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Macaronic refrains usually appear towards the end movements. In these cases,
Toledo applies slight variations to create climactic buildup through faster tempi,
harmonic modulations, or the insertion of additional words. In the case of the Santo
Sanctus movement, the reprise of the macaronic refrain has the Altos inserting additional

text segments apart from the Bass’ parallel counterpart. (Example 3.14)

Example 3.14 Santo Sanctus, reprise of macaronic refrain
with text insertions in Alto

While the individual words from both languages are still discernible in these
passages, their order is largely arbitrary in that they are not intended to make logical or
grammatical sense. To illustrate, the first “phrase” from Santo Sanctus mm. 64—65 on the
Soprano or Tenor reads “D yos Deus Panginoong Sabaoth na makapangyarihan
Dominus,” which would simply literally translate to “God—God—Lord—Hosts—who is
powerful—Lord”. (As also seen in Example 3.14 above.) In these such instances which
are also a prominent feature of the other main movements, Toledo makes a departure

from the comprehensible sense of the liturgical texts and instead postulates new meaning
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in the interchangeability and equivalence of both languages—a nod to the biblical-

spiritual phenomenon of “speaking in tongues.”’! (Examples 3.15 to 3.20)
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71 Amadis Ma. Guerrero, “Chino Toledo’s ‘Misa Lingua Sama-sama’: A grand production,” Philippine
Daily Inquirer, October 19, 2015, https://lifestyle.inquirer.net/210366/chino-toledos-misa-lingua-sama-

sama-a-grand-production/.
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Example 3.16 Gloriya, macaronic refrain, Soprano-Tenor and Alto-Bass pairings
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Example 3.19 Kredo, reprise of
macaronic re

Example 3.18 Kredo, macaronic
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In the final movement of the entire Misa, Toledo sets the text that would be
recited by the priest to dismiss the congregation: in Filipino, Humayo Na (literally, “Go
now”’) and in Latin, Ite, Missa Est (“Go, the Mass is ended”). Toledo sets this final text
for the combined forces of the grand tutti chorus, bringing together all of the choral
ensembles that performed each of the individual commissioned movements. Much like
the opening of Simula, this final movement presents the text solely in Filipino: Humayo
na, humayo kayo sa kapayapaan (“Go now, go now in peace’’). Toledo then shifts to /ze,
Missa est for the final measures, thereby choosing to conclude the entire Misa at large
with a triumphant declamation in Latin. Recalling Toledo’s implementation of the two
languages throughout the Misa, he starts with Filipino in the Simula, then navigates
through tension-filled discourse between Latin and Filipino through independent,
simultaneous, and macaronic presentations in the middle movements, and ends with a
definitive point in Latin. While it may seem like Latin—in this context a representation of
Western ideology—had the final say in this discourse, Toledo’s choice to end the work
this way solidifies his assertion of both languages as equal. By weaving Latin and Filipno
together macaronically and by book-ending the Misa with both languages respectively, he
demonstrates his conscious choice to accept the totality of Filipino history and culture as
intrinsic to the identity of the Misa and the Filipino people. Through this intricately
woven heteroglossic discourse, what may appear to be two distinct and irreconcilable

identities are understood as part of a greater whole. (Example 3.21)
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Example 3.21 Humayo Na, Ite Missa Est!, ending the Misa in Latin
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References to Indigenous Philippine Culture and Traditions

Toledo’s Misa Lingua Sama-Sama presents layer upon layer of complexity across
all its compositional elements. And yet, at its core is a set of musical processes and
aesthetics drawn from traditions that are indigenous to the Philippines. By blending
Western and Eastern traditions, Toldeo further builds upon this ideological exploration by
invoking and incorporating elements of “play and rituals.”’2 In the Misa, he draws
extensively from primary areas of Philippine culture and tradition through: 1) the use of
Philippine bamboo percussion instruments and their characteristic performance practices
(which resemble ceremonial gong ensembles), and; 2) the incorporation of demarcators
of indigenous rituals, including stylized chanting and leader-congregation interaction. To
analyze Toledo’s work, I will use as a primary point of reference the comprehensive
summary and transcriptions of musical traditions from the Philippines by Filipino
ethnomusicologist, composer, and National Artist for Music Jos¢ Maceda (1917-2004) as

published online in the New Grove Dictionary of Music.”3

72 Toledo, interview.

73 José Maceda, “II. Indigenous and Muslim-influenced traditions,” in Philippines (Republika ng
Pilipinas), Grove Music Online, 2001, updated 25 July 2013, accessed 27 Nov. 2023, https://www-
oxfordmusiconline-com.proxyiub.uits.iu.edu/grovemusic/display/10.1093/gmo/9781561592630.001.0001/
omo-9781561592630-e-0000048467 ?rskey=kwlhiG&result=2#0mo0-9781561592630-e-0000048467-
div1-0000048467.2.


https://www-oxfordmusiconline-com.proxyiub.uits.iu.edu/grovemusic/display/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000048467?rskey=kwIhiG&result=2%23omo-9781561592630-e-0000048467-div1-0000048467.2
https://www-oxfordmusiconline-com.proxyiub.uits.iu.edu/grovemusic/display/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000048467?rskey=kwIhiG&result=2%23omo-9781561592630-e-0000048467-div1-0000048467.2
https://www-oxfordmusiconline-com.proxyiub.uits.iu.edu/grovemusic/display/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000048467?rskey=kwIhiG&result=2%23omo-9781561592630-e-0000048467-div1-0000048467.2
https://www-oxfordmusiconline-com.proxyiub.uits.iu.edu/grovemusic/display/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000048467?rskey=kwIhiG&result=2%23omo-9781561592630-e-0000048467-div1-0000048467.2
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Play: Philippine Gong Ensembles

Gongs are a significant part of native Philippine musical traditions in both the
north and south. In the northern tradition, the gangsa—or bronze/brass flat gong—is
highly regarded and is played “in such ceremonies as peace pacts between two
communities, the inauguration of a new house or rice field, life-cycle celebrations given
by the rich, or weddings.”74 Maceda further stresses the prestige of these instruments,
indicating that “...[g]ongs are stored by families inside their houses; they are lent only for
special occasions, with the borrower taking full responsibility for their care and safe
return: if a gong was dropped and broken it would be the duty of the borrower to replace
it, which might mean crossing mountains to obtain a gong of similar tonal quality from a
neighbouring tribe.”75

Most relevant to Toledo’s Misa is the way these gongs are played in ensemble
contexts, particularly in what is known as the gangsa topayya ensemble. This type of
gong ensemble is characterized by each player contributing a distinct pattern in ostinato
or repetition. The result of the interlocking patterns is a discernible composite melody
and vertical harmony formed by sustained pitches.

Gong ensembles of the north vary in their instrumentation: some consist entirely

of gongs, others are combined with drums. The fopayya ensemble, found among

the Kalingga and Tingguian, consists of six flat gongs played with the palms of

both hands as if the gongs were drums. Each performer carries his own gong

suspended from his belt. He sits on his heels, laying the instrument on his lap with

the open side facing down. Four performers with the biggest gongs of diminishing
size use hand techniques consisting of a two-part repetition of movements, each

74 Maceda, Philippines (Republika ng Pilipinas), Grove Music Online.

75 Maceda, Philippines (Republika ng Pilipinas), Grove Music Online.
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part lasting about a quaver (at crotchet = c116). The first part is a stroke of the left
palm on the centre of the gong, which makes a ringing sound. The second part
consists of the same stroke, staccato, followed by a strong slap and a slide of the
right hand from the centre to the outer edge of the gong away from the performer,
the effect being an abrupt sound, followed by a swishing noise. The two parts are
repeated continually. The four gongs have staggered entrances: the first gong,
called balbal, begins the rhythm with the movements just described; the

second, salbat, plays the same rhythm, but its first beat starts on the second beat
of the balbal; the first beat of the third gong, katlo, will coincide with the second
beat of the salbat, and similarly, the first beat of the fourth, kapat, will coincide
with the second beat of the katlo. The overall effect is a mixture of faintly rising
melody and harmony produced by the first left-hand beat of each gong and the
combination of tapping and sliding sounds in the second beat of all four gongs.
On top of this vibrating medley, the fifth gong, pokpok or opop, sounds a two-tone
ostinato. The sixth gong, anungos, has a freer pattern, which may also turn into an
ostinato.’® (Example 3.22)

[ExA i ngga fopayya gangsansemble; tec. and transcr. J. Maceda
Jd=cie

N 20 U U U U
o AR A EA N
CALDAT NPT U\ I I I I

A SEVA A S

. NS IS I I
R/ M/ M B ) Ry B
{APAT i o« 4 IR NP P I
) A2 A A

POKPOK or OPOP - {B 'yjlp y{g ‘.rnta L2
R R R
e |I- Mdmy by o B

e |- ST Ty ]

ﬁ = haid slap, tinging tone ta =let ting, then dampen

{L = staccato, tinging tone =long sound

) = sliding tight hand ﬁ =dampen

Example 3.22 Maceda’s
transcription of gangsa topayya
ensemble showing interlocking

technique

76 Maceda, Philippines (Republika ng Pilipinas), Grove Music Online.
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Play: Philippine Bamboo Percussion

Bamboo percussion instruments are, like gongs, a quintessential facet of the
native Philippine musical tradition and feature as the central instrumental component of
Toledo’s Misa. While gongs are more highly regarded as instruments for ceremonial use,
the various types of instruments made of bamboo are typically associated with more
leisurely, recreational uses: that is, play. Examples of Philippine bamboo instruments are
percussion tubes, xylophones, buzzers, clappers, mouth harps, yoke-bars and beams,
zithers, and even native flutes and fiddles. These instruments are also at times meant to
emulate gong ensembles. Similar to gongs, bamboo instruments also carry supernatural
associations or ritualistic intent in Filipino culture, for example the dispelling of evil
spirits or negative energies. Below are Maceda’s descriptions of two of the bamboo
instruments Toledo uses in his Misa. These are the bamboo percussion tubes (fongatong)
in the Kredo and the bamboo buzzer (balingbing) in the Santo Sanctus. The use of these

instruments provides insight into their cultural associations:

Bamboo percussion tubes (Kalingga tongatong; Isneg tungtung; Negrito
talibengan) are played by holding the body holding the body of the tube, open end
up, in the right hand. The tube’s closed lower end is then struck against a hard
block of stone or wood while its open end is covered and uncovered by the palm
of the left hand. Among Kalingga boys and girls, seven tubes are played during
hours of recreation to imitate topayya (gong) music. Originally the tubes were
used to accompany dances done by a dawak (medium) to drive away bad spirits
from a person’s body.

The bamboo buzzer (Kalingga balingbing, [ ...]; Isneg pahinghing, paginggeng;
Ibaloi pakkung) has a slit dividing the bamboo tube in half, allowing the halves to
vibrate and buzz when one half is struck against the heel of the left hand. The
instrument is played by young girls in the evening for recreation, or along paths to
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drive away evil spirits lurking there. The Kalingga use six of the instruments

together as in fopayya music.”’

Toledo’s assignment of percussive forces differs across the movements of the
Misa, but the use of interlocking and ostinato techniques in both instruments and voices
remains consistent. In each of the main Ordinary movements, he uses these techniques
most notably to accompany the macaronic refrains where the tutti voices come together.
Each singer is assigned a percussion instrument which varies by voice section. In
Toledo’s ideal conception, the entire ensemble plays percussion together while singing.
The Kristo Kyrie commissioned in 2014 by ALERON and then-director Christopher
Arceo illustrates Toledo’s use of interlocking voices and percussion to emulate play and
celebration. The movement calls for pairs of wooden percussion sticks, c/aves and
kalutang, which are almost identical in construction but produce subtly distinct sounds
when struck. Claves are assigned to the Sopranos and Altos while kalutang are assigned
to the Tenors and Basses. The reprise of the Kristo Kyrie's macaronic refrain at m. 129
exhibits the four distinct rhythmic patterns Toledo assigns to each voice part,
simultaneously occurring with the sung melodies. From m. 129 to m. 140, each part plays
a two-measure rhythmic pattern twice before another rhythmic motif is introduced,
creating a bed of interlocking rhythms that shifts at symmetrical and regular metric
intervals. Toledo has composed a musical texture that closely resembles the
characteristics of improvisatory and recreational bamboo percussion playing in the

Philippines. (Examples 3.23 and 3.24)

77 Maceda, Philippines (Republika ng Pilipinas), Grove Music Online.
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Example 3.23 Kristo Kyrie, interlocking Example 3.24 Kristo Kyrie, new 2-bar
percussion in macaronic refrain, 2-bar pattern of interlocking percussion,
pattern repeated twice repeated twice

In the Santo Sanctus movement, Toledo’s rhythmic patterns create “interludes”
featuring the all-c/aves percussion forces as an aural foreground against a tapestry of
rhythmic and randomized speaking from the tutti choir. The percussive forces noticeably
toggle between background and foreground functions: either featuring as an independent
ensemble with multiple rthythmic layers (mm. 32-33) or providing simple metrical
punctuations (mm. 34-36). In these passages, Toledo assigns the Altos and Basses a
spoken ostinato of successive sixteenth notes, contributing an additional layer of

rhythmic interlocking to the c/aves in the foreground. (Example 3.25)
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Example 3.25 Santo Sanctus, dual role of percussion
as background and foreground

Finally, Toledo references the tradition of Philippine bamboo percussion in the
Psalmo 104 settings. In these transitional movements, no instruments are actually played.
Instead, Toledo assigns the role of bamboo percussion to the Bass voices by having them
sing onomatopoeic syllables (dem, dong, dom, deng). The vocables replicate the sound of

the tongatong bamboo percussion tubes when struck on a flat stone or wooden surface.

(Example 3.26)
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Example 3.26 Psalmo 104 (1), Basses’ vocables replicating the sound of tongatong
or bamboo percussion tubes

Rituals: Indigenous Chant Singing and Social Gathering

Maceda classifies the native musical traditions of the Philippines geographically
into northern and southern.’8 Traditions in the north consist mostly of those of the
Cordillera people from the mountainous region and the Negrito minority, both from the
northern island of Luzon. In the southern island of Mindanao, traditions of indigenous
and Muslim-influenced peoples are prevalent. Of the northern traditions, Maceda
highlights rituals such as marriages, funerals, and curing of the sick as integral sources of
musical activity, with singing accompanied by “dancing and jumping around a fire” as

“essential elements”.” Further, he expounds that northern “singing style consists of a few

78 Maceda, Philippines (Republika ng Pilipinas), Grove Music Online.

79 Maceda, Philippines (Republika ng Pilipinas), Grove Music Online.
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lines of melismatic melodies sung by a leader and repeated responsorially by the crowd
of men and women.”80

Chant singing in social gatherings thus features as an emblematic part of
Philippine music history within these ritualistic contexts rooted in pre-colonial tradition.
The chanting itself possesses qualities of vocal production, melodic construction, and
ornamentation that are distinct from the Western style of classical singing that was taught
to the natives by Spaniard friars as a tool for evangelical and colonial conquest. Maceda
encapsulates the unique qualities of indigenous chanting as such:

With the Kalingga, the dango and ading song forms are traditional in important

ceremonies such as peace pacts, weddings and discussions, and are used to

express a declaration, greeting or statement related to the occasion. The restrained

manner of singing, the economy in the use of notes and the formality of the event

indicate these songs’ importance in the society. In the ading [...] slides, uncertain
pitches, trills, stops and speech-like sounds are particularly characteristic.8!

Ex.6 Kalinga ading, song for foumal occasions, oo, and transcr. ]. Maceda

- - - e - - -
it tak dag kut tun

e

@ a tun pam ma da

Example 3.27 Maceda’s transcription of a
Kalingga ading chant melody

80 Maceda, Philippines (Republika ng Pilipinas), Grove Music Online.

81 Maceda, Philippines (Republika ng Pilipinas), Grove Music Online.
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In the Misa, Toledo draws on the Philippine Catholic tradition of the Pabasa ng
Pasyon (“Reading of the Passion”) ritual, or Pasyon in short. The Pasyon can be
described as follows:

The Pasyon is a retelling of the Passion of Christ. Readings and performances of

the pasyon text are widespread in the Philippines, where they have synthesized

indigenous religious performativity with Catholicism and political and social
activism. There are three pasyon texts, the first of which was published in 1704 by
the Filipino poet Gaspar Aquino de Belen. The pasyon is performed during Lent
in cities and villages throughout the Philippines, often by unskilled pious actors
and paid for as an act of piety by affluent patrons.s2
Performance of the Pasyon has its origins in the pre-colonial practice of indigenous epic
chanting which involved singing verses of epic poetry. These chanted stories featured the
fantastical deeds of heroes and heroines.83 Though primarily done for leisure or when
passing the tradition down to a younger generation, epic singing could extend for
multiple days.84 Christianization of the indigenous people through Spanish colonization
repurposed the tradition of epic chanting into its current form as a retelling of Christ’s
suffering and death in the vernacular. Originally, singing of the Pasyon texts by Gaspar
Aquino de Belen was done by Filipino communities when one of their members was

about to die, as they believed that this would protect the afflicted person’s soul from

being stolen by the devil.85

82 “Pasyon, The,” Harvard Divinity School, accessed 20 Jan. 2024, https://rpl.hds.harvard.edu/fag/pasyon.

83 Levine Andro Lao, ““Pasyon’ chanters, lay preachers featured in ‘Siete Palabras,” longest-running Lenten
TV program,” Lifestyle Inquirer, 14 Apr. 2014, accessed 21 Jan. 2024, https://lifestyle.inquirer.net/157057/
pasyon-chanters-lay-preachers-featured-in-siete-palabras-longest-running-lenten-tv-program/.

84 E. Arsenio Manuel, “A Survey of Philippine Folk Epics,” Asian Folklore Studies 22 (1963): 58, https://
doi.org/10.2307/1177562.

85 Lao, ““Pasyon’ chanters, lay preachers featured in ‘Siete Palabras,” longest-running Lenten TV
program.”
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Modern renditions of Pasyon chant-singing can be done by a soloist, or two or
more singers together and in alternation. In the case of more than one singer, it is typical
to hear duet harmonizations in parallel motion, usually thirds or sixths. This is achievable
even for the untrained local singers due to the tonal orientation of the melodies which
tend towards perceivable pitch centers, similar to the Western ecclesiastical chant
tradition. The relative simplicity and repetitiveness of the traditional melodies also lends
well to the execution of occasional stepwise melismatic turns. As with other secular
forms of ceremonial chanting, vocal production for Pasyon singing can be described as
throaty or even nasal.8¢ The melodies themselves are passed down by oral tradition,
although modern practice can also make use of familiar tunes derived from popular music
or folk songs.87

The centrality of chant in Toledo’s Misa heavily informs its musical organization
as Toledo infuses the characteristics of such traditions into the main elements of timbre,
rhythm, and pitch. Moreover, parallel to the discourse the composer creates between
Latin and Filipino languages, he presents the two opposing styles of vocal production—

Filipino chant singing and Western classical style—as one further layer of heteroglossia.

86 Erickson Elvambuena Cerda, “PABASA 2023 | Chanting of the Pasyon | Samahan ng Batang Zulueta St.
Libid || EEC,” YouTube video, uploaded 11 Mar. 2023, accessed 21 Jan. 2024, https://youtu.be/
JImmaQgtGnw?si=JxrBcm6wA APaUXPI.

This video clip provides an example of authentic Pasyon chanting in the Philippines, displaying two singers
executing parallel harmonization.

87 Maxine Santos, “Pabasa 1,” YouTube video, uploaded 28 Mar. 2020, accessed 21 Jan. 2024, https://
youtu.be/-w-PULRvazg?si=ccI2Us2hf9vsyk98&t=1333.

This video clip shows a portion of Pasyon sung in the Philippines. Starting at 22:13, the melody the singers
use is from the Philippine folk song “Baleleng.”
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To achieve this characteristic chanted sound, Toledo puts verbal directions in the
score for the performers. Throughout the work, he uses expressive words and phrases
such as “throaty quality,” “shout/ed,” “folk-chant-like,” “chant-like; in pain,” “pasyon-
like,” and “may gigil” (roughly “with trembling / without restraint’)s8. For example, the
“may gigil; throaty quality” marking is indicated in the opening of the final movement,
Humayo Na, Ite Missa Est!. Here assigned to a Group of Tenors acting as the chant
leaders against the congregation of tutti voices, the short chant material is entirely
syllabic on a single pitch, C. Its rhythmic construction of sextuplets is made to emulate
the agility of spoken Filipino with its multiple syllables in rapid succession. This brief
chant passage is in direct contrast to the expansive choral tutti texture around it, with its

sweeping intervallic leaps and dissonant clustered harmonies—sung in be/ canto style.

(Example 3.28)

88 “Gigil” is a Filipino word that is without a direct translation in English, but its sense refers to an
uncontrollable feeling one might get when overcome with some extreme emotion. While it is usually
associated with the lighthearted urge to show physical affection towards an adorable something or
someone, in the Misa, Toledo uses this as an expressive marking in moments of climactic buildup or
tension. Thus, “gigil” in this context would indicate being taken over by a feeling of anger or excitement,
manifesting in some form of vocal intensity, trembling, and lack of restraint.
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Example 3.28 Humayo Na, Ite Missa Est!, Group of Tenors in
indigenous chant style with tutti SATB in bel canto
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Vocal ornaments and stylistic effects are used by Toledo to evoke the
improvisatory nature of indigenous chant singing. These effects include tremolo,
oscillation, vocal slides and grace notes. The Gloriya movement contains a wealth of
material exhibiting these stylistic effects. Tremolos on the Soprano Solo’s pitches marked
as “chant-like; in pain” (m. 7) represent the use of wide, trembling vibrato as the soloist

must be heard through the full tutti Western-style texture. (Example 3.29)
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Example 3.29 Gloriya, m. 7, tremolo in chant-like singing in Soprano Solo

An example of vocal oscillation is found in m. 63 at the end of an Alto Solo’s
chant-like melody. Toledo makes no indication of vocal timbre for this solo passage
implying that the soloist sings in conventional Western style. However, the vocal
oscillations are executed as fast and wide vibrato, also functioning as cadential markers at

the end the chant-like melodies. (Example 3.30)
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Example 3.30 Gloriya, m. 63, vocal oscillation marks
ends of Soloist’s chant-like melody

Vocal slides and grace notes are simultaneously found in chant material started by
the Bass 1s at the beginning of the movement. This line appears identical to the Western
tradition of Gregorian chant, with repeated pitches and indeterminate rhythmic notation
that resembles chant incipits. However, rhythmic indeterminacy is also a feature of
indigenous chanting in the Philippines due to chanting’s spontaneous and improvisatory
nature. Toledo highlights this distinction using slides and grace notes, as seen in mm. 4—
5. The only semblance of rhythmic specificity lies in the two notated thirty-second notes

which each receive the syllable “ka” (“you”). The intentional shortening of this note
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value serves to highlight the following syllable “na- " as the agogic stress of the word

“namin” (“we”)%. (Example 3.31)
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Example 3.31 Gloriya, mm. 4-5, vocal slide and grace notes in Bass 1 chant

Pitch Centrality Based on Chant

Rather than organizing the pitch material in a harmonic tonal fashion, Toledo uses
a form of pitch centrality, in which the melodic and harmonic sounds orbit around a
central tone. This compositional technique grows organically out of the practice of chant,
and we see evidence for Toledo’s use of this throughout the Misa. In Western tradition,
this is commonly known as the “finalis " or “resting tone” of a chant melody: that is, the
pitch which must be arrived at for a melody or work to reach completion and resolution.
This also applies to indigenous Philippine chant tradition where melodies are expected to
arrive at finality, thereby possessing a discernible pitch center. As Toledo’s Misa presents
extreme use of intervallically challenging chromatic melodies and dense polychordal
cluster harmonies, one might initially suppose that its construction is simply atonal or
even inspired by Schonberg’s twelve-tone serialism. However, understanding its melodic

and harmonic construction as based upon centrality, we see that the work contains its own

89 “Pinupuri ka namin, dinarangal ka namin” = “We praise you, we bless/honor you.”
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inner logic with regard to tension/resolution and dissonance/consonance just as a tonal
framework would.
Examining the opening of Pater Namin (“Our Father”) movement, one can see a

dense cluster chord of eleven distinct pitch classes, A#-B-C-Db-D-Eb-E-F-F#-G-Ab. The

Tenors and Basses sing a tightly compact collection of pitches with a cluster made
entirely of whole and semi-tones. Toledo creates wider intervallic space between the
pitches sung by the Sopranos and Altos. He calls this harmonic organization “submerged
tonality,” in that the lower register is more dense (and obscured by the oscillations in
Basses 2 and 3) in order for the upper register to feature more vibrantly—in what he

describes as a “heavenward” sonority.?° (Example 3.32)

90 Toledo, interview.
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Example 3.32 Pater Namin, “submerged tonality”
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Several indicators point toward the central pitch within this thick harmonic
texture. In the case of the opening of the Pater Namin, D is identifiable as the central
pitch with seven parts assigned to it: by assigning D to more singers, the composer
emphasizes the pitch’s importance. Toledo uses vocal oscillation as a compelling
indicator of pitch centrality, evident in the Female Solo 2 over mm. 1-6. The prolonged
oscillation draws the ear to the sustained D in the treble register, standing out against

dense chord clusters. (Example 3.33)
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Example 3.33 Pater Namin, mm. 1-6, Female Solo 2 chant melody, pitch center
D defined by chant-derived stylistic effects and neighbor tones (C and Eb)

Finally, and most relevant to this analysis, Toledo defines pitch centrality in this
movement (and in the Misa at large) by the tones which directly surround an implied
central pitch. The pitches of Female Solo 2 in mm. 1-6 serve as the trichordal framework
on which many of the chant-inspired melodies throughout the Misa are built. (Example

3.33 above) Here, C, D and Eb are the set of pitches, with D serving as the central pitch
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because of the proximity and tension brought about by its two neighboring tones. C and
Eb frame the pitch center of D and tend toward inward resolution from both directions.
The vocal slide in m. 5 supports the notion that this is a short passage of chant-based
material but also facilitates the melody’s arrival back to the finalis, D, in m. 6. In
Example 3.34 below, the final chord of this movement cements D as the pitch center by

arriving on a clear, singular pitch class in three octaves—a pure and perfect finalis.
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Example 3.34 Pater Namin, final resolution on unison D

Toledo uses neighboring tones to define pitch centers in chant-referencing
melodic passages throughout the Ordinary movements of the Misa. A prominent instance
is found in the Kristo Kyrie from mm. 60—62 where the staggered entrances of the SATB
voices resemble Western imitative counterpoint. Here, Toledo establishes three pitch

centers: the first, F, in the Tenors and Altos, defined by neighboring tones E and Gb; the

second, G, in the Sopranos, defined by neighboring tones F and Ab; and finally, D, in the
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Basses, defined by neighboring tones C and Eb. It can be observed here and in other

similar moments throughout the Misa that the pitch centers of these chant materials can
be approached by either a major or minor second interval from above or below, as seen
by the F pitch center in this passage approached by a minor second from both directions.

(Example 3.35)
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Example 3.35 Kristo Kyrie, mm. 60—62, three
pitch centers defined by neighboring tones
(major/minor second intervals from above

and below)

Finally, Toledo features two significant instances that exhibit the fundamental
Filipinization of the Misa by invoking the native belief and ritual of the babaylan. The
babaylan were highly esteemed in pre-colonial society as they were believed to possess

supernatural abilities as healers and mediums. While women were most usually given the
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mystical-spiritual mantle of the babaylan class, men could also inhabit this role.
Babaylan were believed to be able to navigate between male and female genders at will
in the exercise of their ritual practices. Consequently, male babaylan are thought to have
exhibited stereotypically feminine traits in the way they dressed and presented during
such rituals, where they would often enter trance-like states of consciousness. The
babaylan received material offerings in exchange for their rituals and spiritual
intercession, affirming their high regard in society. William Henry Scott summarizes his
findings on this unique pre-Hispanic societal class and phenomenon as follows:
Babaylan were shamans or spirit mediums, given to seizures and trances in which
they spoke with the voice of their diwata or other spirits and acted out conflicts in
the spirit world, brandishing spears, foaming at the mouth, and often becoming
violent enough to require restraint. They were also called daitan, befriended, in
recognition of their patronage by particular diwata. They could be either male or
female or male transvestites called asog, but were most commonly women. They
came to their calling through attacks of illness or insanity which could only be
cured by accepting the call, and then attached themselves as alabay, apprentices,
to some older babaylan, frequently a relative. Their remuneration was a
designated share of the offerings, usually choice cuts of the hog or the head, but in
full-scale paganito sponsored by prominent datus, they went home with heirloom
valuables like porcelain plates or gold ornaments.9!
Toledo illustrates the fluidity and equivalence of gender identity in the Kristo
Kyrie and the Kredo. In these movements, vestiges of the babaylan ritual are evident in
passages that feature soloists that emulate ritualistic chant leaders. Moreover, Toledo
references the indigenous Filipino interchangeability between male and female voices.

The Kredo is distinct in that it is the only movement in which Toledo makes the specific

expressive marking of “incantation-like” for a Solo Alto in section [D], spanning mm.

91 William Henry Scott, Looking For The Prehispanic Filipino and Other Essays in Philippine History,
(Quezon City: New Day Publishers, 1992), 125.
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84—100. The composer clarifies the instruction by applying chant-derived techniques to
the soloist: indeterminate rhythmic notation that approximates the natural speech patterns
of the Filipino language, and vocal oscillations sustained pitches that reinforce the pitch
center, G. More interesting, however, is that Toledo does not specify a gender for the Solo

Alto. The solo’s tessitura lies between G and A b and is accessible to low female or

middle male vocal ranges. Thus, the part could be sung by either a male or female singer
—true to the characterization of the babaylan. Toledo’s referencing of gender fluidity for
the Solo Alto is reinforced by the fact that he does specify “3 Female Soloists” and “4
Male Soloists” in this same passage. The Solo Alto thus takes on the persona of the
babaylan and bridges two gender identities. The soloist also serves as the intermediary
between the Filipino chant-like melodies sung by the “3 Female Soloists” and the Latin
chant intonations by the “4 Male Soloists.” Toledo’s inclusion of wind chimes in this
section contributes to the trance-like effect of the ritual occurring in the liminal space

between opposing traditions and identities. (Example 3.36, mm. 84—100)
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Example 3.36 Kredo, [D], cont., mm. 90-93
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Example 3.36 Kredo, [D], cont., mm. 94-96
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Example 3.36 Kredo, [D], cont., mm. 97-100

The Kristo Kyrie movement is unique within the Misa due to its being written for
the Philippine male choir ALERON, which is known to employ the entire adult male
vocal range from the lowest bass up to the highest soprano-countertenor. Akin to the
discourse of gender and vocal identity brought about by the babaylan reference in the
Kredo, the Kristo Kyrie more deeply explores and challenges the gender binary as it
relates to the vocal possibilities of physiologically male singers. In this movement,
Toledo navigates different timbral and sonic combinations by having the singers toggle
between vocal registers. The work begins with a full SATB configuration which
combines the upper register of the countertenors singing Soprano and Alto in their head
voice/falsetto with the chest or modal register of the Tenors and Basses. Equal-voice

configurations are also used in this movement, such as sections where “Tutti TTBB
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Singing” is indicated. This means for all singers to make use of their modal/chest voice to
produce the conventional male-choir sonority. Such instances occur at mm. 8-19 and

mm. 122-128. (Example 3.37)
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Example 3.37 Kristo Kyrie, mm. 122-128, “Tutti TTBB Singing”
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Most interesting, however, are the sections where Toledo indicates “Tutti SSAA
Singing,” as in mm. 20-28 and mm. 116—121. In these instances, the composer intends
for every singer (even those who are not primarily countertenors) to produce a Soprano-
Alto sonority by shifting into their head voices or falsetto mechanisms. Toledo has these
equal-voice sections occur adjacently, with just a short breath for singers to prepare the
sudden change into the opposite vocal mechanism. The indication of “SSAA Singing”
versus simply notating pitches in the higher octave/register implies a more fundamental
change in vocal character or identity—that is, straddling between an established gender
binary and the vocal expectations tied to each. Toledo makes use of the male falsetto
timbre in cluster harmonies to produce a smokescreen-like texture upon which a Solo
Tenor chanter is juxtaposed: a sonic allusion to the mysticism of indigenous ritual.
Through this compositional gesture, Toledo exhibits the Misa s prevalent rhetoric on
heteroglossia as also present in the concept and persona of the gender-traversing native

babaylan. (Example 3.38)
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In a review of the first complete performance of the Misa, Filipino writer and
choral artist Joey Vargas illustrates the cultural significance of the modern-day babaylan
by recounting his first-hand experience of a Catholic Mass in which a babaylan was also
present:

The fusion of the spoken Latin (sometimes, having the semblance of a chant,
though much more akin to outburts or cries) and the more melodic Filipino
somehow allowed the attentive listener to reflect on the fusion of cultures and/or
evolution of traditions. The sound is much reminiscent of ritualistic traditions of
various indigenous communities, with their unique chants and melodic patterns.
The experience, for instance, led me to remember a day on top of Mount Sangab
in Mindanao when a Catholic priest I was with celebrated mass with an
indigenous community staying there. The ‘babaylan’ with her assistants, attended
the celebration. At some points during the mass (especially during the
consecration), the ‘babaylan’ would just suddenly intone certain prayers in a form
that lays contrast to that of the Catholic priest. The experience was both amazing
and, yes, jarring. Somehow, you see in this either a fusion, or a conflict, and you
hope for a resolution.?2

92 Joey Gianan Vargas, “Misa Lingua Sama-sama,” review published as Facebook Note, 21 Mar. 2016, last
edited 5 May 2021, accessed 20 Jan. 2024, https://www.facebook.com/notes/3454542264629262/.


https://www.facebook.com/notes/3454542264629262
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CHAPTER 4:

CONCLUSION

Toledo characterizes his Misa as a “new type of choral music” in that it is
“modern and contemporary art music, but accessible.”?3 Despite the musical complexity
inherent to the Misa and Toledo’s greater body of compositional output, Toledo achieves
accessibility through his use of elements that he categorizes as “common’ and
“indigenous”—the combination of which results in what he considers as “new.”* In the
case of the Misa, “common” elements refer to those which were primarily imposed by
and inherited from the Philippines’ centuries-long era of Spanish colonization. These
involve conventionally Western theories and applications of pitch organization, harmonic
structures, rhythmic notation, vocal timbre, and ultimately the Latin language as the
vessel of religious and liturgical practice. “Indigenous” elements, on the other hand,
pertain to beliefs and practices that persisted in the face of the “common” through the
sheer willpower of the bearers of native Filipino customs.

Through his Misa, Toledo makes a bold statement that the “new” identity which
emerges from the musical collision of these opposing linguistic, ideological, and cultural
forces is, in fact, what is distinctly Filipino. In every layer of discourse present in the
work as previously examined, he points toward the syncretism of the musical and
national identity of the Filipino. Our identity is equally indigenous and inherited, of

which the latter component has now been freely accepted and claimed as part of the

93 Toledo in Amadis Ma. Guerrero, “Chino Toledo’s ‘Misa Lingua Sama-sama’.”

94 Toledo, interview.
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Philippine national fabric. The “common” elements once considered Western impositions
have become “common” precisely because of this reclamation of identity. In the Misa,
Toledo demonstrates his deep affinity with Western music while also defining his own
parameters in organizing every compositional element of the work. Western theory and
practice have become a language he can fluently speak and, because of this, he is
afforded the liberty to choose, to determine, and ultimately to create.

For over three centuries, language in all forms was used to impress upon Filipinos
what they should do, believe, and be. They were taught how to mold their voices to sing
praises to a deity not their own. The songs were joyful, enticing, and masterfully crafted
so remnants endure to this day ingrained in the Filipino cultural fabric. As the Filipino
people grew more and more aware of themselves and the inequities being done unto
them, the potency of their own language arose to serve as a voice of dignity, of self-
agency, and of inevitable revolution. Language gave voice to opposition and solidified a
national sentiment that denounced oppression and sought for independence.

Today, this generation of Filipino scholars and artists bears the responsibility of
redefining its—our—identity as a self-determining people, empowered by the knowledge
that we now own what we have been given. Filipino musicians in every corner of the
globe now wield the unique syncretism of Filipino identity that draws on all aspects of
our inherited and accepted traditions. Relics of the Philippines’ colonial past remain in
artistic-historical monuments such as the Las Pifias Bamboo Organ, the Festival which
celebrates the organ’s uniqueness (and the influence of Western musical traditions from

whence it came), and the very co-existence of indigenous and Catholic traditions of faith
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and music in the Philippines. The national movement to champion and promote
Philippine music and arts is led by our own living luminaries and culture bearers who
take pride in the complete totality of our identity, indigenous and inherited. Chief among

them is Josefino Chino Toledo.

End. / Pagtatapos.

Bloomington, IN.
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Appendix 8: Santo Sanctus Analysis Chart

PITCH
Merging of Westem and Eastern tonal traditions:

RHYTHM TEXTURE

a) ELEMENTS OF NATIVE CHANT (unison melodies with a perceivable
"reciting tone” on the 5th acting like a "dominant) and
b) INHERITED WESTERN HARMONIC LANGUAGE (from 16th-century
polyphony, to functional harmony, to clusters)

<) Different use of 12-tone "process" in creation of a hierarchy of pitch: a
“tonal center" is established more by neighboring tones (usually
major or minor 2nd above and below) reinforced by the P5, OR by

dronelostinatolrepetition

Complex rhythms as reflective of Tagalog speech Combinations of vocal and percussive forces
- Explore the interchangeability of voice and percussion ~ might be a

supporting argument for the identity angle

RED = Western elements
PURPLE = Combined/Shared Western
and Filipino elements

SYNCOPTATION as percussive and speech-like

mm. 1-17] ALL 12: C-Db-D-Eb-E-F-F#-G-Ab-A-Bb-Cb [mm. 1-17 mm. 1-1
- mm_1-5: C s center (Db and Bb present) - Tutti SATB - homophonic chordal punctations | | - Tutti SATB divisi
- mm. 6-8: G as center (Ab and F present) ala percussion -Solo SSSAAA
-mm. 9-12: C as center (Db and Bb present) - Solo SSSAAA - use of quin/sex/septuplet - BAMBOO BUZZER ing tutti
[mm € natural-minor; C-D-Eb-F-G-Ab-Bb rhythms to emulate spoken prayers, like
organized aleatoricism [mm. 18-22]

[mm. 23-43] G natural-minor; G-D-Eb-F-G-Ab-Bb

-mm. 23-31 - UNISON MELODY in PAIRED CANON: S/T vs A/B

- mm. 32-33 - NO PITCH (spoken + percussion)

[mm. 18-22]
- Sixteenths; triplets; triplets over 2

- mm. 34-39 - UNISON MELODY in PAIRED CANON: S/T vs A/B

- mm. 40-43 - NO PITCH (spoken + percussion)

mm. 44-63] C-D-Eb-F-G-Ab-A-Bb-B

-mm. 44-58 - € drone in B1 establishes tonal center

mm. 64-87]
- mm. 64-72: G-D-Eb-F-G-Ab-Bb
-mm. 73-75: G-Ab-Bb-G-Db-Eb-F

-mm. 76-81: D-E-F-G--Bb-G (transposed material from m. 34)
- mm. 82-84: Eb-F-Gb-Ab-Bb-C-D (transposed material from mm. 79-81

SANTO SANCTUS “m

- mm. 85-87: D-Eb-E-F-F#-G-Ab-Bb-B-C-C# (A missing)

[mm. 23-43]

mm. 23-31 and 34-39

- Voices: highly syncopated, speech-like
rhythms

- Percussion: Quarter-note punctuations with
some reinforcement (doubling) of the voices’
rhythm (ex. m. 28-20) and a hint of hocket
(interlocking rhythm) on m. 26

mm. 32-33 and 40-43
- Percussion: 4-PART HOCKET interlude”
with each claves part having its own unique
rhythmic ostinato

- Tutti SA and TB aleatoric thythm

- Solo A and B: spoken 16th notes serving as
the COMPOSITE/RESULTANT RHYTHM from
the percussion

mm. 44-63
- Longer thythmic values in slower tempo
(whole notes, half notes, etc.)

[mm. 64-87
- Generally interlocking rhyhtms between
ST/AB, between the Claves, and between the
choir and claves ensembles altogether

- Indication of "with rhythmic precision,
enjoyment, and excitement”

~ Tutti SSSS-AAAA-TB (soloists join tutti)
- Shouted punctuations in 4 and Ad replace percussion
accents

-m. 18 - WIND CHIME ascending glissando marks a shift
into a new section and soundscape

[mm. 23-43

- Tutti SATB (ST melody / AB percussion-like interspersal)

- Percussion: CLAVES 1/2 and 3/4 - CLAVES as having
Afro-Cuban colonial origins; Cuba with a history of
Spanish colonization parallel to the Philippines’ from the
15th century until American occupation in 1898.

[mm. 44-63] ETHEREAL ATMOSPHERE
- SSAATTBB - full choral texture, sustained chords around C
minor

- Soli duet T1, T2 (starting m. 46)

- Soli duet S1, S2 (starting m. 54)

-Random WIND CHIMES from mm. 45-61, niente into 62

mm. 64-87]
- Tutti SATB (ST melody / AB percussion-like interspersal)
- Percussion: CLAVES INTERLOCKING RHYTHMS

TIMBRE

Spoken / Sung;
"Omaments" as Vocal Effects that point to native cultural style rather than the
Western bel canto performance practice

- TREMOLO functions as affect but also reinforces the "central pitches" by
oscillating between its neighbor tones (see PITCH column)

- Register of speaking used as cadential devices with upward and downward
motion leading to/ending sections

LANGUAGE
Latin, Tagalog, Macarenic

INTERCHANGE OF LANGUAGE

HETEROGLOSSIA: use of different I
viewpoints in discourse

ORTHODOXY VS HETERODOXY: standard beliefs vs beliefs that
differ from the norm

NATIVE REFERENCES

- Actual Rituals, Beliefs, Folklore

- RITUAL AND PLAY
«CHANT AND SPEAKING IN TONGUES

[mm. 1-17]
- Alternations between "spoken” and sung "legato / prayer-like / almost murmuring"

mm. 18-22]

- §1: "spoken / at different speed / normal speaking level / at least 3 singers /
repeat as needed” - OSANA SA KAITAASAN, OSANA, OSANA SA KAITASAN.
- ‘Shout! (SOLO)" Punctuated OSANA SA KAITASAN.

- A1l: "spoken / at different speed / normal speaking level / at least 3 singers /
repeat as needed" - HOSANNA IN EXCELSIS, HOSANNA, HOSANNA IN
EXCELSIS.

- A4: "Shout! (SOLO)" Punctuated HOSANNA [N EXCELSIS.

[mm. 23-43]

- Tutti SATB: "Spoken / Agitato / at different speed” - KAITAASAN HOSANNA
'OSANA SA IN EXCELSIS SA OSANA EXCELSIS IN KAITAASAN HOSAANA
- Solo AB: "Solo / Spoken / very rhythmic" -> clue o the percussive role of the
voice

[mm. 44-63] Use of voice as choral tapesiry or backdrop; Soloists sing bel canto
- Tutti choir sustains vowels

- S1 morphing from "mm” to "ah"

-T1 alternating between "mm" and "Santo”

mm. 52-54: T2 Solo portamento between D amd C re:
intonation in Simula movement, and also creates a wal
PASYON singing

iscent of chant
g effect akin to

[mm. 64-87] All standard singing with percussion

mm. 1-17
- Tutti SATB alternates between Latin and Tagalog ("Santo")
- Solo SSSAAA - Tagalog

mm. 18-22]

- $1/S3/S4 - Tagalog / S2 - Latin
- A1/A3/A4 - Latin / A2 - Tagalog
- TB - Tagalog

mm. 23-43]

- Tutti SATB (spoken and sung parts): macaronic
mm. 44-63] All Tagalog

mm. 64-87] Macaronic (except for mm. 73-75 in Latin)

Overall importance of rhythmic drive provided by the bamboo
buzzer and claves reflects native ritual celebration.

Fast rhythmic passages and aleatoricism in the voices emulate
both speech-like prayer (a ned to congregations all praying
aloud at once in churches in the Philippines, with multiple
Philippine languages and dialects) and function to
complement to the percussive drive provided by the
bungkaka and claves. If in the West instruments are typically
colla parte to the voice in sacred settings, Toledo instead uses
the percussion ensemble as colla parte to the choir with
rhythm as the unifying element. The identity of the voice and
the percussion become equal and interchangeable - a departure
from the Church's assertions in centuries past that only voices
must be heard in worship and that excitement and rhythmic
percussiveness have no place in the sacred.

"With rhythmic isi j and
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Appendix 9: Pater Namin Analysis Chart

PITCH

Merging of Western and Eastern tonal traditions:

RHYTHM TEXTURE

a) ELEMENTS OF NATIVE CHANT (unison melodies with a perceivable
*reciting tone" on the 5th acting like a "dominant’) and
b) INHERITED WESTERN HARMONIC LANGUAGE (from 16th-century
polyphony, to functional harmony, to clusters)
c) Different use of 12-tone "process" in creation of a hierarchy of pitch: a "tonal
center” is established more by neighboring tones (usually major or minor
2nd above and below) reinforced by the P5, OR by

Complex hythms as reflective of Tagalog speech Combinations of vocal and percussive forces
- Explore the interchangeability of voice and percussion ~ might be a

supporting argument for the identity angle

PURPLE = Combined/Shared Western

and Fillpino elements SYNCOPTATION as percussive and speech-ike

drone/ostinatolrepetition

mm. 1-8] D-Eb-E-F#-G-Ab-Bb-B-C Complex rhythmic figures accommodate
spoken Tagalog

Dis established s a tonal center by having it sung in 7 parts, and by the tremolo of -
Female Solo 2 around D. Heavily homophonic/homorhythmic, but with

passages of imitation and canon - Male Solo 1

m. 4: Female Solo 2 and 3 proceed to Eb, heightening the importance of D, before -T1
arriving back at a unison D throughout the whole choral texture on m. 6. -T2a

-T2b
m. 8: Condense to unison D an octave lower -Bla

-B1b
[A. mm. 9-20] -B2a
Bb might be construed as the tonal center due to the outer voices (S1 and B3) framing -B2b

Bb. BUT, D still remains the LITERAL CENTER, evident by the four pitches that

re-asserted by the REPETITION on F. Solo 3 and TREMOLO on M. Solo

m. 18, Eb is further highlighted with F. Solo 1, F. Solo 3, SSS, M. Solo 1, M. Solo 3,
TTT arriving at Eb; AGAINST The persisting A of F. Solo 2 and M. Solo 2. This stil
underscores D as a center, with the reciting tone A and upper neighbor Eb
persisting against each other.

C. mm. 31-44]
- SAATBB -> SATB onm. 35
B. mm. 21-30] A-Bb-B-C-D-Eb-E-F#-G-G#

m. 25, TTBB arrives on a unison D, again implying its centrality, with the tetrachord D, mm. 45-54]
on m. 26 containing D and its neighbor E, and the reciting tone A with s neighbor Bb. - SAATTB

m. 27, a departure into C centrality is implied with the TTBB arriving at unison C

and the SSAA on the 5th above (G) E. mm. 55-76]

- SATB -> SAATB onm,. 75
C. mm. 31-44] - Octave CANONS (mm. 63-68, SA/TB), along with IMITATION (mm.
m. 35, TB octaves starting on D
m. 39, SATB octaves starting on D

m. 42, CANON of ST and AB, starting on D F. mm. 77-105]
PATER NAMIN - SAATTED

D, mm. 45-54]

m. 45, S and B outline C as center with Db and Bb. G, mm. 106-122]

m. 48, Unison Eb on AATTI -M. Solo 1,2

m. 50, clear A-minor chord - SATTBB

m. 51, Unison Eb

m. 53, Unison Ab H, mm. 123-125]

m. 54, D implied with neighboring tones E and C - SATB

E. mm. 55-76] C-Db-Eb-E-F-Gb-Ab-Bb I mm. 126-137]

m. 55, Unison C, then neighbor tones Db and Bb emerge - SSAA (whispering)

m. 72, Emergence of C#, with B and D neighboring -8

m. 76, D implied as center again, with C# below
[J. mm. 138-140]

F. mm. 77-105] - SATB

.77, Unison D, then neighbir tones Eb and C

.79, A2 TREMOLO on D K. mm. 141-150]

. 81, SAA Eb unison - SSAATTBB

. 85, SAA D unison

. 87-88, B1 TREMOLO on D

.92, D center, approached by C from below in unison

. 94, Emergence of D#, with E and C# neighboring; A2 TREMOLO on D#

.97, B1 TREMOLO on D#

33333333

G, mm. 106-122]
m. 106, G as center, with SA melody showing Ab and F# as neighbors

H. mm. 123-125]
- D as center, unison, with Eb and C as neighbors

I_mm, 126-137)
- D as center, with Eb and C/C# as neighbors

[J_mm. 138-140)
- D as center, unison, with Eb and C as neighbors

K. mm. 141-150]
m. 141 - Strong unison arrival on Eb prepares eventual return to the final unison D
on mm. 149-150, affirming the centrality of the whole movement in unison octaves

TIMBRE LANGUAGE

Latin, Tagalog, Macaronic

NATIVE REFERENCES

Spoken / Sung;
"Omaments" as Vocal Effects that point to native cultural style rather than the

Western bel canto performance practice INTERCHANGE OF LANGUAGE

- - Actual Rituals, Beliefs, Folklore

- TREMOLO functions as affect but also reinforces the "central pitches” by

oscillating between its neighbor tones (see PITGH column) HETEROGLOSSIA: simultaneous use of different languages /

viewpoints in discourse

- RITUAL AND PLAY
-CHANT AND SPEAKING IN TONGUES

- Register of speaking used as cadential devices with upward and downward

motion leading tolending sections ORTHODOXY VS HETERODOXY: standard beliefs vs beliefs that

differ from the norm

[mm. 1-8]
- TREMOLOS serve 2 purposes: either to establish a tonal center by circling
around a note with its neighbor tones, or to blur the foundational tones provided
by the Basses' cluster

- mm. 6-8: Spoken / Different speed / AS IF PLEADING

B, mm. 21-30]
- M. Solos; "PARLATO DRAMATICO; PLEADING"

[G, mm. 106-122]
. Solos: "PARLATO, natural speed and level, unhurried”

I, mm., 126-137]
SAA: "Whispering, not necessarily together, natural speed, unhurried,
NON-DRAMATIC"

mm. 1-8 MACARONIC

[A, mm. 9-20]
Interchanging BLOCKS of Latin and Tagalog

[B. mm. 21-30]
TAGALOG, except:

M. Solo 2: Latin onm. 24

-Male Solo 1, 2, 3 and TTBB: Latin on mm. 27-30 while SSAA remain
Tagalog

[C. mm. 31-44] TAGALOG

[D, mm. 45-54] LATIN

[E, mm. 55-76] MACARONIC

[F, mm, 77-105] MACARONIC

[G, mm. 106-122] MACARONIC

[H, mm. 123-125] TAGALOG

[, mm. 126-137] MACARONIC

[J, mm. 138-140] TAGALOG

[K, mm. 141-150] TAGALOG (OR MACARONIC with AMEN?)

Heavy use of chant-like melodies that establish central pitches

The pure a cappella texture makes a nod to the completely
congregational singing present in celebrations of the Mass
in the Philippines, and the pandiatonic harmonies almost
eaptures how a congregation would sing the same tune in varying
levels of pitch according to their musical and vocal abilities. The
point is that everyone gets to sing together in this special
part of the Mass.




Appendix 10: KorDei Analysis Chart

o daments
. Wostom g

pur mbined/Shared Westor

f Fn-pmo coments

KORDEI

PITCH
Merging of Western and Eastern tonal traditions:

=) ELEMENTS OF NATIVE CHANT (nison melodes it a percivabo ‘ecting tne” on e
acting like a “dominant’) and
b) INHERITED WESTERN HARMONIC LANGUAGE (from 16th-century polyphony, to
functional harmony, to clusters)
<) Different use of 12-tone "process" in creation of  hierarchy of pitch: a "tonal center” is
established more by neighboring tones (usually major or minor 2nd above and below)
reinforced by the P5, OR by drone/ostinatolrepetition

. :341 .06 0 EF. 0,68

-9:F a5 ontr:Sats ih F on Ao, wih remclo (vide vrato') F# wih Sope on m.3; &
i SopE
-m. 10: mvznms OF MILTIPLE TOKAL GENTERS

i ) until i «
Zurroundin

> SA Soli (D,E): Retains F as center, now adding Gb and Eb as surrounding pitches on m. 12, then m.
14 roveis s new crie vk D and B suraurcivg)

(star 3
D wih tromalo oscilaons on m.21)
-m. 28293 center (D and
contar (Eb and e surrounding)
30-34: Alto Trio and SA

while 3 Solo Alto retain D

into C center

[A.mm. 35-70] G center

- ST Moy @ cotar, i Ab and F surouncing (G
- AA canon: (GAb,Bb
158 conon GASCB R

EbF)

mm. 4748
- AABB cluster:
topSand T

- ST trchord - G-F-Eb DESCENT to a D center

- centrality of Ab highlight he being sung by the

mm. 49-50: UNISON | OCTAVES, D center: D-Eb-F-F#-G-Ab-8b-C-Db

mm. 51-61: (same as mm. 35-46)

- ST Melody: G center, with Ab and F surrounding (G.Ab,

- AA canon: (G,Ab,Bb
- BB canon: GAb,C.D.Eb F

mim. 62-63: SATB cluster - Bb-C-D-Eb-F -> D as the central pitch prepares next arrival at D
mm. 64-65: D-Eb-F-F#-G-Ab-C
mim. 66-70: G-Ab-Bb-C-D-Eb-F-FH

B._mm. 71-105] G center, G-A-Bb-B-C-D-Eb-E-F
- Bass2B ostinato outlines V- relationship (D-G)
ied quartal harmony: (Eb-A-D, F-Bb-Eb, G-C-F, A-D-G, G-C-F, Eb-A-D)
- mm. 77-99: AATT - parallel quartal harmony between A1/T1 and A2/T2, forming parallel
clusters

sss-

- mm. 101-105: , parallel ies with D i ice,
prepares arrival of D
[C.mm. 106-127)

mm. 106-107: UNISON / OCTAVES, D center: D-Eb-F-F#-G-Ab-Bb-C-Db (SAME AS mm. 47-48)
- mm. 108-110: Db center, Db-D-Eb-F-G-Ab-C

mm. 111417
- ST Melody: G center, with Ab and F surrounding (G,Ab,C.D, Eb,F)
canon: (G,Ab,Bb,C.D,Eb)

- B8 canon: GAb,C,D.

mm. 118125

Ab Center:

mm. 126-127: SATB cluster - (Ab)-Bb-C-D-Eb-F -> D as the central pitch prepares next arrival at
o

0. mm_ 128145
. 128.120: D-EbFFAGADC

/m. 130-131: Db conter, Db-D-EL-F-G-ABC

mm. 132:136: Eb conter, Eb-E-F#.G-Ab-AB-Db

. 137-136: SATB cluster:(rom bottom up) A-B-B.Dit A-8.Db-Eb
mm. 130-140: SATB clustor:(rom bottom up) G-C-D-E / G-C.D-E
mm 141145

- SATB: C-Db-D-Eb-F-F#-G-Ab-Bb
- TENOR SOLO: Imposes C-D-C

RHYTHM

TEXTURE

SYNCOPTATION as percussive and speech-iike

mm. 1-34]
- T8 kakutang punctuatas the o ofsach secion
of spoken Tagalog e

b f vocal and per
- Explore the interchangeabilty of voice and percussion ~ might be a
ipporting argument for the identiy angle:

T Solo chanter rhythm accommodates Tagalog
speech

- SSS, AATT. PARALLEL HOMORHYTHMIC
HARMONIES rofer to PASYON CHANT-SINGING
TRADITIO!
- mm. 71-101: Bass2B PERSISTENT OSTINATO
HIGHLIGHTING D-G (G as center)

(C. mm. 106-127]
- mm. 106-110: PERCUSSION INTERLOCKING

(A mm, 35:70)

. 351 (ST Octaves, Ak Canan, BB Canon and Intrlocking

-53, 64-70: Fomale and Male solo shouters SERVE
|AS PERCUSSIVE ACCENTS WITH SPECIFIC RHYTHMIC

RHYTHI
another rhythmically

D. mm, 128-145)
- mm. 128-136: PERCUSSION INTERLOCKING
RHYTHM: Shouter acios Intedock withane

another rhythmically
o, 187.140: INTERLOCKING SA T8 pairngs

ENDS WITH PERCUSSION PUNCTUATION

- mm. 47-48: AABS form a cluster in successive 16th-notes
- mm. 49-53: SATB unisonloctaves

- mm. 54-61: (ST Octaves, AA Canon, BB Canon and Interlocking
Imllmnn) PERC: SA TE pairings

- mm. 62-70: SATB divisi + percussion

B, mm. 71-105]
3

A
- TENOR SOLO

- Bass1A-Bass1B-Bass2A Bass28 - MELODIC AND RHYTHMIC
OSTINATI serves as harmonic foundation and affecticolor

- mm.
under Tagalog chant-inspired parallel harmonies.

[C.mm. 106-127]
- TurTiSop « TUTTI CUAVES S0P
ALTO 2 + TUTTI CLAVES ALTO

ACCEN TS WITH SPEGIFIC Riy THMIC ENTRANGES

- mm. 126-127: PERC: SA |/ T8 pairing

[D. mm. 126-145]

- mm. 128-136: SATB + Percussion INTERLOCKING
B8

- mm. 137-140: SSAATTBE + Percussion INTERLOCKING
- mm. 141-145: SSAATTBB + TENOR SOLO

"Omaments" as Vocal Effects that poi
Western bel canto performance practice

- TREMOLO functions as affect but also reinforces the "central pitches” by
oscillating between its neighbor tones (see PITCH columin)

- Register of speaking used

‘motion leading tolending sections

m. 1-34]

o Sol (AB,C): m. 10, "FOLK-CHAI

- Sop Soli (4,8,C,D, E) and Alto
reinforces pi

TIMBRE

Spoken / Sung;
to native cultural style rather than the

HETEROGLOSSI/

as cadential devices with upward and downward

m. 1-34]

NT-L
‘Soli (D, E): TREMOLO ("WIDE VIBRATO") - Tutti TB: TAGALOG

"Sep Sol (h B.C) PORTAMENTO indicative of pasyon-style singing but also |\ [A, mm. 35-70
hint at tonal centers
- Tutti SA: whisper / hindi dapat sabay-sabay / repeat if needed mm.

- Tutti TB: normal speaking level / hindi dapat sabay-sabay

[A, mm. 35-70]

- SHOUTED interjections of "Diyos / Dei" throughout this section seem like pleas|

and also serve as rhythmic counterpoint to the percussion

B, mm. 71-108]

- Use of PORTAMENTO indicative of chant

- TENOR SOLO:
CHANTER

C, mm. 106-127]
- SHOUTED interjections of

[D, mm. 128-145]
- TENOR SOLO: "may gi

 th

‘Diyos / Dei” throughout this section seem like pleas | |- A Lat
and also serve as rhythmic counterpoint to the percussion

, throaty quality”

roaty quality”, TREMOLOS -> NATIVE

mm. 64-70: Macaronic
B, mm. 71

S na T Sal: Tagalog
- AATT: Macaronic
- BBBB: Latin

mm. 101-105: TAGALOG

- SATB: LATIN

- mm. 141-145: SATB Latin

: simultaneous use of
viewpoints in discourse

IKE" - All SA Soli and Tutti SA: LATIN

LANGUAGE

Latin, Tagalog, Macaronic

INTERCHANGE OF LANGUAGE
- Independent, Simultaneous, MacaronicWoven

ferent languages

ORTHODOXY VS HETERODOXY: standard beliefs vs beliefs that
differ from the norm

NATIVE REFERENCES

- Actual Rituals, Beliefs, Folkiore

- RITUAL AND PLAY
- CHANT AND SPEAKING IN TONGUES

"FOLK-CHANT-LIKE" reference in opening Alto Trio a nod to
native chant or pasyon singing, used lso in other movements.
MULTIPLE LAYERS of CHANTING are used simultaneously in
the middle section [B], applying ostinatos in the Basses,
pasyon-like parallel harmonies in the SSS and AATT, and a
Solo Termr sorvingasa CHANT LEADER / INTONER. Vocal
effects. RTAMENTO are also characteristic of
native Phi ppins chant tradition.

PARALLEL HARMONIES forms clusters, a modern application
the pasyon-style singing in parallel 3rds

ing of Tenor Chanter's Latin text with native “throaty
quality”
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Appendix 11: Humayo Na, Ite Missa Est Analysis Chart

PITCH RHYTHM TEXTURE

Merging of Western and Eastern tonal traditions:

a) ELEMENTS OF NATIVE CHANT (unison melodies with a perceivable "reciting tone" on the

:E%E:’;‘“l:'m E‘IE'“E":S 5th acting like a "dominant") and Complex rhythms as reflective of Tagalog speech Combinations of vocal and percussive forces
RORPLE & b aared Western | B) INHERITED WESTERN HARMONIC LANGUAGE (from 16th-century polyphony, to - Explore the interchangeabily of voice and percussion ~ might be a
functional harmony, to clusters) SYNCOPTATION as percussive and speech-like supporting argument for the identity angle

and Filipino elements § k A I § .
<) Different use of 12-tone "process” in creation of a hierarchy of pitch: a "tonal center” is.

established more by neighboring tones (usually major or minor 2nd above and below)
reinforced by the P5, OR by dronelostinatolrepetition

G as Center: G-Db-D-Eb-F-F#-G-Ab-Bb Three final bamboo percussion punctuations at the |11 - S div.
- Group of Tenors intones G with their chant opening end -Adiv,

HUMAYO NA. - Final chord reveals C with neighbor tones: - Group of Tenors
’ igh C in S1 (Bb in S2); -Bdiv.
ITE MISSA EST

A3 (Db in A2, Bb in T1); - TUTTI PERCUSSION
B2 (Db in B1)

TIMBRE LANGUAGE NATIVE REFERENCES
Spaken/ sung; Latin, Tagalog, Macaronic
"Ornaments" as Vocal Effects that point to native cultural style rather than the

Western bel canto performance practice INTERCHANGE OF LANGUAGE

- - Actual Rituals, Beliefs, Folklore
- TREMOLO functions as affect but also reinforces the "central pitches” by
oscillating between its neighbor tones (see PITCH column) HETEROGLOSSIA

use of different 1 = RITUAL AND PLAY
wpoints in discourse - CHANT AND SPEAKING IN TONGUES

- Register of speaking used as cadential devices with upward and downward

° . ! ORTHODOXY VS HETERODOXY: standard beliefs vs beliefs that
motion leading to/ending sections

differ from the norm

Group of Tenors: "MAY GIGIL; THROATY QUALITY" TAGALOG then ends with LATIN “ITE, MISSA EST!" THROATY QUALITY and TUTTI BAMBOO PERCUSSION
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