the delta othe ParayRiver in Ngavan.
She cries because she has lost her child whom she cradles to sleep at
night. Even though the woman is unseen, the music litgthe
makes her presence and weight of emotions felt in the darkness of
some moonlit nights

On a positive note, the playing of musical instruments brings
to mind folk stories, humor, and other interesting tales that enliven
comnunity membex. One is a stgr dout the tutle teasedyb
forest animaldt also intudes thgpandagr craftsman Donuhn,
and the phgul aspects gbanubin@laying of subing jav's hap).
Federico Calleo told this stoy:

One dg,Don Jian vas plging thesubingvhich he himself
made. The turtle saw him and want&bih Juan agreed

on the condition that the turtle would make his clothes
smell good. The turtle was successful in this attempt and
brought home theubinghe monitor lizard saw the turtle
playing thesubingnd also wanted one but Don Juan
refused the monitor lizard as it had spread bad odor over
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his dothes So the monitor lizdrborowed the tutles.
The monitor lizard played the rhythm &futubingbing
Kuubawbaigugibamig buhisulod sa Balighdsitgrally,

it meant “| would hide thsubingnside the hole of the
Balighang tree” but with a joking tone l&artibingbing
Kumubawbgairvan onomeopeia or sound imtian of the
Jav’s hap has an undbting sugestion of sacasm.
(Transl#éed from field notesNovember 2002)

“Kurubingbing Kurubaiwbaepeated along the story as the
subinig passed ondm one animal to anothé&his iepeded phase
is helpful for the Panay Bukidnon as its sound structure guides them
in remembering gthms and in@plying them on insimentsThe
story functions as entertainment and at the same time, as a memory
aid.Steven Feld (1982) hasqren thathe concpt of music theoy
need not be coirfed to the drmal theoy of the liteste dass
Steven Feld studied the #ulis ofPgpua Nev Guinea andealizd
tha their cedive and aesthetigeriences sex as dunddion to
formuldions of musical ideasSimilaly, Pang Bukidnon wo hare
close affinity with nature source out ideas from nature for their oral
lores and hence ingmrate ndures sound-imges br music-
making

The richest tales are told with the playirglali (bamboo
flute). With the tales arinformation éout the spirit-arld. There
is the existence of enchanted beings who become part of the lives
of humansThe Ring Bukidnon belie tha playing theulaliwould
invite thetamaw(ithe enhanted beings)to respond by playing the
flute, as well. A story is told by Concepcion Diaz about a woman
who once played thelaliby theirtamb{a balcony):

On a clear night, a woman playedulaiand wondered

why everytime she stopped playing, the sound would go
on. She was surprised to learn fromk#igulangaoms

the elders of the community thaamaweas responding

to her plging A tamawis an unseen being witlystical
powers. She s léer couted ty thetamawand she
disappeared from their house, later to be found under a
tree knavn to be inhbited ly spirits (Transléed from

field notes, April 2004)
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In sgpalae interiews | was told lp Alunsia Castp€ondita
Gilbaliga,and Eliza Castor théhetulaliis the hwrite instument
of lovers in communicating plans of elopement, expressing love,
and sending other megsa A flute piece entitledarg Tarois
meant to covey a mals irvitation for a endewvous;in responsea
woman ansers ba& to confrm her decision via piag the lute
as well.

Lising Jimenez of barangay Siya has a piece ttathe
entitled utoim(hunger, stavation). According to herthere ae
particular periods of the year when their community suffers from
widespead hunegr. This hgpens Wen aricultural pioduce has
gone out or when climate affects the quantity and quality of crops
(particularly when there is prolonged dryness of land), and other
factors that cause food shortage. Music becomes a vehicle to record
their past economic plessionsSome ofthem vould not vant
to recall such moments of suffering; however, some are open to
reveal what they went through via the expressive power of bamboo
instuments

The open-ended quality of “memory” according to
Kwabena (1990) consists of ethnographic characteristics having
references to settings, patronage, institutions, presentations, music
malers and audiencdsenhance fuher this ideaybpositing thia
memaoly, or moke specitally “cultuial memoy,” can beléxible to
acquie inspigtions fom a wide ange of experiencedt has a
filtering mechanism that selects and records grave conditions or its
countepat, positive or eliing emotionsThe nyriad aspects to
memaory processing embody what can be considered as the current
musical practice of the Panay Bukidnon.

A bamboo musical instrument is a good source of sound
as well as a channel for learning the many narratives reflective of
the Rang Bukidnohlives painsand jgs The stories and corpis
discussed here are but snapshots of the realities that constitute their
memol. Cultual memoy was edrer defned as a yhamic
storehouse and thefore tansbrms in the cowe of time This
makes the very nature of the Panay Bukidnon music interesting and
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open to moe ideasMusic and nastives age intedependent,n

fact, co-isting As eplicded edier, rhythms ag diawn from

words used indlklores This can also be wvied irversel — blklores

are remembered by the words read from sound structures used by
musical instrments Thus literal and igurative devices a both
significant materials to their music and folklore.

Re-opening a cultural memory may evoke resentments and
ill-feelings to Panay Bukidnon. However, it can be viewed as a
form of healingof releasing supgssiondt can also be stegic
in raising the consciousness of empowered individuals and national
agencies to assist in building their dwindling “selfhood” (as well as
a sense of community). Through the years, many have responded
to this challenge. The National Commission for Culture and the
Arts (NCCA), the National Commission on Indigenous Peoples
(NCIP), cultural workers, researchers, among others, are working
toward changing this “othering” perspective by funding programs
and being aetely involved in their culta lves The pocess is
gradual, but yes, it has begun and continues to work.

!Pakikiramdars one ofthe frst scales afeseath processes espoused

by Filipino anthropologists Enriquez and Santiago (1975), among
others. These scales constitute a caliysgounded method of
fieldwork in the Philippines that employ local concepts and practice
in field inquiy.
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The Bamboo Instruments
of the Panay Bukidnon

Figure 2. Lolita Castor plays theikumbo

Figure 3. Feliza Castor plays theuganggang
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Figure 4. Lucia Caballero plays thétgit

Figure 5. Conchita Gilbaliga plays theulali.
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Figure 6. Asubingtaken from a bamboo case
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Research Participants

1. Lucia Challep, 68 as old,Baangy Gaangn,Caling, lloilo.
2. Federico Caallep, 63 yas old,Baangy Gaangn,Calina, lloilo.
2. Feliza Castorl00 was old,Nayavan, Tapaz,Caiz.
3

. Lolita Castor, around 48 years old (her estimated age), Barangay
Daan SyrTepaz,Caiz.

4 Conc@cion DiazA46 yas old,Baangy Tacgan, Tgpaz,Caiz.

5. Lising Jimenez, about 60 years old (her estimated age), Barangay
Siya, Tgpaz,Caiz.

6. Lary “lting” Gilbaliga,10 yas old Baangy Nayavan,Tapaz Capiz.

7. Conchita Gilbaliga, more than 8&rgeold (her estimated age),
bounday of Baangy Daan Sur and Mavan, Tapaz,Caiz.
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