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Abstract

This essay seeks to investigate the major musical activities of Chinese
Filipinos, focusing especially on routine activities and performances of the local
“Nanyin Langjun Society”.

The Chinese Filipino society is formed by immigrants that came mostly
from Fujien’s Quanzhou, Jinjiang, Nan’an and Huian. Those that came from
Guangdong are in the minority. Similar to the mainstream immigration structure
of Taiwan, these Minnan immigrants are the main group that forms the
Chinese socieies in many Southeast Asian countries. Through these immigrants,
Minnan’s “Nanyin” music, or “Nanguan” as known in Taiwan, is made popular
in Chinese immigrant societies in different Southeast Asian countries. Because
of this we often see that these Chinese immigrant societies have similar
community organizations as the Nanyin, each with their own unique features.

Although Minnan immigrants in Philippines have similar ancestry and
cultural origin as the mainstream immigrants in Taiwan, long term local
development and regulations by their host country’s politics, economy, and
background have given them their own unique features and historical past.
The essay seeks to dissect into Philippine history and discover the role played
by the Chinese during this period. It will also strive to determine the direct and
indirect impact they have upon local Chinese Filipino and Chinese music
communities. Going a step further, it will look into the nearly 200 years old
Nanyin community and Nanyin music and determine its local impact, activity,
and future development.

In this investigation the focus is on how Nanyin music first came with the
Chinese Filipino immigrants who risked their lives in crossing the sea for a new
life in a foreign country, how the playing of music went from being a sort of
comfort and self-entertainment into a community with political duties, and how
it returned once again to being an entertainment entity. The process of this
development is symbolic of the Chinese community bearing the mission for a
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type of “unity in life” for the local Chinese.

Besides searching into the historical background of Nanyin, the author
explores the issue of the necessity of the local younger generation of Chinese
identifying themselves with a “new” motherland and their own birth place. One
wonders whether this kind of optimistic request signifies the deviation from
their “native” culture of their fatherland. Through the lenses of a learner, the
author will address certain viewpoints regarding the unique cultural and lingual
characteristics of Nanyin. In addition, the author seeks to determine the
importance of the existence and future directions of “Nanyin” in Philippines
through the trend of future development in Chinese Filipino communities.
These discussion points are inseparable with the human ecology in Philippines,
and they play a role of maintaining the community’s cultural bond with its
Chinese ancestry.

Keywords: Philippines, Nanyin Society, Langjun Society, Nanguan, Chinese
Community
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Abstract

Resale Kanz al-tupaf dar miisiqi (hereafter “Kanz al-tupaf™) is a Persian
treatise on music written probably in 1355. The most valuable feature of this
treatise, however, is its third lecture which is a detail account of the Persian
musical instruments including their making. In addition, it includes how to
make silk and gut strings. The nine musical instruments described are the ‘id
(@ lute), gesak (a spike fiddle), robab (a skin-belly lute), mizmar (a
double-reed pipe), pise (an end-blown flute), cang (an angular harp), nuzha (a
rectangular psaltery), ganun (a trapezoidal psaltery), and the mugni (a
combination of the robab ,the ganiin and the nuzha).

The earliest copy is the manuscript Ethé 2763 (I0C), which was completed
in 1383. The most recent copy is the manuscript Or.2361 (formerly held at the

British Museum), which is dated as 1665 (BMC). It is this mid-17th copy that H.

G. Farmer cited often, and from which he made partial translations (Farmer
1931; 1964; 1966). Therefore, up to now the Kanz al-tusaf has been known
mainly according to Farmer’s work based on this particular copy.

However, by comparing and collating all the extant copies of the Kanz al-tusaf,
the present author has found that BMC is considerably different from other
version, particularly with regard to its illustrations of musical instruments such
as the ganiin. The ganun illustrated in 10C, is quite different from BMC,
because the oblique side and the pegs are on the left. In other words, the shape
does agree with the modern ganan. It is just contrary to what has been so far
believed by many.

Therefore the present author attempted to translate its third lecture in its
entirety into Japanese and English based on 10C, the earliest manuscript. The
author hopes that this translation would rectify somehow a distorted picture, as
might be held, of the Kanz al-tusaf, which has been so far made by Farmer’s
introduction and partial translations based on BMC.
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Further, this paper will compare the description of the robab with the
Uyghur rawap, that of the mizmar with the Uyghur baliman, and that of the
ganun with the Uyghur galun, and it will explore close relationship between
them in terms of their nomenclature, structure and making.

In short, the Uyghur musical instruments have preserved rather well the
features of the 14th- century Persian instruments described in the Kanz
al-tusaf.

Keywords: Kanz al-tusaf, organography of the Islamic world, music iconog-
raphy, musical instrument making
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Abstract

Javanese Kuda Lumping trance dance is probably of very ancient origin.
That it is pre-Christian and pre-Muslim is evident from the fact that both
Javanese Christians and Islamic fundamentalists generally disapprove
somewhat of traditional courtly and village art-form which is based on Javanese
animist beliefs, and particularly those containing trance activity. Although
Kuda Lumping trance dance is based on traditional Javanese religious belief, it
also combines with Islamic culture and can easily be found the trance dance
groups in most of villages of the island.

Because of different performing interpretation at different places, various
performing styles are produced in religious rituals, dance movements, musical
contents, and socio-cultural functions. For example, the music could be used
from traditional gamelan, Islamic religious chants, Javanese folk songs, or
popular songs. Kuda Lumping maintains Javanese traditional culture and it can
also integrate with and adapt to the socio-cultural requirements. Today, Kuda
Lumping is not only a folk religious ritual, but also a spiritual healing and an
important tourism resource. It is loved and supported by peoples in the rural
areas and some political parties even encourage and organize trance dance
groups to announce their standpoint of cultural policy.

For understanding the development of Kuda Lumping in Java, this paper
will focus on following aspects: definition and genres of Kuda Lumping, origin
of trance dance in Java, trance dance and Islam, supernatural creatures of trance
dance, practice of Kuda Lumping, uses of instruments and music, and social
meanings and functions of Kuda Lumping.

Keywords: Java, Trance Dance, Religious Ritual, Music Characteristic, Social
Function

77



ZEEFS 5 2011 » AR CKBHBAELSEAVEEE/E S (Pietas) — non-finito ? ) » ( FEAERHT ) 31 137-173

TRl >R B B0 5k 54 ) 5 1 o

(Pietas) — non-finito ?

Once again on the Pietas of Michelangelo Buonarroti
— non-finito?

FERIFS” Min-Ling Tsai

LS

HACHEEIRT S - KGRI ENEITE M OIFRCS non-finito (R58RE) 52
s B CERS R o AR A2 - SR BRI FIRH QI Z et R B i sm E T E R A
EIBERFEGERRRATEENY " RS8R TR « A E A B B G A & B Y o A i 0
BT B BIE K B ORI E RS T 2k 2B B S L B A R - 478K BHEA
FEEMRIEAE - Eflox3t "8, TE20EGES CREESmIBHRNES) - B
T RHAMVEE SRR - RBARAEEENR [ SERk ) HERI IRV EE S o o AH EIRVE
MESAIESERR T oR5ERE ) ~ IR R A EITEE S BURYE - MEESEmIPSR
WALPECsk T BT RANER—4 -

KB B R ER AR A AT NMZ AU Z M 2 2 B B2 55 - EaiBH T ORBARAEERE IR DA
BIYE—{4 non-finito WYy tHa88E - R A B G — B F VR EE =U H
B acliR(FRAfR (context) HYZRAPRETFLAEFEHE non-finito ¥RBHEIAZEIFmariE
HIsZ 2 A BRI Asmiy R e e

BREERT @ REONE - REGE ~ 4 FIEE - A - LR - e BB

¥ EREES > B R T S B A B -
Min-Ling Tsai, Assistant Professor, Department of Art History, Tainan National University of the Arts.

137



138

ZElEs - 2011 - (FEmoRPHRASREERYEESG AL (Pietas) —non-finito ? ) - (FIEEERsE) 137-173

Abstract

From the visual point of view, Michelangelo’s artistic creation seems to be
the perfect visualization of the aesthetic theory of non-finito. To the same extent,
it is of great worth to fully comprehend what Michelangelo, his patrons and the
theorists of his time thought about it. In this article the author will exam the
pictorial language of Pietas. At the same time, Michelangelo’s creative process
and documents will be analyzed, which helps us to reconstruct meanings and
significance of the Pietas. In Michelangelo’s artistic career, he has “finished”
three Pietas, not including Palestrina Pieta. With the exception of the St. Peter
Pieta of early work, Michelangelo did not complete the other two Pietas from
his late creative period of time. The Pietas remain in interesting areas between
“finished” and “unfinished” states which show their own artistic language and
power. Moreover, one can say that the Pietas document the whole creativity of
Michelangelo.

One week before his death, Michelangelo still worked on his Rondanini
Pieta. It shows that Michelangelo did not intend to create a non-finito work.
Therefore, the analysis of the “Language of Art” of Pietas and their contexts
will help us to re-define how the non-finito theory influences our judgements on
Michelangelo’s works, and to reflect on deficiency of scientific methodology.

Keywords: Reformation, Counter-Reformation, Vittoria Colonna, Giorgio
Vasari, Nicodemite
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Abstract

Mana, a suite for piano, was completed in 1935, just two years after Jolivet
terminated his studies with Edgar Varése, and first performed in Paris at La Spirale
on 12" December 1935. This suite for piano is one of the most representative work
that Jolivet composes befor the war. The present article situates the work in its
contemporary context, illuminating points of theoretical significance as they relate to
the composer's ongoing creative development and distinctive musical language.

For reasons of chronology and style, Mana are generally understood to have
been composed 1n an unsystematic, intuitive and violent form under the influence of
Varese’ s teaching and his visit to North Africa. These short pieces in fact employ
a specific approach to pitch grammar involving the liberal deploy of twelve
semitone.

The riot that greeted AMana, focussing on the inherent intuitive power of the
humain being connects the individual with the universal and can rebuild a new
order.

Keywords: André Jolivet, Mana, harmonic series, irrational rhythm, twelve
semitone
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Abstract

The aroused nationalisms in the 19™-century Europe changed the history of
the world. Along with these changes, the European map settled gradually.
Czech was dominated by the Habsburg Empire then and represented mostly by
Bohemia. Due to the political background, the growth of independent
nationalism shown in the works of musicians such as Bedfich Smetana
(1824-1884), Antonin Dvoiak (1841-1904), Leos Janacek (1854-1928), and Art
Nouveau artist Alphonse Mucha (1860-1939). Their works were inspired by
their Slavic ethnic identity, folklore, folkdances, historical issues, and
geographical names. Nationalism is the main characteristic in both areas even
though they seem developed individually; it is also the fundamental stone in the
independence of Czech.

Keywords: Czech, Bohemia, Slavic, Art Nouveau, Nationalism
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