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REFINING VERSUS SIMPLIFICATION IN 

SAPE PLAYERS' TRANSMISSION AND 

PERFORMANCE THROUGH  
SOUND MANIPULATION 

Ahmad Faudzi Musib1 

Abstract 

Sarawak distinguishes out with its multicultural flexibility in 
comparison to a larger Malaysian nation-state where pluralism is all-
encompassing and dominant. That is, Sarawak society appears to be 
more open to appreciating the complex tapestry of its people’s lives as 
well as their stated desire for an identity distinct from any dominant 
culture. The growth of regional music on audio carriers promotes the 
economics of a region. Aside from generating revenue, the music of 
Kayan and Kenyah and other groups of people living in the region can 
be shared with people in other countries, attracting tourists and social 
scientists from around the world. Among the main protagonists are 
Tusau Padan, Matthew Ngau Jau, Jerry Kamit, and Tuyang Tan Ngan. 
This study compares and contrasts performance ideas of their sape 
playing and productions, addressing simplification and refining of 
sound/devices/musical instruments and setting using some elements of 
Hendrix and Edge’s (U2 guitarist). The analysis will be focused on 
specific sound qualities, gadgets employed, and musical instruments as 
a whole. The discourse encompasses both artists’ perspectives as well 
as the audience’s comprehension. 
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INTRODUCTION 

Sarawak stands out for its multicultural adaptability compared to a 
larger Malaysian nation-state where pluralism is all encompassing and 
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  Ahmad Faudzi Musib obtained his PhD at Universiti Putra Malaysia in 

2015. He is successfully researching and teaching at this university in Ma-
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THE TUVAN KHÖÖMEI THROAT SINGING 

AND ITS IGIL ACCOMPANIMENT  
AS INSTRUMENT OF NATURE 
Choduraa Tumat and Bernard Kleikamp1 

Abstract 

This essay introduces the vocal art of Tuvan throat singing – khöömei 
– and also the musical instrument – igil2. These two are important in 
the musical culture of the Tuvans. In the Tuvan worldview, khöömei 
and igil are connected with nature. Tuvans say that man is a child of 
nature. Everything that sounds is subordinated to and equal to the 
highest standard of sound: the sound of nature. In this essay, we show 
that the human voice is a body instrument when performing khöömei. 
When traditional musicians accompany their khöömei with the igil, the 
fullness of the whole symphony of nature is shown. In legends about 
the origins of khöömei and igil, we read that the sound is sacral and 
khöömei and igil were given to the Tuvans by the spirits of nature. 
Khöömei and igil are not human products. 

Keywords 

Tuva, Throat singing, Body instrument, Igil, Nature  

INTRODUCTION 

Tuvan throat singing khöömei and igil playing today are known all 
over the world. From the end of the 1980s onwards, Tuvan khöömei 
has become known under various names (biphonal singing, overtone 
singing, guttural singing) and many recordings of khöömei music were 
released by international record companies3. But before that, from 1936 
till the end of the 1970s, many interesting sound carriers (both on 

 

1
  Choduraa Tumat is a famed Tuvan performer. She is known for her inspir-

ing performances. Bernard Kleikamp is responsible for PAN records and 
he is an active member of the ICTM. They got to know each other during 
recordings of Choduraa Tumat’s last album. 

2  Igil (egil) is the Tuvan traditional two-string bowed musical instrument. 
3 Among the first record companies to release Tuvan khöömei were Folk-

ways/Smithsonian (USA) and Pan Records (Netherlands). 
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THE IDEALS OF NATURE IN GUQIN PER-

FORMANCE PRACTICE:  
THE 7-STRING CHINESE ZITHER 
Hoh Chung Shih1 

Abstract      

In this paper I will examine the interactions between 3 aspects of guqin 
music: its aesthetics, techniques, and the sonic-performance medium, 
which is the performance practice. For the first aspect, I shall explore 
the Chinese notion of nature - ”道法自然“, “the way following nature”,  
as written in Chapter 25, 道德经, its manifestations in aesthetics - 溪山
琴况 Xishan Qinkuang (1641) - with its 24 categories of aesthetic aspects, 
including interesting pairings of opposites, and how ideas from these 
texts might apply to re-creations (打谱) through the performance of sev-
eral pieces (山居吟，听泉吟，良宵引) in 大还阁琴谱 Dahuange Qinpu 
(1673). Xishan Qinkuang and Dahuange Qinpu are specifically chosen 
for a closer study as they share the same authorship of 徐上瀛 Xu 
Shangying, an important late Ming qin master of the Yushan School (虞
山派). Examples of acoustics properties of guqin in both silk and steel 
strings used nowadays, and various fingerings with considerations of 
possible rhythmic outcomes will be examined alongside descriptions of 
fingerings with gestural and kinaesthetic references to fauna and natu-
ral phenomena in 太古遗音 Taigu Yiyin (1511) as approaches to tech-
niques, and the sonic-performance medium. Movement-sound-percep-
tive relations as often described in various literature will play an im-
portant role in this kind of workshop essay.  

Keywords 

Dapu (打谱), Dahuange qinpu (大还阁琴谱), Xu Shang Ying (徐上瀛), 
Xishan Qinkuang (溪山琴况), Performance Practice, Kinaesthetics 

INTRODUCTION 

This essay collates, and to some degree2 summarises my experiences 
of learning the guqin, alongside my practice as a contemporary music 

 

1   Hoh Chung Shih is an independent researcher, who obtained his PhD at 
University at Buffalo, The State University of New York. 

2   Here, I shall set the preliminary context for discussing and analysing guqin 
music. Other aspects of guqin performance to be explored further include 
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SOUND OF ‘LOFI’ IN THE SUBTROPICAL 

AFTERNOON:   
OKINAWAN RYUKYU KAREN IN THE VIEW OF 

ART THERAPY AND WELL-BEING 
Huang Wan1 

Abstract 

Ryukyu karen is a relatively new 13-string musical instrument de-
signed by Komesu Seijiro from Okinawa in 2003. Similar to Okinawan 
sanlele, it hybridizes Japanese taishōgoto, Western guitar, and Okina-
wan sanshin, embodying Okinawan cultural spirit of ‘chanpuruu’. This 
paper is based on fieldworks and research that existed, in the views of 
‘art therapy’2  and ‘anthropology of the good’3 , and argues that its 
soothy melody, swinging rhythm, natural soundscape, chords and pro-
longation sound, rich layers, and clean timbre collectively create a sense 
of atmosphere, which has been increasingly used in therapeutic prac-
tices in recent years. Especially, the intimacy of group musiking, the 
easy-to-perform, and the social space of public performance enable the 
disabled and elder minority, who have been exclusive from marginali-
zation. Just like the word karen, which literally means lovely, can be 
interchanged with Renge (lotus), its sound is metaphorized as joy and 
sorrow of life with healing power beyond entertainment. 

Keywords 

Okinawa, Ryukyu karen, Lofi, Ambient music, Well-being 

 

Twenty years ago, several new musical instruments invented in 
Okinawa could have been witnessed, for example, the Ichigoichiye in 

 

1  Huang Wan is a professor of ethnomusicology at Shanghai Conservatory 
of Music. 

2  Hill, Adrian (1945). Art versus Illness. London: George Allen & Unwin. 
3  Robbins, Joel (2013). Beyond the suffering subject: Toward an anthropology 

of the good. Journal of the Royal Anthropological Institute 19 (3): 447–462. 



 

Jähnichen, Gisa (2023). The Future of Instrumental Sound and Instrumentalists. SIMP, Studia 

Instrumentorum Musicae Popularis (New Series), 8. Edited by Gisa Jähnichen.  

Berlin: Logos, 81-90. DOI 10.30819/5685.05 

THE FUTURE OF INSTRUMENTAL SOUND 

AND INSTRUMENTALISTS 
 

Gisa Jähnichen1 

 

Abstract 

The accelerated development of technology and climatic changes, 
which is progressively interwoven with each other, will unavoidably 
lead to changes in the production and use of musical instruments. It is 
time to investigate into these upcoming changes and their impact on 
many features of social life, with the views on past issues included. In 
this regard, the aim of this paper is to give a first overview on how 
practices with musical instruments can be continued on different levels 
of production and use through a historically informed kind of musician 
and instrument producer. Insofar, this overview can be seen as a begin-
ning of diverting from a physical fixing in ethnic belongings and finan-
cial approaches widely requested among musicologists of the 21st cen-
tury. ‘The global perspective cannot be the end of musical instruments’ 
is one of the theses being discussed with the help of most recent litera-
ture on the topic. It is dedicated to the second main topic of the sympo-
sium. 

The structure of this paper follows the classical three-folded principle: 
Introduction and Background, Analysis and Findings, and Conclusions 
for each section, followed by a list of references that were used. This 
order is extremely boring, and I do not welcome the stubborn keeping 
to indiscriminate structures. Yet, in this case, these boring structures 
have to be filled with some life following the facts found. 

Keywords 

Visions, Research, Musicology, Organology, Future 

THE PAST 

The past is full of people who did a few great things but also many not-
so-great things, such as constructing categories that do not fit but 

 

1  Gisa Jähnichen is the chair of this ICTM Study Group on Musical Instru-
ments. She is professor, teaching and researching at Shanghai Conservatory 
of Music. 
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BAMBOO SIBLINGS:  
SOME MOUTH ORGANS IN CONTINENTAL  
SOUTHEAST ASIA AND CHINA 
Liu Xiangkun1 

Abstract    

Mouth organs are very popular in continental Southeast Asia and 
China, even becoming the representative instruments of many people. 
Generally, they belong to four types: sheng, qeej, naw, and khaen. Sim-
ilar in construction and function, there are many ideas about their prov-
enance and transmission. However, a closer look at their nuanced dif-
ference leads to the argument that these four types are rather independ-
ent siblings than ancestors and descendants. Besides morphological 
taxonomies, for example mentioned by Blench2 in 2020, the more dis-
tinctive differences lie on the reeds and how the pipes are coupled with 
them. Different shapes of reed tongues serve various peoples’ timbral 
preferences and functional expectations for their instruments. The ma-
nipulation of pipes contributes to each instrument’s idiomatic reper-
toire. Moreover, both are highly affected by locally available natural 
materials, ranging from cinnabar ore and clam vessels to bees that brew 
sour honey. When a mouth organ spreads to a place lacking these re-
sources, makers wield their skills and wisdom to adapt their instru-
ments to newer materials while maintaining the timbral preferences.  

Keywords    

Free reedpipes,   Gourd,   Natural materials,   Sound manipulation,   
Making of National Instruments    

 

1  Liu Xiangkun, is music coach and PhD candidate in ethnomusicology at 
Shanghai Conservatory of Music. Currently working at the Catholic Dio-
cese of Shanghai. Further information can be always obtained via email:  
achorripsis119@gmail.com. 

2  Blench, Roger (2020). The History and Distribution of the Free-reed mouth-
organ in Southeast Asia. EurASEAA14 Volume I: Ancient and Living Tradi-
tions: Papers from the Fourteenth International Conference of the European Asso-
ciation of Southeast Asian Archaeologists. Edited by H. Lewis.  Oxford: Ar-
chaeopress, 94–110. 
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BREAKING FREE: A NEW CONVERSATION 

FOR VIOLA AND ZHONGRUAN 
Lok, Sulwyn and Andrew Filmer1  

Abstract 

This project brings together a performer-researcher with a performer-
composer for a composition that explores not just the two instruments 
chosen for performance, but also a wide range of Southeast Asian tra-
ditional instruments and associated traditions, from which the music 
gains inspiration. The work will be scored for viola and zhongruan, 
with the project stemming from the 2020 work Conversations that 
brought together 21 musicians across three continents, of Western and 
Burmese musical traditions. The new work aims to take yet a new step 
in seeing how the broader soundscapes of Southeast Asia, including the 
angklung, gamelan, khene, dan bau, and Hindustani violin, can influ-
ence and even be distilled – refined – into the viola, consulting practi-
tioners of these instruments where possible. The alternative tuning 
technique of scordatura is likely to be centre stage in the exploration of 
tonal colours and sympathetic resonances those instruments embody, 
along with other extended techniques. This process will encompass 
philosophical questions of appropriation vis-a-vis originality and the 
nature of collaboration, seeking insight into how the decision to be in-
spired by another instrument involves both refining and simplification 
alongside preservation, and the discovery of old things anew within 
unexpected confluences of diverse musical traditions. 

Keywords 

Local musics, Viola, Zhongruan, Performer-researcher, Performer-

composer 

 

 

1  Dr. Andrew Filmer is currently working at Sunway University, Malaysia. 
He obtained his PhD at Otago University, New Zealand, worked at various 
institutions and was a long-time editor of the ‘Journal of the International 
Viola Society’. More about him can be found here: https://andrewfilmer. 
com/about-2/; Lok Sulwyn is a media artist and composer. He is based in 
Singapore and the US. Their joint features are a big love for music and their 
first language English. More about Lok Sulwyn can be found on his 
webpage: https://www.sulwyn-lok.com/. 
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THE MANDOHARP OF AMARADHEVA AND 

ITS USE IN THE 1980S AND 1990S 

Chinthaka P. Meddegoda1 

Abstract 
The discrimination of instrumental sound in the evaluation and appreciation of 
Amaradheva’s (born in 1927, passed away in 2016) performances lead 
to a big gap between praising vocal achievements and using his unique 
musical instrument that he created out of two, as he stated.  

This paper is to analyse this instrumental creation and the way how he 
used it. The reasons for its decline will also play a role. He could have 
used another musical instrument, the Indian svarmandal, but he pre-
ferred his own creation. The sound he tried to produce should sound 
well in the context of his singing. His popularity was based on his deep 
knowledge of Indian classical music, mainly light classical music. As a 
violinist, he tried to idealize a speci昀椀c sound to be 昀椀琀琀ing in his time, 
voice, and social environment. 

For this small research, I consult his as an inheritor, read evaluations 
given in the literature and other shapes of documents, and I analyse the 
musical ergology of the instrument. It can be found that all parts of the 
instrument play an important role in achieving the desired sound. This 
study can give an insight into media re昀氀ections on musical instruments 
in Sri Lanka. 

Keywords 

Sri Lanka, Mandoharp, Amaradheva, Manipulation of sound, Music shows 

INTRODUCTION 

Mandoharp is a music instrument created according to a concept of a 
renowned musician in Sri Lanka. He is Amaradheva who learned Hin-
dustani music in Lucknow from Vishnu Govinda Jog, a pioneering vi-
olinist in his time. Amaradheva has been improving his vocal skills 
though he preferred learning violin as his main area of expertise. He 
has been 昀氀ourished as a popular singer in Sri Lanka since 1950s. He 
preferred to play mandolin while composing and singing in casual 

 

1  Chinthaka Prageeth Meddegoda is currently teaching and researching at 
the University of the Visual and Performing Arts in Colombo. More infor-
mation can be obtained per email to: Chinthaka.pm@ 
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THE PRODUCTION OF TABLA  

IN SRI LANKA 
Nishadi Prageetha Meddegoda1 

Abstract 

North Indian music plays a considerable role in Sri Lanka. This paper 
discusses the assembly of the North Indian tabla, a pair of single-
headed membranophones which arrived in Sri Lanka in the late 19th 
century. As an instrument of the Indian heritage, it is of great im-
portance in accompanying vocal renderings in ensemble with other 
types of instruments in different genres. 

Sri Lanka has a capacious history of drumming and inventing drums 
such as ‘yak beraya’, ‘geta beraya’, ‘rabana’. Even though there is not 
much interest in the production of the tabla in the country, it still con-
tinues to get imported from India. The instrument is played with the 
hands, palm, and fingers, which is made of cow or goat skin. The mid-
dle part (black part) of the tabla is made of iron-oxide ash, glue, wheat-
flour paste, soot, and copper vitriol. There are some varieties of woods 
out of which the tabla is made, such as rosewood, neem (Azadirachta 
indica), and mahogany. The wrapper of the Bayan (left) drum is bowl-
shaped; it is made of chrome-plated copper. The materials which are 
used to make the tabla are available in Sri Lanka. Accordingly, this 
raises a question that why may Sri Lankans mostly desire to import the 
instrument while there are many skilled instrument makers and re-
quired materials? In this research, the views on tabla making, crafting 
skills, and underlying reasons have been discussed. Previous literature 
on organology, musical instruments making, and some socio- musico-
logical studies were studied in this regard, and personal interviews 
with craftsmen were conducted in order to gather information. This re-
search may provide some insights about a desired industrial develop-
ment of instrument making as a contribution to the economy and the 
society. 

Keywords 

Sri Lanka, Tabla, Drumming, Instrumental features, Social conditions  

 

 

1  Nishadi P. Meddegoda obtained her Master’s degree at the Kandyan 
Peradeniya University, where she is also teaching. She is versatile in re-
search and methods on local music practices and popular music. 
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NEW MATERIALISM IN ETHNOGRAPHIC 

ORGANOLOGY AND PA’O KHAYA  
Christopher A. Miller1 

Abstract 

New materialism offers a philosophical lens through which to 
understand the musicking of musical instruments. The allied fields of 
ethnomusicology and organology may employ those new tools for 
scholarship. In the words of Ian Bogost, the goal is to “amplify the 
black noise of objects to make the resonant frequencies of the stuffs 
inside them hum . . . to write speculative fictions of their processes, 
their unit operations . . .”2. In so doing, we could aspire to come to a 
deeper understanding of the musical instrument’s operation of 
repertoire, its mechanical functions, and its choreography of us as 
performers. Object oriented ontology provides an essentially flat 
ontological framework through which the ethnographic approach to 
organological fieldwork, organized primarily around the music lesson, 
may provide a differently nuanced examination and subsequent 
description of the instrument itself. I offer waypoints in a proposed 
expansion and exploration of the application of this theoretical 
framework by revisiting recent relevant literature (Bates, Dawe, 
Roda);3 suggesting refinements to the ideas of the same; and applying 
those updated ideas to the Pa’O khaya in Myanmar. The article 
ultimately serves as a basic roadmap for future trajectories in my 
ongoing research. 

Keywords 

Materialism, Organology, South Asia, Myanmar, Khaya 

 
 

1  Christopher A. Miller holds a Master of Music degree with a concentration 
in Southeast Asian Studies from Northern Illinois University (USA) and a 
Master of Arts degree in Information Resources and Library Science from 
the University of Arizona (USA). At the time of publication, he is pursuing 
a PhD by research at Northumbria University (UK). 

2  Bogost, Ian (2012). Alien Phenomenology, Or, What It’s Like to Be a Thing. 
Minneapolis: University of Minnesota Press. 

3  Bates, Eliot (2012). The Social Life of Musical Instruments. Ethnomusicology 
56(3): 363–395; Dawe, Kevin (2005). Symbolic and Social Transformation in 
the Lute Cultures of Crete: Music, Technology and the Body in a 
Mediterranean Society. Yearbook for Traditional Music 37:58–68; Roda, P. 
Allen (2014). Tabla Tuning on the Workshop Stage: Toward a Materialist 
Musical Ethnography. Ethnomusicology Forum 23(3): 360–382. 
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BIEGGA, ČÁHCI, DUODDARAT, AND OTHER 

‘GEO-PHONES’: POLYORGANICITY OF 

SÁPMI AND ENVIRONMENTAL ACCOMPANI-

MENTS TO SÁMI JOIK 

Nicola Renzi1 

Abstract 

Similarly to other circumpolar cultures, Sámi indigenous peoples from 
Arctic Europe have not developed specific interests in fostering a sig-
nificant variety of musical instruments. Within ethnographic literature, 
this circumstance is read as a symptom of Sámi early semi-nomadic his-
tory and Arctic harsh conditions, which discouraged the carriage of 
burdensome instruments along reindeer trails, and rather catalyzed the 
development of a highly sophisticated vocal tradition. Joik is com-
monly defined as vocal music traditionally performed by individuals 
without any accompaniment and believed to originate from nature and 
“live” in open environments. Based on fieldwork and literature review, 
the paper discusses the nuanced boundaries around the idea of “accom-
paniment” within traditional and modern joik. From emic ontological 
and acoustemological perspectives, the Sámi interpret wind, rivers, 
boulders, and every feature of Sápmi environment as potential music 
actants capable of intervening polyphonically and polyorganically to 
the performance of joik. Additionally, contemporary Sámi musicians 
are increasingly introducing virtual reconstructions of Sápmi sono-
sphere to their productions by manipulating field-recordings as instru-
mental sounds. By presenting heterogeneous samples of Sámi land-
based sound sources, practices and aesthetics, the notion of musical in-
strument is called into question, urging it past what is humanly man-
ageable and opening it up to more-than-human ontologies. 

Keywords 

Circumpolar cultures, Sámi Indigenous peoples Environment, Polyor-
ganicity 

 
1  Nicola Renzi is a 2nd year PhD student in History and Archaeology. Studies on 

Heritage, Memory and Cultures Department of History and Cultures. Alma 
Mater Studiorum – Università di Bologna; in cotutelle with: Doctoral 
Programme in History and Cultural Heritage; University of Helsinki. Further 
information via email: nicola.renzi6@unibo.it. 
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EMBRACING NATURE FOR CULTURAL 

CONTINUITY: WAZA TRUMPETS AND THE 

MUSICAL TRADITION OF THE BERTA  
Timkehet Teffera1 

Abstract  
The present study results from an ethnomusicological field research 
carried out in 2005 Benishangul Gumuz region of western Ethiopia2. 
This region is famous for its plentiful flute, trumpet and animal horns 
observed in nearly every village of the Berta3  communities inhabiting 
the border regions of both Ethiopia and the Sudan. My investigation 
will provide a detailed examination of end-blown gourd trumpets 
called waza. It explores the traditional production process of these mu-
sical instruments, a special skill transmitted orally for generations. All 
materials used for waza making derive from what nature provides. For 
that, traditional and experienced instrument makers plant special 
gourds suitable to construct wazas in sets of up to 12 variously sized 
and tuned tubes. The study elucidates the century-old oral tradition of 
instrument making among the Berta. It also explores a waza ensemble 
performance, i.e. the instrumental setting, sound production related 
with the hocket technique, as well socio-cultural features. Video and 
audio recordings as well as photos taken during the fieldwork in the 
villages Inzi Shederia, Gambella and Nifro Gebeya located in close 
proximity of the region’s capital, Assosa.  

Keywords 

 Sudan, Ethiopia, Waza, End-blown trumpet, Ensemble music 

SOME BACKGROUND 

The Berta people populate the border of western Ethiopia and eastern 
Sudan. My journey to the Ethiopian Berta from the Benishangul 

 

1  Timkehet Teffera is an independent researcher, also dedicating intense studies to 
wind instruments of East Africa. More information can be obtained via email to the 
editor. 

2  The administration of the regional state, the district’s head, the musicians 
and attendees of the music performance deserve my gratitude for their kind 
cooperation. 

3  Also called Berta, Bartha, Burta, Bεrta, Beni Shangul, Bela Shangul, Wetawit. 
According to Sheik Almahadin Hojele (2005) the term Benishangul derives 
from the words Ben and Shangul that means “people of a quarry”. 
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WOONG YI LEE’S TRANSNATIONAL 

‘MUSICKING’ RESEARCH 
Xue Tong1 

 
Abstract 

This article takes Woong Yi Lee (Chinese name Shi Zi Ran), a Korean 
daegeum musician living in Shanghai as the focal point of the research, 
and discusses his music changes after transnationalization by following 
his music exchange activities, music performances, daegeum 
production and teaching and other content. In terms of musical 
exchange activities, Shi Zi Ran has taken on the composite identity of a 
tea man2 and a musician since his arrival in China, and has enriched 
the cultural space of Daxian music by adding it to tea culture activities. 
As a musician, he donated a number of Korean musical instruments to 
the Shanghai Conservatory of Music, contributing to cultural exchange. 
In terms of musical performance, he tries to perform cross-culturally 
with instruments such as the erhu and Chinese drums, and selectively 
takes and enhances the performance techniques of the traditional music 
of the daegeum in his performances. In his music teaching, Shi Zi Ran 
teaches the Chinese to produce and play daegeum. It can be said that 
in a transnational context, the presence of daegeum takes on a new 
cultural function and value in Shi Zi Ran's life journey. 

 
Keywords 

Daegeum, Shi Zi Ran, Performance study, Autoethnography 

SOME BACKGROUND 

Shi Zi Ran is a performer of Lee. Saseng-gang's daegeum Sajio in Korea. 
He used to be a monk. Now he is active in China as a musician and a tea 
man. It can be said that he is a man of tension. So, what was the role of the 
daegeum in his dual role as a tea man and musician after settling in China? 
And how does he perform cross-cultural music? Does the tradition of the 
daegeum still exist after arriving in China? The present study will focus 
on Shi Zi Ran's transnational musical activities, starting with his becoming 
a tea person, and will explore his transnational 'music-making' and 
identity construction with a specific analysis. 

 
1  Xue Tong is a graduate student of Shanghai Conservatory of Music. 
2  ‘Tea men’ are people who are skilled in the art of drinking tea, who love 

and cherish tea.  
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RE-SOUNDING THE AZANDE MANZA XYLO-

PHONE COLLECTION THROUGH A DIY REP-

LICA INSTRUMENT AND ARTISTIC EXPERI-

MENTATION  

Adilia Yip1  

Abstract 
The paper will discuss the interdisciplinary methodology of re-con-
structing the music practice, embodiment, and social-cultural traits of 
historical musical instruments through making replica-sound installa-
tions and artistic experimentation. Out of the vast collection of 159 Cen-
tral African xylophones of Africa Museum (Brussels), the project fo-
cuses on two manza xylophones of the Azande people in north DR 
Congo, a musical heritage that has been in perceptible decline since the 
1950's2 . Performed in court events, the xylophones were owned by 
Chief Guga at Bondo, and acquired by Belgian military and ethnog-
rapher Hutereau in 1912, who has also collected sound recordings of 
these instruments. We have scarce information about the musical prac-
tice due to limited and incomplete ethnographical documentation, and 
lack of interest in past scienti昀椀c research and expedition; hence, the pro-
ject proposes to reconstruct the missing knowledge through analysing 
audiovisual, photography, and document archives, and through hy-
pothesising the movement pa琀琀erns, bodily posture and techniques of 
playing the sound recordings using the replica-sound installations. 
This experimental approach will reveal to us xylophone musicians’ em-
bodied experience, their musicking and listening processes (Small 1998), 
and a deepened understanding into the social meanings and functions 
of the instruments. 

Keywords 

African music cultures, Azande, Manza, Xylophone, Replica record-
ings 

  

 

1  Dr. Adilia Yip is currently working for the Royal Museum for Central Af-
rica, Tervuren, Belgium and the Royal Conservatoire Antwerp. 

2  Giorge琀琀i, P. Filiberto (1951). Note di Musica Zande. Verona: Istituto Missioni 
Africane. Con昀椀rmed during Michiels, Frank and Adilia Yip (2021). Inter-
view on 25 February in Tervuren. 
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THE FUNCTION OF THE TIMBRE OF MUSI-
CAL INSTRUMENTS AND ITS REFLECTION 
IN RELIGIOUS CEREMONIES OF CHINA 

Zhong Wei Cheng1 

Abstract 
There are many kinds of national musical instruments in China, which 
can be divided into wind, string, plucked string percussion according 
to di昀昀erent performance methods. Each type of musical instruments 
has di昀昀erent timbres due to di昀昀erent sounding materials and the high 
and low frequencies produced while playing melodic units. In the cur-
rent occasions of folk activities, the use of various musical instruments 
presents a uniqueness of distribution of occasions. This topic will focus 
on the discussion of the characteristics of the timbre of the main musical 
instrument in folk Daoist ceremonies and the issue of the timbre of the 
instrument, aiming to answer ‘What kind of functionnality does the 
timbre of the instrument has in Daoist rituals?’ and ‘Why does they 
have these functionalities?’ and other questions. 

Keywords 

Ritual music, Musical instruments, Timbre, Functionality 

 

OVERVIEW OF RESEARCH OBJECTS 
Folk belief cultures 昀氀ourish in Cangnan2  area, among which Daoist 
culture is the most representative. According to di昀昀erent schools, 
Daosim in Cangnan area is divided into multiple branches: Quanzhen 

 

1  Zhong Weicheng is full-time teacher at Jiangxi University of Technology， 
School of Music and Dance after graduating at Shanghai Conservatory of 
Music. 

2  Cangnan County: A county under the jurisdiction of Wenzhou City, 
Zhejiang Province, China. 


