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CHAPTER I 

ORIENTATION TO THE STUDY 

Scholars of all academic discirlines aqre� u�Jn the 

primordial position of dance as the mother of all of the 

arts. E 1 l i s d e no t e s d a n c e a s t h e s o u r c e of a l l of t ii c ,� r t s 

\v h i c h a r e E x p r e s s e d t h r o u g h t h E h u m a n b o d y s '.! c h 3. s m u s i c , 

drama,and poetry. Architecture is d 0 fined as the hesi�ning 

o f a 1 l a r t s 1·1 h ·i c h a r e ex p r e s s P. d o u t s i d 1: o f t h e b o d y , s u c h a s

the graphic arts . 1 He asserts that "The r c i s n c• pr i ;:1 a r y '-'rt

outside these t�o arts, for their origin is far earlier than

man himself; and dancing came first.11 2 Not only docs dance

antedate those arts expressed outside of the human �ady but

the majority of aestheticians concur in the opinio1 ��at it

predates those arts expressed through the human body as well.

Bowra expresses this prevailing viewpoint in the follo�ing

manner:

The songs of pri;nitive peop:es �re purposefu1 
attempts to put into coherent words thoughts and 
f e e 1 i n g s vv h i c h rn a y i n t h e i r r a 1,: s t a t e b e f a r f r om 
coherent, and this alone indicates that songs be-
1ong to a later stage of developr;1en-:.: th2n the 3dances and rites w�ich tney so cften accompany. 

1 Havelock Ellis, The Dance of Life (Ne� Yort: The 
Modern Library, 1929), p. 34. 

2. • b. d- 1 •

" 

.:> C • M • 8 o i·/ r a , P r i m i t i v e S o r. q { N e ,.,.,, '( o r k : T h e N e 1-:
American Library, Mentor Book.s, 1962), p. 241. 

1 



2 

In addition to bein g th e ·first art for m, dance r ema in s 

in pri mitive societies so muc h a pa rt of a ll aspects of lif e 

tha t it "rules the life of pri mitiv e me n t o suc h a deg r ee 

that c1 11 other forms of art are s ubor d in ate to it. 111 Thi s 

an tecedence of dance with resp ect to the ot he r art forms 

res ults from the fact that it wa s primitiv e ma n's f irs t and 

on ly means of communication pri or to hi s de ve l opm e nt of a ny 

2 sor t of verbal langu ag e. Its prec edenc e and it s un iv e r s a l ~ty 

al so explain th e socializing and mor a li z in g influ ence ~t has 
1 

exe rted over the peo pl es of all ti mes a nd pl aces . ~ Ellis 

ha s noted th at , apart fro m wa r, '' da nc e i s t t1e ch i e f f ac tor 

ma king soci a ·1 solidarity in pr i mitiv e li fe . 114 

A n o t h e r r e a s o n f o r t h e d om i n a n t p o s i t i o ~ o f ::! a r: c c ~ n 

non -literate societies is the fact th a t the pur poses and 

themes of their dances cover the full gamut of t he l iv es of 

the participants rath er than bein g co nfin ed to recre a t iona l 

o r a e s t h e t i c p u r po s e s a s i s t h e r o l e of t he d a n c e o f ii l a n y 

literate societies. 5 Accordin g t o Monta gu , the dan c ing of 

1 E11is, The Dance of Life, p. 37. 
2 

Cu r t S a c h s , lfo r l d H i s t o r v o f t h e D a n c e , t r a n s l a t e d c y 
Bessie Schoncerg (Ne \v York : Bonanza BooksJ,-C . R. 1937 , p . 3 . 

3 
Ellis, The Dance of Life, p. 60. 

4 
Ibid. 

5 
Ashley Montagu, Man: Hi s Fir st Mi ll ien Years (Ne~ 

York: The New American Libra ry , .1 entor Bo o ks, 1960; , p . 175. 



n o n - 1 i t e r a t e s o c i e t i e s s e r v e s s u c h b a. s i c p u r p o s e s a s t !1 o s e 

conce rned with recreation, r e li g i on, c e r emonia l, and 

aes thetic a ims. 1 

3 

Not only is danc e a r ef 1ec t i on of a ll e l eme nts of a ny 

cul ture but also a particu1 ar dance be l ongin g to a s peci fi c 

so cie ty may be utilized for more th a n on e purpo s e . For 

exa mp le, J apa nese Bon Da nce s , or t rad ition a l dances pe rf orme d 

to honor the ancestors durin g the s umn~e r Bo n Festival , retai 11 

the religious si gnificance of greetin g the a ncesto r sp irit s 

of the pe ople whil e fulfillin g t he eq ua ll y i mporta nt pu r pose 

of prov i d in g a comm una l r e l a tionship for the danc ers who 

pa r t i c i pa t 2 i n t h em . 2 T h u s , d a n c e c a n b e c o n s i d e r e d t ii e 

f ir st art ~ot only histori ca ll y , by it s us e of t li e body as 

th e ins trum ent, but soc i a ll y, by ~ts pe rv as iv e ness in so c iet ies 

wh ich hav e not been fr ag me nt ed by industria l izati on and 

urba niz atio n. 

Historical Back gro u nd of Po l y nesia 

The most generally acc epte d th eo r y wi th r es pect t o the 

settlement of Polynesia is t ha t t he ear l y Pol ynes ians' origi 

nal home was in Southeast Asia and t hat they were forced by 

the pressure of an increasing population int o the Indo nes i an 

Archipelago and, ulti ma tely, into t he Pacific Islands. These 

migrational waves of the ori gina l Polynesians pro babl y began 

1 Ibid. 

2Personal experience of the investig a tor. 



th eir movements into the Pacific about 17 00 B. c. 1 The 

mag ni tude of the Polynesian mi grations is indic ated by 

Mon tagu when he states that: 

This co ~bination of qua li ties [ sk ill in boat -
bu i 1 d i n g a n d n a v i g a t i o n J ma d e t h e 111 [ t h e P o 1 y n e s i a n s J 
the most succ essf ul sailors t he worl d has e ver 
known, for they plann ed a nd ach i eved voyages by 
sea of two thou sa nd mil es and mo r e . 2 

4 

The s e i n tr e p id voy ag ers sett l e d a re g i o 11 ex t end i n g fro n: ii e •.-1 

Zea land in the south wes t, to Easter Is la nd in the eas t, J nd 

to Hawa ii in the north . The isl a nd s within this t ri angu l a r 

se gm ent of the Pacific Oce a n are sc atter ed spa r sely in a 

to ta l ar ea of seven million sq ua re mil es - -an expanse sl i ghtl y 

smaller than the Union of Soviet Soci a li s t Rep ub l ics . 3 .:.\ 11 

of the Polynesian islands, with th e e xc~pt i o n of N2w Ze2 1a nd, 

ar e s i tu a t e d i n th e tr o p i c a l z o n e . T h e c 1 i r 1 a t e i s 'v'✓ a rm a l -

th ough evenings, especiall y at the higher e l e vations, ca n be 

cool, and the winters rainy . Polyn esia is di ffe ren tiated 

from Melanesia and Micronesi a , the oth er tw o island gro ups 

of Oceania, by elements of culture which al l of the Poly

nesian islands share. 4 

1Robert C. Suggs, The Island Civ il izations of 
Polynesia (New York: The New Ame ri can Li brar y , 19€0 ), 
p. 6 5. 

334. 

2Montagu, Man: His First Milli on Ye ars , p . 110. 

311 Polynesia, 11 Encyclopaedia Americana, 196 5, XX II, 

4 Suggs, The Island Civilizations, pp. 9-12. 
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One of the most important of thes e elem e nt s is a 

comm on language familiar to all. Buc k s upports this state

me nt by saying: 

One basic langua ge pr e vails th rou gho ut Po l y 
n e s i a . T h e v o 1·1 e l s a r e c o n s i s t e n t l y t h c s a m e - - a , 
e, i, o, and u, pronounc ed as i n French or Germa n-
and the conso nants are a l ways follow ~d by a vo we l . 
Dialects have dev eloped in v1riou s i s l and group s by 
changes in consonant s ounds. 

The v~rious islands a r e formed by volc an ic action a nd 

by the grov,th of coral. Thos e r e ferr ed to as t he 11 hi gh 

is la nds 11 were for med by recurrent e ru ptio ns c omin g fr om the 

sea and gradually evolving into a pro gr e s s iv e l y hi gher and 

wid er isl a nd. 2 Such mount a inous isl a nds ha ve r i ch flor a 

div ided into successive zones of a lti tude . 3 Coral atol l s, 

o r t h e II l o 1v i s 1 a n d s 11 , we r e f o r m E d by t h e g r o vJ t h o f a c o r a l 

ree f around a gradually sub merging volc anic is l a 1d. 4 In con 

trast to the fertile high islands, atol l s a re c onipa i-a ti ve l y 

barren and will support, therefore, fe wer residents t han th e 

high islands. 5 

Although Polynesian myths conc erning t he c rea tion of 

the world differ from island to isl and , they gen erally 

1 Peter H. Buck, Vikin gs of t he Sunrise (Chicag o: 
University of Chicago Press, 1959 ), p . 66 . 

2Ibid. 

3 Ibid., p. 1 7 . 

4 Ibid., p • 1 8 • 

5 11 Pol y n es i a , 11 _Ency c 1 oped i a Amer i can a , l 9 6 5 , XX I I , 3 3 4 . 



r e f 1 e c t t h e b e 1 i e f i m p 1 i c i t i n t h e Ha vi a i i a n Ku m u l i p o w h i c h , 

as Em ory states, 

.. sensed the evolut ion a ry de ve l opmen t of t he 
univ e r se a nd in a t tr i butin g it to des i gnin g power 
rather th a n blind power s e nsed a fu r t he r t r ut h t o 
which the mind of ~an see ms to be comin g . l 

6 

Another area of si mil a r ity among t he Po l y nesi a n groups 

of i s lan ds is evident in a r t forms dev e l o ped fro m the 

simi l ar fl or a . Women thr oughout Po l y nesi a ha ve beaten t he 

bark of the pap er mulb e rr y tree int o sheets and designed 

and executed th e desi gns they pr i nt ed on th ese sheets c al l ed 

t ~ i n Ha 1·1 a i i a n d ~~ i n S am o a . 2 I n a n c i e n t H a vi a i i , 

panda nu s pa l m st r ips were wove n into ma ts used for f1o or 

cove r i n g s , for p 1 ac e ma ts , a n d f or be ct 111 a ts . 3 Th e ~,ea v ·i n 9 

of strips fro ~ t he pa nda nu s pa l m r eached it s highe st peak in 

the we av i ng of the Sa moa n 11 f i ne mat "-- a ma t ma de of s t r a nds 

one si xt eent h of an i nc h th ic k a nd as fl exib l e as l i nen . 

T h e Iv e a v i n g s k i 1 1 o f a S am o a n g i r 1 i s s t i l l a n i 111 p o r t a n t 

facto r in her desira bility a s a mar ri age partne r. 4 

1Kenneth E111 ory , '' Religi on in Ancie nt Ha1•iaii, 11 

Kameha me ha Sc hoo l s 75 t h An niversary Lectures (Honolulu : 
Ka meh ame ha Sc hoo ls Pr e s s), p . 92 . 

2Tour of the Ha waiian Vill age, Polynesian Cult ur al 
Center, Laie, Oahu, Hawai i , Augu s t , 1968 . 

3 Ibid. 

4Margaret Mead, Co min g of Age i n Sa moa: A Psycho 
.l.£.9.ical Stud y of Pr i miti ve Youth for ~este rn Ci vilization 
(New Yo r k: Wi llia m Morro w an d Co~p a ny , C. R. 1928 , printed 
1967), p. 340. 



Arts perfor med by Polynesi a n me n a r e a l so si mil ar in 

diffe rent societies. Polynesian men ha ve a l ways exce ll ed 

i n the building of boats. Other forms of carving are sti ll 

pract iced in the manufacture of ca l ab a she s , or house hold 

bow ls , and in the fashionin g of i dol s. 1 

7 

The ancient Ha wai ian s devi sed a me th od of f ea th e r 

weav ing in which red and yellow feathers , th e royal color s , 

were inserted into a nettin g or wickerwork . 2 Capes and 

helm ets of feather work were wov e n fo r t he a ris t oc racy . 

Ima ges of gods such as t he wa r god, Ku, we r e wo ven; th ese 

i ma ges were carried into batt l e by th e prie s ts of Ku. 3 This 

int ricate art died out when it was no l onger bo l stered by 

re ligion and was actively disco ur aged by the . . . 4 m1ss1o nar 1e s . 

Although the materi a l art products a r e si milar through

out Polynesia, the attitude tow ard t he maki ng of the m var i es 

greatly. In ancient Ha waii, c raf t mans hip was clo se ly co n

nected with religion; in addition to mas tering th e correct 

techniques of the craft, the cr af ts ma n had to le arn t he 

prayers and prohibitions associated with the patron de ity of 

his profession. 5 The restrictions i mposed by t hese 

1Tour, Bishop Museu m, Honolulu, Hawa ii, August, 1968. 

2Jean Guiart, Oceanie (Paris: Ga lli mard, ~963) , p . 380. 

3 lb . ' 1 a. 

4 Ibid. 

5Joseph S. Emerson, 11 Kahunas and Kahuni s m, " The Mid
Pacific, XXXI, No. 6, 503. 
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prohi bitions apparently made t he ar t for ms of the a ncient 

Ha wa iian s less open to improvis a ti on and change th an t he art 

forms of the Sam oans. According to Mea d, there is a gr ea t 

empha sis pl aced upo n innov ation in Sam oan urt for ms s uch as 

t he graphic s ia po des i gns and the ar t of danc e . 1 This soci a l 

press ure to ward innovati on is so strong that the innov at ion, 

inste ad of influ encing the art in genera l, is associat ed 

with the innovator only and t hus in spires each art i st to try 

to be uniqu e in hi s int erpretation of a specific a rt for m. 2 

A striking differenc e bet wee n the ind ige nous art f or ms 

of Hawa ii and tho se of Samoa i s that virt ual l y a ll of the 

art forms practiced by the ancient Hawaiian s have been lost, 

wi th the single exception of the dancin g of the a ncient H~: l J . 3 

The Sam oan arts, with the ex c eption of the ma nufactur e of 

stone tools, continue to evolve. 4 A parti al rea so n for the 

viability of the Samoan arts may be attri buted to the fact 

that the social orientation of those art s , in contr as t to 

the religious orientation of Ha wa iian arts, ma ke t he ir con 

tinuance possible in a Chri s ti a nize d society . 5 The focus of 

the ancient art forms of the Hawaiians was centered around 

1 Marg are t Mead , 11 The Ro 1 e of the I n d i v i du -~ 1 i n Samo an 
Culture," The Journal of t he Royal Anthropo l ogical Ins ti tut e 
of Great Britain and Ireland , 58, 489 - 4 90. 

2 Phi1ippa Pollenz, "Chan ges ~n the Form and Functi on 
of Hawaiian Hulas," Amer ican Anthropologist , 52, No . l 
(January-March, 1959), 23 1. 

3 Mead, Coming of Ag e, p. 236. 

4 Ibid., p. 116. 

50 • • f l p1n1on o t,1e Investigator. 
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thei r pagan beliefs; these beliefs, in turn, were superseded 

by Ch ristian doctrines. The early Christian mi ss i onaries 

not on ly frowned upon the anci ent art forms but actively 

pro hibited them. 1 

Samoa 

The colonization of Sam oa prob ab ly took pl ace around 

750 to SGO 8. c. 2 Population flouri shed at an ea rl y date 

bec au se the S.:1m oan is1 a r,ds are l arge " r.;gh is l 1ncis " •:;i' h 

sur ro un d ·i ng reefs and l arge ar2as of f l at coas t a1 la nd r ich 

with f ertil e so il . 3 As Sa moan cult ur e ~v alved gr eat em 

phas is was plac ed upon a highly syste matized str uctur e of 

s oc i a 1 decoru m or prop t· i e t y . As Mea d exp l a i n s , 

The fine art of social relation s , crysta l lized 
in for ma l phrases, made exp lic it in s ea ting pl a ns 
and Kav a ceremonies is to the m [the Samoans] si gn 
and sy mbol of all that is most desira ble in th e 
conduct of human l ife, a continuing ci re moni ous 
statement of a gracious social orde r. 

Nowhere, does it see m, in Samoan life is this over whe l ming 

emphasis upon the social aspect of li~in g more re adi l y 

1James Jarves, Confession s of an In quirer . Quoted in 
Ha waii from 17 78 to 1g2 0 Fro m the Viewpoint of a Bis hoo : 
Being the St c ry of English and merican Cr1 urch men in Ha ·.-1 aii 
with Historical Sidelights by Rt . Rev . Henry Bond RestaricK , 
p. 98. 

2 Suggs, The Island Civilizations, p . 88. 

3 Ibid. 

4 Mead , The Ro l e of the Ind i v i du a l i n Sa mo a n Cu 1 t 11 re , " 
The Journal of the Royal Ant hr opologi cal Institute of Grea t 
Britain and Ireland, LVIII , 212 . 
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obse rva ble than in the two institut ions of the Ka va Cere mony 

and t he village hostes s , or t aupou . 1 

Brie fly stated, the Kava Cer emo ny is a ritual perfor me d 

by t he chief, his orators, and the v i ll age tau pou . The 

cere mony is attended by the matais, or pro min ent , titl ed me n 

of th e village, as well as by any vi siting persons of dis-

t . t. 2 inc 10n. The serving of the ka va , a mildl y i ntoxic a tin g 

d r i n k , i s a t t e n d e d ~" i t h c e r em o n i a l r i t u a l a n d f o rm a l i t y vJ h i c h 

varie s fro m island to island and di str ict to dist rict. 3 

A major pa rtici pant in t he Kava Ce r emo ny of many vil-

l ag es i s the young girl wh o acts as th e officia l hostess for 

her village, th e tau po u. As a ma jor vi l l age offic i al, t he 

t aup ou 1e arns th e rites a nd cere monial l angu age of t he Ka va 

Ceremo ny an d of other co mmemora tion s of signi f ic a nce . She 

i s ex pec t ed t o be a good dancer, to t a ke c ha r ge graciou s ly 

of the ente r ta i nment of visit ors, a nd to be t he center of 

many village act i vities. Kee si ng co mm ents upon her duties 

in the following ma nner: 

Attended by her a ualu ma train [associa tion 
of girls and unattached wo men], she was the pr in
cipal figure in t he long-d ra wn ritualized dra matics 
that are so essenti a l: the mix ing of the ka va 

1Personal opinion of the Investi gator . 

2American Samoa: Sa moan Culture and Custo ms. Sa moa: 
Its Customs and Tr adition s (Sa n Francisco: Fearon Pub
lishing Co mpa ny, 196 2), pp. 4-5. 

3 rbid., p. 36. 



drink, the ta' alolo or reception to no bl e visit or s , 
the siva dancing of which she was the mos t e xpe r t 

-- l performer. . . . 

11 

In spite of her deeply entrench ed positi on in t he 

c eremo nial life of many Samoan villa ge s, th e tr aditi on of 

reta i ning a taupou is fading fro m so me loc a l es althou gh ma ny 

of the activities formerly e xecut ed by the ~~ c on ti nue 

t o be practiced. Keesing comment s up on th e e x t in ction of 

t he ta uoou ~"hen he states th a t 11 tod ay relativ e l y f ew Samoa n 

co mm unities have a taupou. 112 

A position of pri mary i mportance throu ghou t Sam oa i s 

that of the chief. Leadership in Sa moa f oll ov1s a sy s t em of 

r ank ing of these dignitaries. 3 The chi ef s ho l d in g th e highes t 

r ank are heads of their respective di s trict s ; t hos e in the 

s econd rank are the high chiefs of their res pect ive vill ages ; 

and those of the lowest ran k are chi e f s of t he lo west r a nk 

in the villages. 4 Each chief has a talkin g c hief, or or a tor, 

who aids and extols his particular guidin g c hief . 5 Yout hs 

study the structure and administration of their society , t he 

genealogies, and the ceremonial language, because they hope 

1Felix M. Keesing, 11 The Taupou System of Samoa: A 
Study of Institutional Change, 11 Oceania, VIII, No. l, 1-2. 

2Ibid., p. 1. 

3 
Mead, Coming of Age, pp. 17-18. 

4 Ibid. 
5 

Samoa: Its Customs and Traditions, p. 18. 
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to ac hi eve the status of a ma t a i, or noble, by earnin g one 

of th e noble na mes which each family must give to its wo rthy 

young i men. 

On the other hand, Samoan social structure has no 
2 r i g i d s o c i a 1 c l a s s e s . T h e r e a r e t h e II m a j o r II f a m i 1 i e s I'<' h i c h 

co nt ri bute the chiefs and talkin g chi efs to the socia l 

s truc tu re, and the 11 minor 11 fa milie s. The eld est son of th e 

high c hief is usually chosen to be th e successor of his 

f athe r; he must, ho we ver, prove him s e lf worthy of the respon 

s ib il ities of the position prior to succeedin g his fath e r as 

t he new chief . 3 

Because Samoan culture has never been do minated by its 

religi ous institutions and wa s not victi mized by a mega lith ic 

system of kacus, or prohibiti ons , religion has never bee n 

separated from the secular aspects of the society. By con

t ras t, ancient Hawaiian culture wa s a vir t ual t heo cr acy wh ic h 

was doo med to perish under the i mpact of th e Christian mis

sionaries. Priests in old Sa mo a derive d t heir ran k fro m 

being matais, or leaders in t he society; the transferenc e 

into their becoming elders of the churches later establis he d 

by the London Missionary Society was readily a chi ev ed. 4 

1Mead, Coming of Age, pp. 34-35. 

20pinion of the Investigator. 

3samoa: Its Custo ms and Traditions, pp. 34-35. 

4F. J. H. Grattan, An Introduction to Sa moan Cust om 
(Apia, Western Sa moa: Samoa Printing and Publishi ng Co mpany 
Ltd., 1948), p. 127. 
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The supremacy of the one god , Tagalo a, over a ll of the 

othe r gods in Samoa probably facilit ated the readin ess wi th 

whic h the Samoans accepted Christiani ty in contrast to t hose 

wh o in habited some of the other isl a nds of Po l ynesia. 1 I n 

t he l a t t et' , t h e ma n y n a ti v e g o d s we re reg a rd e d a s e q u a l i n 

i mpor tance rather than one god considered supre me . 2 At the 

s ame time, Samoans manipulated ide as and people in a schema 

ti c f ashion; for example the belief that Tag a l oa , the major 

god , gave medicine before the Chri stian God ar riv ed, still 

per mits the continuance of old customs and beli ef s. 3 

T h e S a m o a n l~ a y , f a a S a rn o c. , i s v a 1 u e d by t h e S a m o a n s t o 

the extent that if ne~ mor es clash ed wi th the old , eit her an 

easy co mpromise was effect ed or the old custo m prevailed . 4 

Buck offers the following exp lan ation of the viability of faa 

Samoa: 

The pieasure der ived from the exe r cise of 
native institutions i s perha ps the most i mpo rtant 
factor that has l ed to the persistence of Samoan 
custo ms and helped to resist the dis int egration 
that has ta ken place in other parts of Polynesia. 5 

l 
R. F. Watters, 11 The Tra nsition to Christianity in 

Samoa," Historical Studies: Australia and ~ew Zealand , 
VIII, No. 8 (May, 1959), 398. 

2 Ibid. 

3 
Margaret Mead, "Social Oroanization of ~a nua," 

Bernice P. Bishop Museum Bulletin 76, p . 147. 

4Keesing, "A Study of Change,'' p. 9. 
5 
Peter H. Buck, "Samoan 01 aterial Culture," Bernice 

P. Bishop Museum Bulletin 76, p. 147. 
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Hawaii 

The settlement of Hawaii, a part of Western Polynesi a , 

may ha ve begun as early as 200 A. D. with the first colon

i zer s coming from Tahiti . 1 Wh en the fir s t Pol ynesi a ns sa il ed 

to Hawaii , they brought with the m the prevailing class 

s t r uc ture of Central Polynesia. This structure evolv ed in 

Ha \-1 ai i into four classes: the a lii, or royalt y ; the kahu nas , 

or pr of essional class; the makaa in ana, or peasants; a nd t he 

kauw a , or slaves. 2 All four classes of the anci e nt Hawai ia ns 

wer e controlled by an intricat e system of ka pus, or pro hi bi

t ion s , which regulated every aspect of life. 3 Every a pp r e n

t ic e craftsman had to learn the kapus be l ong in g to t he god 

of hi s profession and the correct prayers he mus t use in 
4 order to become successful in his endeavors. Each pro f es -

sion had its own patron deity who was worshipp ed by its ad 

herents in addition to the four major gods of Polynesi a : Ku, 

Kane, Lano, and Kanaloa, who set the wor ld in order for human 

habitation. 5 Hula dancers, for e xam ple, revered t he godd es s 

Laka as their patron deity. 6 

1 
Suggs, Island Civilizati ons , p. 154. 

2 G e r r i t P . J u d d I V , H a "' a i i : A n I n f o r m a 1 H i s t o r y ( N e w 
York: Collier Books, 1961), pp. 24-25. 

3 Ibid., p. 25. 
4Emerson, "Kahunas and Kahunism," p. 503. 
5Peter H. Buck, Arts and Crafts of Ha waii, Bernice P. 

Bishop Museum Special Publication 45 , p . 465. 

~David Malo, Hawaiian Antiquities, Translated by 
Nathaniel B. Emerson, Honolulu: Bishop Museu m Special 
Publication 2, 1951, Chapter XXIII, sec. 14. 
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Religion, as reflected in th e cla ss of kah un a s, or 

pr ies ts , was a do minant influe nce in ancient, feudal Hawaii . 1 

I n addit ion to the religious conc ept of~ ~vas the idea of 

ma na . This is, according to Ma lin ov-1ski, 11 a certain mystic , 

i mper so nal power i,-1h ich is beli eved in by most primitive 

peop les . . [mana is] a well ni gh univer sa l idea found 

where ver mag i c fl our i s hes . 11 2 A 1 i i po s s es s e d the great es t 

mana : the greatest possible amount of mana emanated from the 

of fs pring of an alii ma rriage between a s ister and a brother. 

Su ch a child was called akua, or divine, and could wa l k out

s i de his residence onl y at night beca use the people had to 

fall to the ground in a ttitud es of wor ship i,-1 henev e r he a p-
'"' .:, peare d. Bolstered by religion, the chiefs had co mpl e te 

contro l of the other classes into which the so ci ety was 

d ivid ed. 4 Malo co mm ents upon the r e l atio ns hip bet ween t he 

c hief s and the commoners in the follo wi ng manner: 

and 

If the people were slac k in doin g the chiefs 1 

work, they were expelled fro m their lands, or 
even put to death. For such reasons as this an d 
because of the oppressive exactions made upon tne m, 
the people held the chiefs in great dread and 
looked upon them as gods.5 

1Guiart, Oceanie, p. 380. 

2 B r o n i s l a \v M a 1 i n o vi s k i , M a g i c , S c i e n c e , a n d R e 1 i g i o n 
Other Essays (Boston: Beacon Press , 1948), p. 3 . 

3Malo, Hawaiian Antiquities, Chapter XV III, se c . 12. 

4Judd, Hawaii, pp. 38-39. 

5Malo, Hawaiian Antiquities, Chapter XVIII, sec. 64. 
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The traditional rigid soc ia l system was d isi nte gra tin g 

by t he ti me the first Chris t i a n mi ss i onaries a r r i ved in 

Hawa ii ·in 1820. 1 The~ syst em had been abo l ished during 

t he pr e vious year. Judd an a ly zes the situation which deve l ope d 

i n t he following manner. 

The a bolition of th e kapus , involved as th ey 
were with the old na t i ve nature - religion , s truc k 
a crushin g blo w a t t he en t ire Hawaiian system of 
values. In t he conf usi on which followed , t he 
natives liv ed in a con dit io n of mo r e or less a i m
less drift.2 

The Hawaiians had wat c hed v is i ting se ame n gai l y ignore 

kapus since Captain Coo k 's f irst vi s it t o Hawaii in 1778 . 3 

This loss of religicus faith, cou pl ed wi th the ina bil ity of 

Hawa i ians to cop e with th e e vils of alcoho l , ve nere a l 

d ise ases, measles, and whoo pin g cough which we re intro duc ed 

by t he seamen, led to a pro gr e ss i ve de mor a li zat i on of the 

Hawa iian peo ple. 4 Hawaiian society wa s ready fo r t he i m

pl antation of a new religion wit h t he a vo wed purpos e of 

i mproving te mporal life for the co nve r ts to Chr i st i anity. 5 

The early years of the Co ng r eg a t i ona li st Mis s ion e n

countered a people drifting into o bl i vi on as a re sul t of t he 

l Hawaii, 38-39. Judd, pp. 

2Ibid., p. 38. 

3 Ibid., p . 39 

4 Ibid., p . 37. 

5Ibid., p. 39. 
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s hock to its indigenous culture; the demoralized a lii were 

grate f ul for the help and support of the missionar i es in 

c opi ng with the baffling west e rn society which had been 

t hrus t upon them. 1 With the coop eration of the Hawaiian 

~ ]JJ__ , t h e p u r i t a n i c a 1 m i s s i o n a r i e s e x e r c i s e d g r e a t p o v, e r i n 

bann in g whatever displeas ed them. Prohi bitions inher e nt in 

t he new religion were accepted by a populace inur ed to bein g 

gove r ned by kapus. Laws were passed against gamb lin g , 

s e xua l immorality, brea king the Sabbath, dancing, and drin k

in g a lcohol . 2 An editorial in The Friend fifty years l ate r 

r ef lec ts the early attitude of the missionaries to wa rd 

danc ing as they observed it in Hawaii. 

Education, culture, reli g ion, social and 
temperance reform are ha rd at work t o sa ve this 
noble and interestin g peopl e . But the s a loon has 
been set open to craze the m. The Hula has cor 
roded them with its leprosy. 3 

Fortunately for the Hula the attempts to suppress it failed 

and it was restored to official favor when it was perf or med 

during the coronation celebration of King Kalakaua in 1874. 4 

Statement of the Proble m 

The investigator was prompted to un der ta ke the study 

of Polynesian dance as a result of her interest in ethnic 

1 Ibid., p. 49. 2 Ibid., p. 53. 

3The Friend, 1891, Vol. 49, No. 4, no page. 

4Philippa Pollenz, 11 Changes in the Form and Function 
of Hawaiian Hulas, 11 American Anthr opolo gis t, 52, No . l 
(January-March, 1950), 228-229. 
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dance . The investigation entailed an historic a l and desc rip

tive st udy of six selected ethnolo gical dances from the 

isla nds of Samoa and Hawaii. The stud y inclu ded a descrip

t ion of each culture with respect to topo gr ap hy, c l i ma tic 

condi tions , history, social mores, arts and crafts, and the 

i ndi ge nous dances of the islands s t udi ed by th e inv estigato r. 

The st udy inclu ded, also, referenc es to out standing individ

uals associated with the selected dances, th e mea ns of acco m

pan im e nt for each of the six da nc es , the descript ion of the 

mov em ent, formations, tradition a l co s tu mes as s oc i ate d with 

t he se lected dances, and the occasions for pe r forman ce of 

th e dance . 

Definitions and/ or Exp l anat io ns of Te r ms 

For purposes of clarification, t he following defi ni

tions and/or e xplanations of ter ms were established for use 

in the proposed study: 

A. History: For purpose s of t his study the in vestiga 

tor accepts the following e xp lanat ion of history: 

A branch of knowled ge that rec ords and 
explains past events as ste ps in t he seq ue nce 
of human activities: the study of th e 
character and significance of events. l 

B. Hawaii: For purposes of t his stud y t he investi

gator accepts the e xp lan at i on of Hawaii as in

cluding the islands of Kauai, Oahu, Maui , 

1Websters Third New Internatio nal Dict ionar 1 of the 
English Lan guage Unaor1 ge Spr1ngf1e , Massac usetts : 
G. and C. Merr ia m Co mpany, 1961 ), p. 1074. 
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Hawaii, Lanai, Niihau, and Kahoo la we. Th ese 

islands comprise the Stat e of Haw a ii, the 

d S f A . 1 
fiftieth state in the Unite tates o rn er1ca . 

1 9 

C. Sa moa: For purposes of this study t he i nvesti

gator accepts the ex p 1 an at i on o f Sa :11 o a as co m -

prising the islands f or me rly ca ll ed th e avigatcrs 1 

I s 1 a n d s \'I h i c h a r e n o vi d i v i d e d i n t o Ame r i c a n 

Sa moa, a ?rotectorate of th e United States of 

America, and Western Sa moa wh i ch i s n inde pe nden t 

2 country. 

D. Ethnic Dance: For purpose s of t h is stud y , t he 

investigator accepts th e follo wi ng defin i ti on of 

ethnic dance as stated by Walter Terry: 

... ethnic dance a rts are t he wo r k of t hous a nds 
of creative spirit s over hu nd re ds and thousands 
of years, and in th es e dances one sees , in ca p
sule form, the his tory , t he custo ms, the fa i ths , 
the ideals, even the te mpera ment of a g iven 
nation.3 

E. Ethnological Dance: For purp os es of this study 

the investigator accepts the explanation of 

ethnological dance as dances based upon the in

digenous music and dance of racial groups c horeo

graphed for theatrical or recreational purpos es. 4 

1Encyclopedia Britannica, 1968, "Ha\vaii, 11 Vol. XI, p. 

2 Ibid., Vol. XIX, "Samoa Islands," p. 984. 

3Walter Terry, The Dance in America (Ne w Yor k : Harper 
and Brothers Publishing Co mpany, 1956), p. 215 . 

4 Anne Sc h 1 e y Duggan , C l as s No t es HP ER 5 3 1 ~/ , Texas 
Woman's University, 1968. 



F. Gregg M. Sinclair Li bra ry: For purposes of this 

study the investi gator accepts the explanation 

of the Gregg M. Sincl a ir Li bra r y as being the 

library operated by the University of Hawaii, 

Manca Campus. 

G. Bishop Museu m: For purpos es of this study the 

investigator accepts th e exp l a nation of the 

Bishop Museu m as beirg the Ber nice Pauahi Bishop 

Museum of Polynesi a n Ethnolo gy in Hono lulu, 

Hawaii. 

Purposes of the Study 

20 

The general purpose of t he stu dy was to report informa 

tion regarding six selected ethno l og ic a l dance s fr om t he 

Pacif ic islands of Samoa and Hawa ii. The s pecific purposes 

of th e study were: 

A. To collect and record data pertaining to dance 

in Samoa and Ha waii. 

B. To describe two selected ethnological dances 

from Samoa and four dances fro m Hawaii -- a total 

of six selected dances. 

C. To describe the cultures of the two selected 

islands with respect to cli ma te, topo gr ap hy , 

history, social mores, and arts and crafts . 

D. To describe six ethnological dances wi th reference 

to: 

1. The number of dancers in each dance. 
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2 . The structure of each dance. 

3 . The formations of each dance. 

4. The accompani ment of each dance. 

5 . The basic movement motifs of each dance. 

6. The costumes used i n each dance. 

Limitations 

The present study was subject to the follo wing li mita -

A. The avai1abi1ity of docu mentary and hu ma n 

sources of data pertinent to a ll asp ects of 

the study. 

B. The description of t wo ethnologica1 da nces 

se1ected from the island of Sa moa and four 

ethnologica1 dances from Hawaii . 

C. The possib1e influence of European and/or 

American cu1tures upon the develoo ment of 

ethno1ogica1 dances in the cultures described. 

Survey of Related Literature 

A thorough examination of available research studies 

disclosed that the present thesis does not duplicate an y 

previous investigation. A review of literature related to 

the present study which was of assistance to the invest igator 

in the development of her research design fol1ows. 
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Marti and Kurath, in 196 7, 1 co mplet ed a stud y desc ri b

in g the dance in Pre-Carte s i a n Mex i c o. The pu r pose of the ir 

in ves tigation was to ascert a in t he i mport ance of da nce i n 

Me xico before its conqu es t by Spa in. Da t a we r e coll ec t ed 

th r ough a study of arch ae lo g ic a l arti fa ct s , t he d is ci pli ned 

ob s er vation of conte mpora r y Indi a n da nc e steps , a nd a doc u

me nt a ry anal y sis of avail a ble pri ma r y sou r c e s of data. 

Arc hae logic a l sources includ ed co dic es , ch r oni c l e s, ceramic s , 

pai ntings, and sculptur es. Docu me nt a ry s ourc e s of da t a 

i nc l uded observations record ed by th e ea rl y Span i sh Co n

qui s tadores. 

Upon co mpletion of the study, Ma r t i a nd Kur ath dr ew 

t he following conclusions: (l) da ncin g pl ay ed a n i mport ant 

part in both the sacred and secul a r liv es of t he pe opl e s 

r e pr esenting the eight indig enous cul t ur e s d e sc r i bed by t he 

a ut hors; (2) eroticis m inspired ma ny of the da nces de s cribed 

a s those representative of Pre-Cartesi a n Mex ic o ; (3) pro 

fessional classes of musicians, poets, sin ge rs, a nd dance r s 

who specialized in certain for mal techni ques a nd disci pl i nes 

characterized dance in Mex ico prior to its con qu est by 

Spain; (4) religious cere monies increased in co mple xity a s 

the solar year advanced; (5) symbolic gestures of the hands 

became very important in ritual and in dance; and (6) 

1 
Samuel Marti and Gertrude Prokosch Kurath, Dances of 

Anahuac: The Chorea ra hy and us i c of Pr e - Ca r t es i a n 
Dances Chicago: Aldine Publishing Compan y , 96 



c oncep ts and styles of dance va ried among the variou s cul

tu r es and locales studied. 
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The present study and that cond uct ed by Mar ti and Kurath 

a re similar in that both are conc erned wi th a descr ipti on of 

e t hnic dance in its cultural cont ex t. The two in vesti gat ion s 

ar e di fferent with respect to the particular cul tu r es studi ed, 

the number of dances describe d , the me thods of collecting 

dat a , and the era in which the da nc es were and/or are no w 

per fo rmed. 

Edmondson, in 1955, 1 co mp l e t ed an historical a nd de 

scrip tive stud y of dance in Virginia during the eighte enth 

c en tu ry. The purposes of her investi gation were to trac e 

t he de velo pme nt of dance in Vir gin i a fro m its Eur o pea n heri 

tage to its status during the e i ghte enth century, a nd t o 

deve lop a composite source of infor mation to be used in pl ar. 

ning celebrations similar to the 350th anni versary of t he 

fo undi ng of J am estown, Virginia. Ed mond son used both docu

mentary and human sources in t he coll ection of he r data. 

Her documentary sources included diaries, correspondenc e, 

music, newspaper articles, boo ks, and periodicals. Her hu man 

sources of data were comprised of selected aut ho rities in t he 

history of dance, curators of libraries, and historians 

specializing in the history of Virginia. 

1catherine Edmondson, 11 An Historical and De scr iptive 
Study of Dance in Virginia During the Eighteent h Century '' 
(unpublished Master's thesis, Te xas Woman's Univers i ty, 
1 9 5 5 ) . 
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Edmondson's study includ ed a de s c ri pt ion of t he geo

gr ap hi ca l, historical, and soci a l i mp li cat i ons pe r t in e nt to 

t he de velopment of dance in Vir gi ni a. Ot her as pects of da nc e 

d i s c uss ed were attitudes to wa r d da nc i ng , da ncing mast e r s a nd 

th ei r re spective classes, fe s tiviti es durin g wh ich danc e 

was i nclud ed, sites of danc es , acco mpa ni me nt , cu s t oms ass o

ci at ed with dancing, and typ es of dan c e durin g the ei gh t ee nt h 

c ent ury . Ten selected da nces of t he per i od we r e descri bed . 

The present study and th a t c onduc t ed by Edmond so n a r e 

s im il ar in that both a r e co nce r ned wit h a de scripti on of 

da nc e in a particular cultur a l con te xt. The t wo in ves t iga 

tion s are different with re s pec t to t he cu l tur e s stu d i ed, 

t he number of dances de scri be d, th e me t hods of co ll ec t i r.g 

data , and the period of history stu di ed . 

Fortenberry, in 1955, 1 co mpl e t ed an histor ic a l study 

of t he types of European danc es f ro m 47 6 A. D. t hr ough 1500 

A. D. The purposes of her study wer e to de t er min e the f o l k 

dances which provided the bases for th e l a t e r cour t danc es , 

and to relate the folk dances of various cul tures t o their 

derivative court dances of th e Renai s san c e Peri od in va r i ous 

European countries. 

Fortenberry drew the following conclusions: (l ) 

choral dance was the first dance for m; (2) t he Alle mande , 

1 
He 1 en Fortenberry , 11 An Invest i g at i on of t he Type s a nd 

Forms of Dance Ex i st i n g fro m 4 7 6 A . D . to 1 5 0 0 A . D . 11 ( u n -
published Master's thesis, Women's College of the Univer s ity 
of North Carolina, 1955). 
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t he Ba s se Danse, the Esta mpie, the Branle, the Ga lliard, a nd 

t he Courante were the earliest c ourt dances; (3) the Pava ne , 

t he Cha conne, the Canaries, and the Sarabande were th e court 

dance s influenced by the Spani s h folk danc es . Th e writt e n 

r epo rt of the study included a chart in whic h Fo r tenberry 

l iste d the meter, tempo, types of mo vement , and for ma ti ons 

or de s igns of the dances described in her study . 

The present study anct th at conduct ed by Fortenberry 

a re s imilar in that both investig atio ns are concerned with 

hi st orical research related to dance. Th e t wo studie s differ 

wi t h respect to the eras consider ed , th e nati ona l ori g in of 

th e dances studied, the extent of the description of th e 

cu ltu res fro m which the dances ste mm ed, a nd the total nu mbe r 

of da nces included for consideration. 

Kurath, in 1960, 1 complet ed a philosophical study of 

t he conjunction of dance and music with work . He r purpose 

was to describe the multi-lateral aspects of danc e in 

soc i eties in which dance is still integral to the function

ing of society and not merely for entertainment or r ecreation. 

She drew the following conclusions: the functions of 

dance are (1) utilitarian, to keep the group activity 

rhythmically together, such as songs used while paddling 

boats; (2) ritualistic, to persuade a deity for help in the 

hunt or to propitiate the sacred spirit of the slain ani~al 

and beg forgiveness; (3) social, to enhance the co mrades hip 

1 
Gertrude Prokosch Kurath, "Dance, Music, and Daily 

Bread , 11 Eth no mus i col o g y , IV (January , l 9 6 O) , l - 7 . 
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in her e nt in than ksgiving a nd f es tival s . Th e sty l es of move

ments a ssociated with work a nd da nce a nd mus i c are mi me tic 

wit h va rying degre es of styliz a tion. The spec i f ic wot k 

activi ty determines the partici pan t s in that so me danc es a nd 

work a c tivities are limited to c e r ta in s exes or c l ass es , 

t he re by reflecting the cultural pa t ter n of th at pa r ti c u l a r 

so cie t y. The participant s , in turn, affec t the c omp os i tion 

of th e event--the length, the co mp l e xity , and t he nu mbe r of 

ce rem onies involved; thus, the ev en t i s cond i tion ed by the 

i mpo rta nce of the activity in th e cultur a l mil ieu . 

Kurath conclud ed th a t nev,1 wor k pat t e r ns e ith e r i ncr ease 

t he re pertory of mi me or th ey di sc ou r ag e da nc e ga t he r ings 

e nt ir e ly. According to Kur a t h , onl y in s i mp l e r a t her t ha n 

co mp le x societies can the art s , r e li gio n, an d the econ omy 

in te ract, despite the fact that modern da nc e app e ars peri 

od ic ally in church services. 

The present study and th a t c onduc t ed by Kurath are 

si milar in that both are concerned wi th da nce . The t wo 

studies are different with respect to t he c u l t ur es consid e re d , 

the description of specific dances, t he utili zation of human 

sources of data, and the per i od of ti me under c onsid er a tion . 

Feder concluded, in 1964, 1 a descriptive stu dy of the 

contemporary Oklahoma 11 forty-nine dance. 11 His purpose s •tJe re 

to present the diverse stories told of the ori g in of t hi s 

1Norman Feder, "Origin of the Okl aho ma For t y - Ni ne 
Dance, 11 Ethno rn usicology, VIII (Se pte mber, 1964) , 290- 295. 
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contem porary Indian dance and to authenticate the dat a in 

or der to determine the genuine ori gin of the dance. He used 

do cume ntary as well as human sources of da ta in his re sea rc h . 

Feder co ncluded that the version most li kely to be corr ect 

wa s ba sed upon the theory that the Kio wa , or Co ma nc he , In

d i an s in Oklahoma originated the dance as a resp onse t o bei ng 

ex cl ud ed from the "dime a dance" halls man aged in conjunc t i on 

wi th tra veling carnivals. As supportiv e evidenc e of hi s 

th eo r y in this regard, he states th a t va ri a nt s of t his "di me 

a dan ce " hall version appear mos t co mm onl y amon g t he stor ies 

ci t ed by the investigator; that Kiowa war expeditio n son gs 

ar e used as accompaniment for the dances; a nd t hat the da nc es 

enj oy great popularity in the Kiowa tri be s of t he south e rn 

part of Oklahoma. 

The present study and that conducted by Feder are 

si mi lar in that both investigations are concer ned with da nc e . 

They differ with respect to the national origin of the 

dances, the description of specific dances, the dept h of the 

two studies, and the cultural background of the dances dis 

cussed. 

Williams, in 1968, 1 completed an ethnic study of t he 

"D a n c e o f t h e B e d u Mo o n o f t h e N a fa n a P e o p l e o f We s t A f r i c a . " 

The purpose of her study was to describe from hu man sourc es 

of data the masked dance of the fifth lunar month, a winter 

soltice festival celebrated by the Nafana. The investigator 

1orid Wi11iarns, "The Dance of the Bedu oon," Afric a n 
Arts/Arts D'Afrique, II, No. l (Autumn, 1968), 18-72 passe m. 
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d r e \•/ t h e f o 1 1 o vJ i n g c o n c 1 u s i o n s : ( 1 ) t h e m a s k e d d a n c e i s i n 

ef fec t a purifying rite for both the dwellin gs and th e ir 

r e si de nts ; (2) hatreds and resen t ments harb or ed by individu a l s 

a r e d i ssipated as the villager s direct their neg ativ e f ee l

i ngs a ga inst the masks; (3) dru mm in g and dancing sty l es r e 

f le c t Nafa na ideas of masculine a nd feminin e ideal s ; and (4 ) 

t he ma sk ed dance occurs in the vill age "co mm on " with e i t he r 

t he pe rso n in th e mask costu me dancin g alone or membe rs of 

t he vi llage participating. 

The present study and that conducted by Willi ams are 

si mila r in that both investig ations are concern ed ~,it h da nce . 

The y differ in the select ed societies de scribed, th e ex t e nt 

of t he description of the cultur es fro m which th e danc es 

ste m, the number of dances studied, and the use of do cume nt a r y 

a s we ll as human sources of data in the pres e nt st udy . 
1 Garcia, in 1958, completed a creative study whic h 

involved research with resp ect to the culture s of Latin 

America as well as the choreo grap hy , direction, and pr e s e nt a 

tion of a suite of twelve ethnolog ica l dances entitled , 

Rondo Sureno. The investigator used both docu mentary and 

human sources of data. She described the twelve dances both 

verbally and in Labanotation. The dances were also descr ibed 

with respect to their total aspects of production: cost umes, 

music, formation, and floor patterns. The study also 

1Josefina Garcia, "Rondo Sureno: A Su1te of Original 
Ethnologic Dances" (unpublished Ph. D. dissertati on, Te xas 
Woman's University, 1958). 
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i nclu ded discussions of the predo min an t influ ences of t he in

d igeno us Indian, Spanish, and Ne gro cultures upo n t he dance s 

of Lat in America and, specific a lly, up on t he dances c horeo 

graphe d by the investigator. 

Th e present study and that conduct ed by Ga rcia are 

si mila r in that both investigations are conc er ne d with his 

to rica l research related to danc e . The two stud i e s diff e r 

wi th r e spect to the periods considered, the na tional origins 

of the dances studied, the extent of the descripti on of the 

c ultu r es from which the dances stem, th e tot a l nu mber of 

da nce s described, and the creative aspect in vo lv ed in t he 

Gar c ia study. 

Sources of Data 

The investigator used both docu me ntary and hu ma n 

so urce s of data in the develop ment of her stud y . All avai l

abl e books, newspaper articles, period ica ls, pro gra ms, and 

phonograph records relating to the study were r evie wed care 

fully. In addition, manuscripts, theses, dissertations, an d 

other unpublished reports of research studies r ela ted to a ll 

aspects of the study were read. Hu ma n sources of data in 

cluded selected choreographers, teachers, and dancers, and 

other members of the Samoan and Hawaiian cultures livi ng in 

Hawaii; selected authorities on the cultures of t he islan ds ; 

and the personal observation and participation of the in

vestigator in the various dances described. 
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Th e investigator relied he avil y upo n a doc umentary 

a nalys i s of publi s hed materi a l s and othe r sou r ces of i n

fo rmat i on availabl e throu gh the follo wi ng we ll kno wn i ns ti 

t ution s : The Gregg M. Sincl a ir Libr a r y , and th e Bern i ce 

Pauahi Bishop Museum of Pol y nesi a n Ethn ol ogy . 

Summ ary 

The investigator present ed as a n int roduc t ion to the 

pr ese nt study a resu me of ant hropol og i ca l f in di ngs conc er n

in g t he highly important place of da nc e in the l ife of 

pr imi t ive man. Scholars hav e fo und da nc e to be not on l y th e 

fi rst art but the generativ e ar t for t he e ventua l expr ess ion 

of a ll other arts. Dance in pri mitiv e l ife r an g s t hr o~gh 

a ll aspects of the culture: th e eco nomi c,i n wo r k son gs and 

da nc es ; the religious and mag ic a l ,in c ha nts a nd dances 

honor ing the gods; the social ,in provi di ng soli da rity for 

th e group in communal dances; the milit a risti c , i n wa r dances 

to condition warriors and gain courage fo r t he battl e; and 

the aesthetic,in expressing the artistic appro a c h of the 

culture. 

Because both the Samoan and Ha waiian cult ur es be l ong 

to the main category of Polynesia, a brief res ume of thos e 

elements which the two cultures hold in co mm on was pr esented . 

Polynesia is a triangular area of seven million sq uare mil es 

of Pacific Ocean with islands scattered t hrou gh out ; th e 

points of the triangle are at Hawaii, New Zeal a nd , an d Easter 
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I s land . Polynesia was apparently settled by mig r ational 

wa ves of people flowing from the Indonesi an Archipel ago into 

t he Pa c ific Islands. One basic langua ge prevails, a l though 

di a lect s have developed in the various cultur es . The topo 

gr aph y of Polynesia comprises the volcanic 11 hi gh island s 11 

and th e low coral atolls. Ma teri a l art for ms of Polyn esia n 

soci et ie s are similar but the attitude and approach t o 

c r aft sma nship vary greatly from culture to culture. 

The settlement of Samoa apparently too k pl ac e aroun d 

750 t o 500 B. C. As the culture evolved, a gr ea t emphas i s 

was pla ced upon an intricate structure of social corr ectness 

and l itt le concern given to the supernatural, or r eli g i ous , 

as pec t of life. The Sa moan Kava Ceremony illustr a tes the 

ri tual ized intricacy of the social order. The v i lla ge 

ho stess , or taupou, is a major partici pa nt in t he Kava Cer e 

mo ny and a center around whom much village activi t y t akes 

place. Although leadership in Samoa follo ws, in gene ra l, a 

system of primogeniture in which the eldest son of a c hi ef 

becomes the next chief, the youth mu st still show hi mself 

\v o r t h y o f t h e o f f i c e . B e c a u s e r a n k i n S am o a ha s t r a d i t i o n a l l y 

been dependent upon social status rather than status as a 

member of a religious community,the adoption of Christ i anity 

was accomplished more easily than in cultures ha ving an 

established religious hierarchy. Although Sa moan culture has 

changed and continues to change, it still re mains the Sa moan 

Way, faa Samoa. 
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Hawa ii was apparently set tled initi a ll y about 200 B. C. 

Th e Ha wa iian social system was ti ght ly st ructured and do mi

na t ed by religion. The two concepts of mana -- great spiritu a l 

powe r - -a nd ~--prohibition--bolst err.d the position of t he 

c hi e f s wh o were looked upon as divine in ma ny case s and had 

ab s o lu te authority over life and death of th e subjects . 

The au th oritarian rule of the chiefs was supplanted by a 

s i mil a r authoritarian system of new prohibitions und er the 

i nflue nce of the Congregationalist mission ar i es from New 

Engla nd. Luckily for ma ny ele ments of Hawaiian cul t ure, a 

re act io n occurred during the second half of t he nin e te enth 

ce nt ur y against the negativity of the missionaries. 

The purpose of this study was to r epo rt in f or ma ti on 

re gard ing six selected ethnological dances of the r ecrea 

tio nal type from the cultures of Samoa and Hawaii. 

The study was limited by (l) the availab ility of 

per tine nt documentary sources; (2) the influence of Euro pea n 

and/or American cultures upon the dances; (3) obs er vations 

of the investigator which may include assu mp tions not vali

dated by later research; and (4) the cooperat i on of select ed 

human sources. 

The investigator found no previous studies whic h dupli

cated the present one. Studies conducted by Marti and 

Kurath, Edmondson, Fortenberry, Kurath, Feder, Willia ms, and 

Garcia were reviewed; similarities and differences between 

these studies and the present investigation were noted. 
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Av ailable theses, dissertations, ma nuscripts, books, 

per iod ic als, newspaper articles, and phonograph records 

pe r tine nt to all phases of the study were used as docu mentary 

so ur ce s . The faculty members of the College of Health, 

Ph ysic al Education, and Recreation of Texas Woman 's University, 

se l ec te d dancers, choreographers, and te achers, and select ed 

mem ber s of the Samoan and Hawaiian communities residin g in 

Ha wa ii served as human sources for the study. 

Chapter II presents a description of the procedur es 

fo l 1o we d by the investigator in the develop ment of this 

th esis . 



CHAPTER II 

PROCEDURES FOLLOWED IN THE DEVELOPME NT 

OF THE STUDY 

The investigator wished to pursue the pre sent study 

be ca use of her long-standing interest in the dances of t he 

Pa c ific an d of the Orient which stemmed, in part, from her 

re s idenc e in Hawaii where she studied both t he na t i ve Hu l a 

and selected Phillipine dances, and, in part, fro m her com

pletion of an undergraduate minor sequence in Ant hro polo gy . 

The orig inal purpose of the study was to investigate and 

descr ib e one recr€ational and one religious dance fro m eac h 

of th e cultures of the islands of Samoa, Tahiti, and Ha wa ii. 

Be cause of the reticence of the Hawaiian authorities concern

ing religious dances, and the comparative scarcity of 

documentary data concerning Tahiti which was available to 

the investigator, the original problem was changed to the 

present one entitled "An . Historical Study of Six Selected 

Ethnological Dances from the Pacific Islands of Samoa and 

Hawaii." 

The procedures followed in the development of the study 

are presented in this chapter in the following order: (lJ 

Preliminary Procedures, (2). Collection of Data from Docu

mentary Sources, (3) Collection of Data from Human Sources, 

34 
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(4) Orga ni zation of the Data, and (5) Procedures Followed in 

th e Prepara tion of the Final Report of th e Study as a Whole. 

Preliminary Procedures 

Pr io r to undertaking the present study, the investi

ga t or co nfer red with Doctor Anne Schley Duggan, Dean of the 

Co l lege of Health, Physical Education, and Recreation at the 

Te xas Woma n's University, with respect to its feasibility. 

Do c tor Duggan replied that such a study should result in a n 

im port an t contribution to the literature in dance and would 

be in kee ping with the investigator's background and particu

lar in ter ests. 

To become acquainted with the techniques emp l oyed in 

con duct ing and in reporting historical research, the inv est i

gat or surveyed, studied, and a s similated data pertaining to 

the wr iting of historical and ethnological studies. She 

then prepared a bibliography of documentary sources of da ta 

which were available in the libraries of Denton, Texas. 

From these documentary sources and from those availa ble in 

Honolulu, Hawaii, the investigator surveyed, studied, and 

- recorded information to be utilized throughout the de velo pment 

of the study. 

The investigator prepared a Tentative Outline of the 

study and submitted it to the members of her Thesis Committee. 

The Outline was revised in accordance with their suggestions 

and presented in a Graduate Seminar held in the College of 

Health, Physical Education, and Recreation of the Texas 
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Wo man 's University, Denton, Texas, on July 9, 1968. The 

Te nt ati ve Outline was revised in accordance with su ggestions 

ma de du ri ng the Graduate Seminar and approved by the members 

of the The sis Committee. The approved outlin e was then filed 

in the f orm of a Prospectus in the Office of th e Dean of 

Gr aduate Studies at the Texas Woman's University. 

I n order to facilitate the collection a nd organiz a t i on 

of data and the preparation of the written report of the 

st udy a s a whole, a Topical Outline was prepared by the in 

ve s t i ga to r and approved by the members of t he The s is Co,n 

mit t ee . A copy of the Topical Outline was sub mit ted , a l on g 

wit h a copy of the Prospectus of the stu dy, to each membe r 

of t he Thesis Committee to acquaint them with the propos ed 

plan of procedure for the conduct of the study. 

Collection of Data from Documentary Sources 

In addition to the data acquired fro m surveying liter

ature pertaining to the methods and techni ques of research 

most feasible for historical and ethnological st udies, t he 

investigator conducted documentary research at the Gregg M. 

Sinclair Library and the Bernice Pauahi Bishop Museu m of 

Polynesian Ethnology. 

The Bishop Museum, a world famous center for Pol yn esian 

research, contains many valuable manuscripts and ancient 

books pertaining to all aspects of the various island cul

tures that are known collectively as Polynesia. The Sincla ir 

Library of the University of Hawaii contains boo ks written 



by ea rly e xplorers from the United Sta tes a nd f r om va r io us 

co untrie s in Europe concernin g the i r r e s pe ct i ve voyages in 

th e Pac if ic Ocean and to the groups of islands wit h whic h 

th e inve s tigator was concern ed. 

Collection of Data fro m Hu ma n Sourc es 
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Af t er the prospectus was f i led, t he inv est i gato r pr e 

par ed a se ries of questions for the coll ecti on of data fr om 

se l ect ed individuals who are gener a ll y reco gnized as a ut hor

it i e s with respect to the specific da nce c ul t u r es wh i ch 

th ey r e pres e nt. These authorities includ ed Va t au Be c k , 

Sa moan c horeographer; Si ma Manu maneuna, Sa moa n danc er ; ~oa ni 

Ke a la Wood , Ha waiian choreogr ~pher; a nd Virgini a Log an , 

Ha waii a n guide. During the per iod of Aug ust 1 to Se pt embe r 

21 , 1968, the investigator conducted i nterv i ews wi th th ese 

sel ect ed human sources of data con ce rni ng t he p l ace of da nc e 

in th e cultures of Sa moa and Haw aii. Thes e aut ho r i t ies we re 

reluct a nt to have their intervie ws recor ded up on t ape , so 

the investigator was forced to rel y upon t he no t es which she 

made during the series of personal inte r vie ws whi c h she 

conducted. The investigator selected he r human sourc es of 

data from the staff of the Polynesian Cultural Cente r s i tu 

ated in Laie, Hawaii. 

In preparation for the conduct of he r intervie ws t he 

investigator constructed f1e x ible forms or oral questionna ires 

to be used in obtaining the data whi ch s he so ug ht fro m her 

respective human sources. Copies of the intervie w fo rm s may 
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be f ound in Appendix B, page 133 of this study. The in

ves t iga to r's attempt to conduct interviews in the late su mm er 

was ham pe red by the fact that several members of the aca

de mic co mm unity included in her original list of human 

sou rc e s of data were on vacation away fro m Hawaii, and, 

th erefor e, were unavailable for personal interviews. A li st 

of the a uthorities interviewed and the dates of the inter

vie ws may be found in Appendix C on page 13 6 of this st ud y. 

The investigator was fortunate, however, in being ab l e 

to inte rview selected authorities at th e Polynesian Cultura l 

Cen ter. This adjunct of the Church Coll ege of Hawaii of The 

Chu r c h of Jesus Christ of Latter Day Saints is a micro cosm 

of Poly nesian cultures. Replicas of vill ages r e pres entative 

of all of the Polynesian peoples have been built and a re 

staf fed by students enrolled in the Church Colle ge of Hawa ii 

and by staff members who are native to the particular cul

tures re-created in each village. In addition, the Pol y 

nesian Cultural Center presents a pu c lic program of Pol y 

nesian dance and music each evening in the especiall y con

structed Polynesian Cultural Center Amphitheater. This 

elaboarate spectacle includes from five to ten dances fro m 

each of the cultures of Hawaii, Tonga, Samoa, Fiji, Tahiti, 

d M . 1 an i aor1. 

111 Invitation to Paradise," progra m of the Dance Concert, 
Polynesian Cultural Center, Laie, Oahu, Hawaii, 1968. 
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The investigator was fortunate in securing the assist

anc e of Mr. Earl Cropper, Stage Manager of the Polynesian 

Cu l tural Center Amphitheater, who introduced her to the 

ch oreog r aphers of the ethnological dances representativ e of 

th e spe c ific cultures which were the subject of this study. 

Th e se ch oreographers, Vatau Beck of Samoa and Moani Kea l a 

Wo od of Hawaii, were most cooperative in sharing infor ma tion 

pe r tain ing to their respective dance cultures with the in

ve s tig a tor in interviews conducted during Aug ust and Sep te m

be r of 1968. 

Organization of the Data 

Information acquired from the various docu ment ary a nd 

hu man sources of data were studied thorou ghl y a nd or ga ni zed 

carefully into the various topics which the investigator 

believed to be important in understanding the cultu r es pe rti

nent to her thesis. The selected ethnological danc es were 

described with respect to the number of dancers, the structur e 

of the dance, the formations or designs, the acco mpani me nt, 

the basic movement motifs, the costumes, and the occasi ons 

at which the dances might be performed. 

Procedures Followed in the Preparation of the 

Final Report of the Study as a Whole 

The data collected from both documentary and hu man 

sources were organized and presented in the following five 

chapters: Chapter I, Orientation to the Study; Chapter II, 
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Pr oc edur es Followed in the Development of the Study; Ch apter 

II I , Mus ic and Dance in Samoa and in Hawaii; Chapter IV, 

De s c rip t ion of the Six Selected Ethnological Dances; and 

Ch a pter V, Summary and Recommendations for Further St udies. 

Up on completion of the presentation, analysis, and 

in t er pre tation of the data collected, the inv estigat or ad

her ed t o the following procedures in writing the report of 

the stu dy as a whole: deve1opment of each chapter, revision 

of each chapter, and preparation of a cla ssified bibliogr aphy 

and app endixe s. 

Al l documentary sources of data quoted in the study are 

lis te d in the Classified Bibliography. The Appendixes in

clu de Appe ndix A, a Glossary of Polynesian ter ms used in the 

study; Appendix B, copies of the oral questionnair es or 

inte rvi ew forms; and Appendix C, a list of the authorities 

interviewed and the dates of the interviews conducted by 

the investigator. 

Summary 

In the foregoing chapter the procedures followed in t he 

development of this study were presented. They included: 

(1) preliminary procedures, (2) collection of data from docu

mentary sources, (3} collection cf data from human sources, 

(4) procedures utilized in the organization of the data, and 

(5) preparation of the written report of the study. 

Preliminary procedures consisted of securing permis sion 

to undertake the study, reviewing the techniques of 
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hi stori c al research and writing, and finding possi bl e do c u

men t ary sources of data through ex tensive library r e se a r ch . 

A Tenta t ive Outline of the study wa s pr e par ed and pr ese nt ed 

at a Gr aduate Seminar in the College of Hea lth, Ph ys i ca l 

Edu cat i on, and Recreation at the Texas Woman's Unive r sity. 

Thi s Te ntative Outline was revised in ke e pi ng wi t h s ugges 

tio ns made by participants in the semin a r and w~s fil ed a s 

a Prosp ectus in the office of the Dean of the Grad uat e Schoo l 

at t he Te xas Woman's University. 

The collection of documentary data includ ed perusal of 

mat er i a l s pertine~t to Polynesi a in the libr ari es of De nton , 

Tex a s, and of Honolulu, Hawaii. The coll ection of da ta fro m 

hum an s ources of infor mation was acco mplis hed t hro ugh per 

sona l interviews with selected irdividu a l s residin g on the 

island of Oahu in the state of Haw a ii du r i ng Augus t an d 

September of 1968. 

The data collected from both docu mentary and hu ma n 

sources of data were carefully analyzed and assi mila t ed . 

The written report ·was prepared and sub mitted to t he membe rs 

of the thesis committee for suggestions. The final rep or t 

was organized and presented in the follo wing for m: Chapter 

I, Orientation to the Study; Chapter II, Procedures Followed 

in the Development of the Study; Chapter III, Music and 

Dance in Samoa and Hawaii; Chapter IV, Description of Six 

Selected Ethnological Dances; and Chapter V, Summary and 

Recommendations for Further Studies. 
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App e ndixes were prepared co ns i s tin g of Appendix A, a 

gl oss ary of Polynesian terms use d in the stu dy; Appendi x B, 

int er vie w forms used in intervi ew ing hu ma n so urc es of dat a; 

an d App e nd i x C, a list of the authoriti es intervi ewed a nd 

th e da t es of those interviews. 

Cha pter III of this study, entitled "Music and Dance 

in Sam oa and Hawaii",pr~sents a survey of the place of these 

two art s in the two cultures studied by th e inve stigator . 



CHAPTER III 

MUSIC AND DANCE IN SAMOA AND IN HA WAII 

Since both Sam oa and Hawaii are Polynesian culture s , 

t hei r music and dance share many similar charact e ristic s . 

Th e tr adit ional Pol y nesian mus ic is primaril y vo ca l . 1 It 

ma y be structured in strict dupl e meter or it ma y be for med 

in unm etr ical phrases when th e rhythmic patte rn s are governed 

by the words of the chants acco mpanying the danc es . Burro ws 

ana lyze s the rhyth m of Polynesian music in the follo wi ng 

man ner : 

In solemn chants t he lin es or vers es ar e or 
dinarily irr eg ular, so the rhyth m of the music is 
correspondingl y un metrical. However , th e wo r ds 
of another typ e of songs, usuall y of a l i gh ter 
nature, are grouped in couplets, generall y with 
lines of equal length. One reason for the 
balanced character of these son gs is that in many 
cases the cou plets were sung res ponsiv e l y . An
other may be the balanc ed gestures of the dances 
which many of- the m were used to acco mpany.2 

Such elements of music as te mpo, tonality, pitch, and 

part-singing have distinctive characteristics. The te mpo of 

the music may change radically; a slow beginning so11e ti mes 

1Edwin Burro~vs, "Polynesi a n Mu sic and Dancing," 
Journal of the Polynesian Society, 49, No . 195, 335. 

2Ibid. 
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ac cele ra tes to a rapid finish, or s l ow se c tions ma y a lt er 

na t e wit h fast sections. These changes are found most co m

mo n l y whe n the au d i b 1 e mus i c 1 i n e i s ac ce nt 1J ate d v i s u a 1 l y by 

th e da nce. 1 

Wi th resp ect to the tonality of Polynesian musi c, 

gr eat em phasis is placed upon one unva r i ed pitch and some 

Hawai ia n songs are sung co mpletel y in monotone. The rang e 

of pit ch is generally less than th e int e rval of a fifth , and 

mo st pr ogressions are in seconds and thirds; fourth s are 

sometim es us e d but wider interv a l s usu al l y denote a Euro pean 

i nfluen ce. 2 An interval sma ller than the European s em itone 

al so ap pears in Polynesi a n mus ic. 3 Part-sin gin g con sists 

ba sica lly of t wo melodic lines. Th e bordun -- one pa rt ma in

tai ni ng a monotone while the oth er part ri ses and falls above 

and below it--is used as well as a f or m of voc a l cou nte r

point based upon a the me with vari atio ns sung si mult aneousl y 

rather than in succession. 4 

Because of the wide variety of culture s included in 

Polynesia and the varying degrees to which a traditional 

culture is still flourishing, an exact designation of the 

occasions at which music is or was included beco mes i mpos

sible. From the beginning, music wa s an integral par t of 

l Ibid. 

2Ibid., p. 336. 

3 Ibid. 

4 Ibid. 
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al l asp ec ts of Polynesian l i fe. Religion was expressed in 

ce re mo nia l songs, and sacred lore was trans mitt ed in chants 

t hr ou gh which the story of the creation of the wor ld was 

to l d. 1 In the closely related area of magi c, incantations 

we r e c han ted. 2 Not only the funeral songs for ma ll y co mposed 

f o r d ist inguished persons, but also the unrestrained wailing 

fo r th e dead were musical with respect to both intonation 

a nd rhy thm. The risks involved in sea journeys by canoe may 

hav e bee n one explanation for the fact th at the far ewe ll 

so ngs of Polynesian cultures were very similar to t he ir 

fu ner al songs. 3 War songs included inv ocations to the god s 

fo r s u cc e s s i n t he i r f o rt h c om i n g e n c o u n t e r , boa s t f u 1 c ii a 1 -

le nges , narratives of heroic acco mp lis hments, and son gs of 

victory. 4 

With respect to almost all of the Pol ynesian tra di 

tional dances, the songs which acco mpanied them were as i m

portant as the dances themselves. Songs were used, also, to 

accompany games of various kinds--from the making of string 

figures to dart-throwing contests. 5 Narratives were told 

usually in songs; on the other hand, in spoken tales, the 

dialogues between characters were sung also. Songs ridiculing 

1 Ibid., p. 338. 

2 Ibid., p. 339. 

3 Ibid. 

4 Ibid. 

5 Ibid. 
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a wro ng doer were utilized both as a warning to others and as 

a means of punishment of the culprit. Songs in prais e of 

t he chi ef encouraged political lo ya lty and songs in praise 

of geograph ic locales still serve to encourage a love of 

t he hom e land. 1 

Tr aditional work songs include chanteys to acco mpany 

hea vy task s, such as drawing cano es to sh ore, and paddlin g 

s ongs to keep the rhythm of the rowers of the boats wor kin g 

in unis on. The important and somet i mes dangerous occu pat i on 

of f i s hing inspired songs of incantation, padd lin g son gs , 

so ng s pertaining to weather and fishing lor e, and narrat i ve 

s on gs about fishing expedition s . 2 

Songs about love bet ween the sexes abounded in o l d 

Po ly nesia but music used in courtship was usu ally instru

mental rather than vocal. Burrows explains this departur e 

from the customary vocal music in the following manner: 

When Polynesian culture wa s f lo urishin g , 
songs were used to accompany mos t so cial activi 
ties, and to express any emotion in which members 
of a chorus could take part. But solo-sin gin g 
for expression of inti mate individual emotions 
was not characteristic of the culture. ~usic was 
distinctly a social rather than individual means 
of expression.3 

From the foregoing discussion, it is obvious t hat Polynes ian 

music reflects the traits of most music of non-literate 

1Ibid., p. 33 9. 

2Ibid., p . 340 . 

3 
Ibid . , p. 3 41 . 



pe opl e s i n that it is woven into the very fabric of th ei r 

da il y 'liv ing. 

Samoan Music 

Mu s ical instruments of Sa moa continu e t o be c onfined 
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p r i m a r i 1 y t o p e r c u s ::; ·i o n i n s t r u r;1 E n t. s f o r t h e p u r ~• o s e o f b e a t -
l 

in g t ime fo r the singing a~d da nc i ng .' Se ve r al uni que i n-

s t r u 111 en t s 'i'I h i ch VJ ere de v i s e d i n o 1 d Sa mo a are s t i l 1 u s e d . 

Or d ina ry f loor ma ts made of wo·ve n s trip s of panda nus are 

ro l led into a hollo w cylinder and ti ed; th ey are beat e n with 

tw o woo den sticks of li ght weight or wi th bamboo rods of 

va r io us sizes measurin g up to four feet in len gth in ord e r 

to eff ect d~ ffE:r<2nt resonances. The ofe, or " bamb oo ol" gun," 

is s till played in the typic a l Po lyn esi a n wa y of beating the 

closed ends of bamboo rods upon the grou nd or of srl itt i ng 

the upper section of the bamboo in several plac es to add t he 

sound of a rattle to the thump of the ba mboo. Sma ll wood e n 

gongs were used more often in old Sa moa than durin g the con

temporary period . At the present ti me , empty biscuit or 

benzine tins are beaten to yie ld the sounds des i re d . 2 

The drums made by hollowing out sections of a branch 

or from the trunk of a tree are still classified i n ter s of 

1Peter H. Buck, Samoan Ma terial Culture ( Ho no lulu: 
Bishop Museum, 1930), Bulletin 75, p. 573. 

2Ibid., p. 575. 
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t he i r s i z e a n d f u n ct i o n . T h e Q_a t e_, t h e s ma 1 1 e s t o f t h e s e 

dru ms, wa s introduced from Tahiti and is us ed to denote 

sc hool hours at both the government and the mis si o n schoo l s 
1 i n l ·j e u of the 11 sch o o 1 be 1 1 " • The ~ i s us ed a 1 so a t 

dan c es; for this purpose, it is p1ayed with two sticks. The 

la l i, or the med iu m sized drum, v1as introduc ed fro m Ton ga 

and is often paired with another dr um of the s ame typ e . Eac h 

lal i i s played with two sticks in order to blend the so un ds 

thu s produ ced. The 1a1i is used to call vill age mee tin gs 

an d to annou nce the arrival of distin guish ed visit ors in a 

. 1 1 2 v1 1 age . 

T h e l_Q_.':1_9....2_ , o r t h e l a r g e s t d r u m , e v o 1 v e d f r o m t h e ~J_ . 

It is played by striking inside of the opening wit h a heavy 

bea te r. The lonqo, called "t he vo ice of -o .:!", is used t o 

sum mo n church members to their scheduled . 3 ser vices. Th e 

nafa, the indigenous Samoan 11 slit drum", is play ed wi th t wo 

sticks which are sometimes used for drum beaters and are 

sometimes struck together. The memb r a ne type of dru m was 

introduced to Samoa but it failed to beco me popular. 4 

Several types of the traditional shell tru mpets are 

still used for various functions. The triton shell tru mpet 

11bid., p. 580. 

2Ibid. 

3 Ibid. 

4 Ibid., p. 579. 
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ann ounce s a good fishing catch and notifies the inhabitant s 

of a vil lage of the arrival of a mala~, or ceremonial 

vis it, by canoe. A trumpet more common than the trit on 

sh e1 1 t ype is one made of the cassis shell; it is used for 

th e sam e purposes as the triton shell tru mpet and it is t he 

in st rum en t used for the official announce me nts of the vil

la ge ma gistrate. The town crier first sounds the tru mp et 

and the n makes his announcements. 1 

Other instru me nts are p l ayed by spec ial cat ego ri es of 

ind ivid uals within Samoa n soci e ty. Fo r example , high c hi e fs 

us e a sound ing board which is be a ten by t~vo s ma ll st ic :· s . 

Yo un g lovers play love songs on the ba mboo f lu~e and childr e n 
') 

pl ay jew 1 s-harps made fro m the midrib of a coconut leaf.~ 

Music in Samoa serves a social function and is pri -

marily choral in nature. Grattan describes it t hus : 

[it is in] ... true group singin g with its ou t 
standingly effective harmonizin g , especiall y 
of male voices,that Samoan music achieves per 
haps its finest expression.3 

Two kinds of songs are native to American Samoa. One style 

is characterized by a crystallized melod y which is unchanged 

and passed down from generation to generation; the most co m

mon examples of this type are the traditional war so ngs al

though new songs of this type are composed fro m ti e to ti me. 

1 Ibid. 

2Ibid., p. 580. 
3 
Grattan, Samoan Culture, p. 115. 



Th e sec on d style of song is that of a long narr a tive or 

sp eech su ng to an improvised melody; the most co mm on ex

am ples of this type of improvisation are the songs rel a t ed 

50 

to wor k in progress or those which children ma ke up at pl ay . 1 

Samoan Dance 

Be c a u s e mu s i c a n d d a n c e a r e s o i n t i 1:1 a t e 1 y r e 1 a t e d, t h e 

• I f h I f . 2 oc cas ions for aance are o tent e s ame as tnose or ra us1c. 

A n i 111 p o r t a n t o c c a s i o n f o r rn u s i c i n a n c i 2 n t S a :11 o a 1•1 a s t Ii e 

tr adit ional Samoan malaga, or cere moni a l j our ney , luri ng 

wh ich the taupou, or official hostes s and he r a t te nd ant s , 

vi site d the inhabitants of another vill age. 3 For ma l occa 

si ons f or da nce and music whic h ha ve su r vi ved inclu de Lhe 

in sta nces in which the chief wishes to ho nor h i s guests by 

hav ing his taupou dance for the m; th e brid e da nce s a t her 

we dding; the manaia, or heir of the c h i ef, dan c e s t o woo h i s 

bride; anu boys dance after they ha ve been t a ttoo ed. 4 Any 

dance occasion involving the t a upou i n he r of fic ia l ro1 e , 

includes the taualuga, or ending dance, a s t he fin al e. This 

oldest, most authentic Samoan dance uses onl y the s oun d of 

1 Frances Dens more, "The Native 1usic of Am erica n 
Samoa, 11 American Anthropologist, XXX I V, No. 3 , 4 1 5 - 4 17. 

2p , . . f h ersona1 op1n1on o t e investigator. 

3Mead, Coming of Age, p. 110. 

4 Ibid., p. 121. 
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. t l th e rol led pandanus mat as its means of acco mpan1men . 

Da nce pa r ticipation in the taualuga is restricted to the 

c h i e f , t o t h e ~~ , a n d i n s o m e p a r t s o f S a mo a a t t h i s 

ti me, t o the heads of different churches--such as the mi s 

si onari es .2 Samoan life also includes ma ny social acti vit ie s 

wh i ch c ontain prescribed sequ e nces of mov ement which a r e 

cl osel y related to dance. For example, rituals such as the 

Ka va Cer emony, in which hosts and guests drink kava , or an 

in t ox ica ting beverage, approach dan ce move me nt beca use of the 

ri gi d ly prescribed actions inherent in the etiquette for 

ma k i ng , serving, and acceptin g the ka va d~in k . 3 

The small, info rma l da nces wh ich occur in villa ge 

h om e s f o 1· r e c r e a t i o n a l p u r p o s e s p r o v i d e t h e l e a r n i n g r l a c e 

i n 1-1 h i c h t h e c h i 1 d r e n d e v e l o p t h e i r o ~v n d a n c i n g s t y l e s . I t 

is only in dancing that the child is the focus cf attention 

and is encouraged, therefore, to achiev e a distincti ve sty l e . 

In all other phases of Samoan life, regardle s s of the age of 

the individual, precosity and co mp etition are not acc eptab l e 

socia11y. 4 Another social benefit of these informa l dance s 

1vatau Beck, Interview held at the Polynesian Cult ural 
Center, Laie, Oahu, August, 1968. 

2sima Manumaneuna, Intervie w held at the Polynesian 
Cultural Center, Laie, Oahu, August, 1968. 

3American Sa moa: Samoan Culture and 
Its Customs and Traditions (San FranciscQ: 
ing Company, 1962) pp. 4-5. 

4 
Mead, Coming of Age, p. 116. 

Custo ms, Sa moa: 
Fearon Publis h-
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is t hat th e child becomes habituated early in life to being 

se e n pub li cly as his relatives encourage his dance activiti es 

fr om his t oddling days. 1 Even the informal dances are 

usu ally att ended by a few visitors from outside the villages 

in wh ic h they are held. Participation as dancers or as 

acc ompa nists for the dances alternates between the hosts a nd 

th e vis itors; if there are too few visitors for this custom 

to be pra cticed satisfactorily, so me of the ho sts assist 

th e vi sit ors in their alternating rol e s as dan cers or as 

acc ompa nists for the dance. 

Sa moan Dan ce Styles 

The three styles of Samoan dance are very different 

fro m one another and afford op portunities for ma ny variations 

wit hi n each style. The taupou style is dignifi ed and aloof ; 

the traditional taua~ dance, 1<1hich closes every danc e 

occasion at which the taupou dances in her official capacity, 

is the classic dance of this style. The manaia also dances 

in this manner when he dances in his official role. The 

majority of the little girls of Sa moa pattern their own style 

of dancing upon the manner in which the taualu ga is perfor med. 2 

The dance style of the boys is entirely antithet ical 

to that of the taupou. It is both boisterous and at hletic 

and, consequently, offers much greater freedo m of move ment 

1Ibid., p. 114. 

2Ibid. 
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tha n th e taupou style. It depends for much of its app ea l 

upo n t he feats of difficult rhyth mic coordin a tion ac h i e ved 

by th e da ncers in slapping their legs, their ar ms, and 
l 

th e i r to r sos to form intricate, audible rhjth mic patt e rn s. 

The third style is illustrated by the dance of the 

je s ters a nd provides comic relief to the statelines s of th e 

ta upou s tyle. This comic style is characteri ze d by ex ag 

ger a ted burlesque of the prescribed figur e s danced by th e 

ta upou, by leaping about.and pounding upon the fl oor. In 

the ta ua luga, one jester dance s on e ach side of t he t aupo u 

an d hc nors her by mimicking her dance move me nts de ri siv e l y . 

Th i s da nce, \v h en perfor med with the t a upou , i s t he privil ege 

onl y of elderly individuals and tal king chi e f s , or orators . 

The higher the rank of the taupou, the hig he r t he ran k of 

thos e who are permitted to mimic hei move me nts. Chi efs , on 

the rare occasions when they dance, and the older women of 

high rank choose to perform either in the statel y , di gni f ied 

style of the taupou or in that of the jester. 2 

Style and individuality in dance are so hi ghl y va l ued 

in Samoa that even the styles resulting fro m physical or 

mental handicaps are not only accepted but are also estee med 

highly because of the individuality they represent. The 

emphasis piaced upon individuality in this aspect of Sa moan 

culture is so marked that a dancer hesitates to introduce a 

1 Ibid. 

2Ibid., p.121. 
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fl agran t copy of another dancer's style mor e t han onc e dur

in g a n eve ning; if similarity in t he styl e s of tw o dancers 

ap pear s , the coincidence occurs in spite of the effo r ts of 

bo t h t o be unique. 1 As opposed to individu a l i s ti c sty l es , 

so me da nces are choreographed to be present ed in un ison , 

2 ma s s movem ent for the entertainment of gue s t s . 

I n a culture which considers dan c e a s a n int eg r al 

pa r t of daily living, there are many s peci a l occas i ons for 

da nc e r anging fro m the social ceremoni e s an d in f ormal recr e 

a ti ona l dances discussed above to th e fo r ma l, wel l reh ea rs ed 

da nce s performed by specific individuals on part ic ul a r oc

ca si on s . Flag Day, April 19, is an i mpo rta nt day of ce l e 

br a tio n during which tea ms of danc er s f r om the va r ious 

vi lla ges meet and perform. A fairly recent deve l op ment is 

th e Samoan aisiga, or a short progra m of s on gs , dan ces, and 

dra ma, which is produced and perfor med by membe r s of a 

village to raise money for public work s. The se pr ogra ms 

are especially popular during the Chr is t a s and New Year 

holidays. 3 

Costumes 

One usual costu me worn by th e mode rn Sa moan wo man is 

the puletasi, or wraparound s kir t , wi th a n over - blouse of 

1Ibid., p. 116. 

2sima Manumaneuna, Interview, Polyn esia n Cu lt ural 
Center, Laie, Oahu, Hawaii, Septe mb er, 1968 . 

3 Grattan, Samoan Culture, p. 123. 
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thi gh le ng th. 1 Another costu me used for dance is a wrapped 

ski r t , s om e times made of siapo, or barkcloth, worn wi th a 

lea f or f lower bodice, and flow e r or l eaf ankle ts and/or 

bra celets. Flowers worn in the hair, and necklaces of i mi

tat i on whales' teeth as well as facial make-up of blac k and 

blu e pa i nt serve further decorative purposes. A fine mat 

is s ome tim es worn as a skirt, especially when the wear er is 

a t a upo u. For formal occasions, all of the dancers ar e 

cos t ume d alike to heighten the impact resultin g fro m syn 

chr oni ze d mass movement. 2 

The costume for the ma le dancers includ es l aval avas , 

or wrap around skirts of similar patte rns, and necklac es a nd 

ank lets co mparable to those worn by the wome n. Me n danc e 

nud e abo ve the wa ist and so meti me s whiten their hair with 

li me; their faces are often blackened or moustached. 3 Al

though tattooing is practiced less today than for me rl y, i t 

covers some men completely fro m the wai st to the knee; the 

hands may also be tattooed, but never the fac e . Women are 

sometimes tattooed on the legs although with sparser lines 

than those common to the men; frequently, women are tattooed 

on their wrists and hands. 4 

1sima Manumaneuna, Interview, August, 1968 . 
2 
Grattan, Samoan Culture, p. 118. 

3 Ibid. 

4suck, Samoan Material Culture, pp. 635, 136. 
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Bu ck states that a greater variety of clothing is wo rn 

on c erem on ial occasions than on everyday occasions, and that 

th e cl ot hes are in accordance with the rank and t he statu s 

of the wearer. 1 The elaborate hair hel me t; whi c h is worn 

mo s t of t en by the taupou, may be worn also by the high chie f 

an d by t he leader of the aumaga, or the young me n's associa

ti on of the village. 2 

Hawaiian Music 

Polynesian musical instru me nts which were used in 

an ci en t Hawaiian music and which still obtain in modern 

Ha wa i i are the bamboo flutes, shell t r umpe ts, and wooden 

dru in s. The absence of the wooden "slit dru m" such as i s used 

in Sam oa for beating ti me to dances pro bab ly resulted f ro m 

its i ntroduction after the ancestors of t he Hawai i an peopl e 

left the Society Islands. 3 The only stringed instru ment of 

ancient Hawaii was the ukeke which was similar to the jew ' s 

harp; it has been supplanted by t he ukulel e since t hi s popu

lar instrument was introduced in 1879. 4 

Some instruments used to acco mpany the dances of Hawaii 

are played by musicians; other instru ments are pla y ed by t he 

1Ibid., p. 249. 
2 

Samoa: Its Customs and Traditions, p. 31. 
3 

Peter Buck, Arts and Crafts of Hawa i i (Hono l u lu: 
Bishop Museum Press, Special Publication 45 , Sectio n IX, 
p. 162. 

4 Ibid. 
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dan ce rs as th€y move. The percussion instru me nts used by 

mus ic ian s to accompany traditional dances include the ~. 

or wooden drum with sharkskin head, which is made in variou s 

siz es. The tall pahu heiau, or temple dru m, was used in th e 

anci e nt r eligious ceremonies conducted in the temples. The 

Hul a pa.h u, or Hula drum, continues to be used to acco mpany 

var i ous Hu la dances. A drum made fro m a coconut shell 

str a ppe d around the knee of the musician is still played in 

con j unc t ion with the Hula drums in reconstruct ed anci e nt 

dan ces . The musician sits upon the ground and pl ays the Hul a 

~ wit h one hand and the puniu, or knee dru m, wit h the 

oth e r . The ipu Hula, or gourd drum, is made of t wo gourds 

joi ned one over the other and is still used by conte mporary 

mus icia ns. In ancient Hawaii, the ohe ke 'e ke, or ba mboo 

pipe s, were struck against the dirt floor or upon a stone 

to accompany chanting. 1 

In addition to the instruments played by the acco mpany

ing musicians, various instruments are played by the dancers 

as they perform--an ancient practice which still persists. 2 

Iliili, or two stone castanets, are held in each hand and 

clicked together during various dances. Uli'uli, or gourd 

rattles, are decorated with colored cocks' feathers. Pu'ili, 

or split bamboo rattles, are held, one in each hand, and may 

1Virginia Logan, Interview, August, 1968, Polynesian 
Cultural Center, Laie, Oahu. 

2Ibid. 
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be e i the r struck together or against the body of the dancer . 

In c ontr a s t to the varying sounds of the pu 1 ili, the kaa l au, 

or s oli d s ticks made of coffeewood, were struc k together in 

anc i e nt da nces. A whirring sound was prod0ced by a hu l i l i, 

or s pin ni ng to p , as the dancer pulle d it fro m one hand whi l e 

hol d i ng it in the other. 1 

As ethnographers and interested dancers conduct re 

se ar c h in to the old ways of dancing and try to reconstru ct 

the anc ie nt dances, they use the instru ments wh ich they 

thi nk wer e used originally by both dancers and musician s . 

The in st ruments used by the dancers, with the exceptio ns of 

the . kaa lau and the hulili, are often incorporat ed in the 

cho reogra phy of modern Hulas which are acco mpanied by 

2 mod ern songs. 

In traditional Hawaiian music, t he co mp os ition of the 

words of the chant was circumscrib ed by ka pus, or pro hibi 

tions, and by traditions. Both the literal mea ning and the 

kaona, or inner meaning, had to be conside red . It was be -

lieved that carelessness in the choice of words might bring 

death to either the composer or to the person hono red by 

the composition of the mele, or Hula chant. For th i s reason, 

several individuals would check the mele for hid den dangers 

l Ibid. 

2Ibid. 
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l 
bef ore it was given to the Hula perfor mers. Chants have 

alway s be lo nged to the person or to the family to wh om they 

wer e ded ic ated; if a chant were to be pr ese rv ed for genera

tio ns, ·j t had to be 

liv i ng mem ber of the 

permitte d to use the 

Tr aditionally, 

pri a te for different 

changed slightly 

family. 
2 Other 

mele but only to 

different sty 1 es 

4 0 l i , purposes. 

and rededicated to a 

individual s mi ght be 
3 honor the own er. 

of chants we re appro

which has no English 

equ i val en t, was used for chants, dirges, a nd pray e r s --n one 

of whi ch were combined with dance. Kepa kepa , or a rhyt hmi c 

rec i ta t ion, and ho'aeae, or a style oft en used in lo ve 

cha nts, were other characteristic style s of ancient chants . 

The mel e Hula, a style of chant used with dancing, had 

gre ater tonal range than the other types of chants. 5 

The second half of the ninetee~t h c entury was graced 

by the musical activities of four royal co mp osers--Liliuo ka 

lani, Likelike, Kalakaua, and Leleiohoku. 6 These four co m

posers followed the ancient Hawaiian custom which mean t t hat 

their songs were not notated and taught from a manuscript 

l E C s . th II H .. I mer so n . m 1 , aw a 1 1 s Roy a l Co mpos er s , 11 Par a -
dise of the Pacific, Holiday Issue, 1956, p. 86 . --

2 Mary K . Pu k u i , "Haw a i i an Poetry and Mu s i c , 11 MS S i n 
Bishop Museum, p. l. 

3 Ibid. 

4 Ibid. 

5 Ibid., p. 2. 

6Emerson Smith, "Hawaii 1 s Royal Co mpo sers, 11 p. 86. 



60 

but were i nstead taught orally to a group of friends sur

rou ndi ng ea ch composer. 1 These 11 clubs 11 learned th e son gs 

dir ec tly fr om the composers and then passed t hem on orally 

to memb er s of their respective groups. 

Fr om the nineteenth century to the pres ent ti me, 

Ha waii a n music reflects several influ en ces other than it s 

own char ac teristic development. The stron gest influenc e was 

tha t of hymns introduced by the mission a ri es; sea c hanteys, 

and Eur ope an orchestral music have also had th ei r i nf l uenc e 

upo n the development of contemp or ar y Hawaiian mus ic. 2 

Str in ged instruments which have been introduced, especi a ll y 

the gu i tar and the ukulele, ha ve beco me popul ar and hav e 

exe rted a significant influence upon the style of co mpo si 

tio n a nd the characteristic sound of modern Haw ai ian music . 

The music and dance of modern ~awaii in t he t wenti e th 

century has developed in two directions. 3 There has aris en 

a new interest in ancient music and dances since Worl d War 

II. Ethnographic scholars have delved into the compl exities 

of the ancient dances of Hawaii and their acco mpani me nt, and 

children participating in the playground progra ms in Honolulu 

1Ibid. 
2 

Dorothy Kahanui, 11 Influences on Ha\vaiian Mu s i c, 11 

The Kamehameha Schools Seventy-fifth Anniv er s ary Lectures, 
Honolulu: Ka meha meha Schools Press, 1965 , pp . 117 -1 37 . 

3 
Observation of the investigator. 
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hav e bee n taught old dances by Mrs. Alice Kalahui . 1 In 

con tr as t t o this interest in the traditional culture of 

mu s i c a nd dance, modern Hawaiian music with its wes t e rn in

flu e nces , continues to be compo s ed and enjoy ed by isla nde r s 

an d vis i tors alike. 2 

Hawaiian Dance 

Th e history of the dance of the Ha waiian I s l a nd s , 

for merly known as the Sandwich Islands, is one of th e most 

int e re s ti ng aspects of the history of danc e . Poll e nz re fe r s 

to t he history of Hawaiian dance, with emphasis upon the 

sur v"iv a l of the Hula, in the followin g ma nn er : 

For while the reli gion, th e tradit ions, the 
government,and the economy of anci e nt Hawa ii has 
disappeared, and while the Ha waiian hi ms el f has 
mingled with other races, [t he ] Hul a , t he dance 
of Hawaii, is still flouri s hing.~e dc1.11ce see ms 
to have outlasted the danc e rs, t he kin gs, and 
priests who supported it, and even the culture 
which engendered it.3 

The Hula dances of ancient Hawaii were an int egra l 

part of the religious life of th e peoples in each co mm unity 

and, on informal occasions, were of equal i mportance in the 

recreational phases of their lives. Regardless of their 

ultimate purposes, all of the dances of Hawaii ste mm ed fro m 

1Loraine E. Kuck, "The Hula and Hawaii's Children, " 
Paradise of the Pacific, LXX, No. 11, 26. 

211 Na Mele Hawai'i No Na Keiki: Hawaiian Songs for 
Children," Hula Records, Inc., Honolulu, Hawaii. 

3 Po11enz, "Changes in Form," p. 226. 
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a ba sic te chnique of employing hand and arm gestures to tell 

the s t ory of the accompanying chants to which the dances 

wer e per f ormed. It is the consensus of current anthropo

log i cal opi nion that, since the Pol ynesiani' ori g inal ho me 

was in Southeast Asia, it is not surprising to find in both 

of t hes e cultural areas the basic si milarity of relyin g upon 

han d and arm gestures not only to enhance the dec or ative 

eff ecti veness of the dances but also to use such gestur es as 

a med iu m of communication with r e spect to t he the matic motifs 

of th e dances performed. These gestures in Hawa ii an Hul ~ 

sym bol iz e such phases of the environment as waterfall s , pa l m 

tre e s, and the surf of the ocean; loco motor mov ement s s uc h 

as t he paddling of a canoe; and abstract conce pts such as 

tho se of various emotional feelings. 1 

All Hawaiian dances may be categorized into either 

sitting dances, in which the dancer sits on his he els in a 
2 kneeling position, or standing dances. The dances per for med 

in a standing position utilize a difficult swaying move ment 

of the hips to sustain the rhythm of each dance . The for ma

tion of the Hawaiian dances was originally in straig ht lines 

with the dancers standing side by side facing t he audience. 

Sometimes one line of dancers would change places wit h anot her 

l Pol1enz, "Changes in Form," p. 226. 

2 Ibid. 
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duri ng t he course of the dance. 1 The effectiveness of th ese 

anci e nt f or mal dances was in the perfect unison with wh i ch 

1ar ge gr ou ps of performers acco mplished the pr escribe d a nd 

tho r ou ghl y established vocabulary of move ments co mpa r ab l e 

to t he s t r ict1y prescribed move ments of the Clas s i ca l Ba ll et. 

The s ync hr onized mass dances were perfor med f or fo r ma l and 

rel i g io us purposes such as honoring th e gods, honor ing the 

a1i i or nobility on their birthdays and fune r al s or, in s up

pli ca t i on for rain and fertility magic . 2 These anci e nt 

for mal dances required many hours of practi ce in or der to 

ach i eve the perfection demanded. Recreational da nc es , on the 

oth e r ha nd, required fe wer dancers and depen de d l ess upo n t he 

per fe c t ion of the synchronized movement of t he grou p as a 

who1 e th an the ancient Hawaii a n dances of a religiou s nat ure . 

Dance in ancient Hawaii was u~der t he patro nage of the 

alii . Although everyone engages in the infor mal dan ces , the 

formal dances were the province of the profe s sio nal dancers 

who were employed by the chief or by the kin g. 3 The pr ofes 

sional dancers might be members of any social class. They 

had the responsibility of performing to entertain vis i t ing 

· guests, to honor the gods, and to contribute to t he king's 

1 M a z e p p a K i n g C o s t a , 11 D a n c e i n t h e S o c i e t y a n d H a \I/ a i i a n 
Islands as Presented by the Earl y 1,.Jriters 17 67-1 8 12 , 11 (ur. 
published Master of Arts thesis, Univers i ty of Hawaii, 1951 , 
p. 138. 

2 
Po1lenz, "Changes in Form," p. 225. 

3Moani Keala Wood, Interview, August, 1968. 
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bir th day celebr ations and to his funeral rites. 1 The anci e nt 

Hawa ii an s drew a clear distinction between the for mal dance s 

whi c h we re part of the religious and/or state cer em onie s and 

the info rm al, recreational dances in which everyon e was per

mit t ed t o participate. 2 Since the religious support of the 

pag a n re lig ion of old Hawaii was severely curtailed if not 

eli mina t ed by the Christian missionaries, there was no pres 

sur e du ri ng the nineteenth century, as there had been in 

anc ie nt times, to perform a dance perfectly in order that it 

mig ht pr ove effective with respect to its r elig io us purpose . 3 

Da ncers of either sex who were hopeful of be co ming 

pro f ess io nals were trained in the Hul a Ha l au , or specia l 

scho ol. At the end of the nineteenth c e ntury, a dancer was 

not perm itted to dance or to chant in conjunct ion with the 

cele bra tion of a formal occasion before ha vin g been gradu 

ated f rom a Hula Halau. 4 This highly structur ed, rigorous 

course of training separated the neophyte in the school fro m 

the rest of society for the duration of his per iod of tr ain 

ing. The student was disciplined by kapu s, or pr ohibitions, 

l 
Pollenz, "Changes in Form," p. 225. 

2 
Burrows, "Polynesian Music and Dancing, p. 342. 

3 
Moani Keala Wood, Interview, August, 1968. 

4 
Mary K. Pukui, "Ancient Hulas of Ka uai as Demonstrated 

by Mrs. Keahi Luahine Sylvester Gomes for the Kauai Hi stori
c a 1 Soc i e t y a t L i h u e , 11 J a nu a r y 3 , l 9 3 6 . 
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dur i ng t he time of his residence in the Hula Halau. 1 If a 

st udent ac cidently broke a~ he had to be cleansed both 

li te rall y , in a sea bath, and ritually, in a special ce re-

. 2 d mo ney, bef ore he could re-enter the Hula Halau. In ad i-

tio n to the religious prohibitions there were the social 

pro hibi ti ons based upon consideration toward other s which 

mus t ha ve been essential in the close society of the pa-hula , 

or Hula graduating class. According to Pukui, "It was~ 

to ' tal k back' to the instructor; kao u to argue and quarrel 

\\lit h eac h other;~ to gossip;~ to criticize th e 
3 

met ho ds of other schools." 

Entry into the Hula Halau wa s forbidden to anyone wh o 

was no t enrolled as a student or who was not already a pro 

fes sion al dancer. 4 Entrance was by mea ns of a pass word-

usua l ly a phrase of a chant. Once inside the Hula Halau, 

every activity was performed in a for mal, pr esc r ibed manner. 

Each article of clothing was donned only wh en t he appro pria t e 

chant was sung or intoned--neither before nor after. 5 

with 
1Joann W. Kealiinohomoku, "A Court Da nce r Disagrees 

Emerson," Ethnomusicology, VIII (May, 1964), 163. 
2 

Emerson, Unwritten Literature, p. 85. 

3Pukui, "Hawaiian Poetry and Music," p. 2. 
4 

Emerson, Unwritten Literature, p. 38. 

5Pukui, "Hawaiian Poetry and Music," p. 2. 
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Da ncers were classified in some Hula Halaus according 
l 

to t he ir r espective functions. The olapa, or agile ones, 

were you nger than the hoopa'a, or steadfast ones. The ol apa 

perf orme d the standing dances, played the instruments which 

wer e l ig ht eY in weight, and sang in some instances. The 

hoo pa 'a, played the heavier instruments, performed the s it

tin g da nc es, and intoned the chanting to accompany the ol apa 
2 danc ers. Kealiinohomoku reports, however, that in the Hul a 

Hala u f r om which her informant had been graduated, a ll of 

the da nc ers were expected to be proficient in both sittin g 

and stan ding dances. 3 Another method of categorizi ng 

Hawa ii a n dances was that of classifying th em in acc ordanc e 

with th e instrument used for their acco mpa ni me nt. For ex

ampl e, a Hula pahu was a formal, dignified - da nc e r e serv ed 

for distinguished guests which was acco mp anied by the Hula 

~ - 4 

The Puritan missionary made no distinction bet ween t he 

solemn, formal Hula performed in conjunction with reli gious 

events, and the recreational Hula which was danced on social 

occasions. 5 All Hulas, therefore, were opposed by the 

5 0 n, II 

1 Emerson, Unwritten Literature, p. 3. 

2Ibid. 

3 Kea1iinohomoku, "A Court Dancer Disagrees with Emer
p • 1 6 2 . 

4Pukui, "Hawaiian Poetry and Music," p. 3. 
5 Judd, Hawaii, p. 59. 
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mis s i ona r i es. Dibble offers the following explanation f or 

thi s c ondem nation of all forms of dance. 

[Dancing] was practiced both night a nd day. 
Bu t the night was the usual t im e for t he am us emen t 
and the time most desired, and for so me ti me after 
th e arrival of missionari es a t th e i sla nds, s ca r ce l y 
a night passed in which the nois e of t hese asse m
bl i es was not heard. The wild notes of t he ir songs , 
in the loud choruses and respons es of the var i ous 
pa r ties, acco mpanied with the dull a nd mono ton ous 
s ou nds of the native dru m a nd cal a bash, an d pulsa
t io ns on the ground with the f eet, wa s t he sad 
musi c ... mission aries were obli ge d to hear . 
Wit h the gathering dar kness of ev e nin g , t housands 
of the natives as s embl ed a t s ome freq uen ted spot, 
a nd continued the dance, 1vith shouts of re ve lry 
a nd licentiousness, even til [sic ] t he break of 
day. And there we re not onl y ye l ls and shout s , 
bu t such exhibitions of lice nti ousn ess an d abo min a 
ti on, as must forever re main untold. l 

Th e missionaries, however, met op positi on among t he ir 

fel lo w Caucasians as well as among the Hawaiian rec alc itrants . 2 

The opi nion of James Jarves, as express ed du r ing t he first 

half of the nineteenth century is cited by Reve re nd Restarick 

in th e early part of the twentieth century as illust rati ve 

of the opposition felt and expressed aga i nst the re s tr ictio ns 

imposed. 

Their white instructor in taking aw ay t he ir 
games, dances, and festivals and wars ha d give n 
them nothing as an outlet for the i r na t ural en er 
gies. A polka or waltz was prescri bed as t he da nce 
of the devil. Theatricals were somet hin g worse. 
Horse racing no better than hell's t ou rnam ents . 
Smoking was a capital sin. Native songs a nd f es ti 
vals all smacked of eternal da mnation. There was 

1sheldon Dibble, History of the Sand wich Islands 
(Lahainaluna, Maui, 1843), pp. 119-1 20. 

2Judd, Hawaii, p. 46. 



no t hing left to the poor native for the indulgence 
of his physical forces. The most rigid princi pl es 
of the most rigid Protestant sects were made the 
s ta ndard of salvation. l 

Th e result was that the missionaries succeeded onl y 
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in "d riv in g the Hula underground"as the dances continu ed to 

be perfo rmed in Honolulu's section of ill repute and in se

clu ded country areas. 2 In spite of their appreciation of 

the mis s ionaries for the services which they rend e red, the 

Hawa iia ns were determined to retain their beloved Hula . 

Kin g Ka lakaua restored the Hula to royal favor i mme diat e l y 

upo n his ascension to the throne. 3 His coronation in 18 74 

inc lude d 262 varieties of the Hula, each of which was per

for med in its appropriate costume; thus, ma ny Hulas whic h 

woul d have been lost to posterity were saved fro m obl iv io n . 4 

Style of Movement 

According to the definition of Sachs, 5 the Hula is "in 

harmony ~vith the body"--that is to say, the move ments are 

always under control and flow smoothly in succession fro m 

1James Jarves, Confessions of an Inquirer, p . 158 , 
quoted in Rt. Rev. Henry Bond Restaric k , Hawaii fro m 177 8 
to 1920 From the Viewpoint of a Bishop: Being the Story of 
En lish and American Church men in Hawaii wit h Historical 
Sidelights Honolulu: Paradise of the Pacific , 1924 , p . 98 . 

2Pollenz, 11 Changes in Form, 11 pp. 228-229. 

3 rbid., p. 229. 

4 Ibid. 

5curt Sachs, World History of the Dance, Translated by 
Bessie Schonberg (New York: ~-J. W. Norton, 1963), pp. 24-34. 
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on e mov em e nt into another. During the reign of Ka la ka ua , 

wo me n be ga n to teach and to perform much of the dancin g in 

co nt r ast to the previous custom of having men only serve as 
1 . 

th e kum u-h uma, or teacher. As a result, the style of move-

men t cha nged from a masculine one of using a continual deep 

kn ee be nd to a more relaxed flowing style. The mal e style 

of ma kin g gestures was such that the ar ms were thrust for 

wa rd or to the side of the body to their final position in 

th e fi r st few words of the line of the acco mpany in g ch ant 

or s ong and were held in that extended position for the r e 

ma i nder of the line; the total effect was angul a r in con 

tou r . 2 When women began to teach the Hula during th e l ast 

qua rter of the nineteenth century, the ge stur es were s of t ened 

so th at the arm reached the final point of the ges tur e at 

the e nd of the line of the accompanying chant or song on l y 

in time to begin the next movement. 3 The fe mi nine style which 

evolved was characterized by carrying the weight high in the 

body so that the steps would be light and soft in quality ; 

the contour of the arms became more rounded than for me rl y 

and were held closer to the body. The depth of the knee bend 

in modern Hulas varies from school to school; many dances, 

however, include a variable depth of knee bend dependin g 

1Moani Keala Wood, Interview, August, 1968. 

2Ibid. 

3 Ibid. 

J 
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up on th e meaning of the words of the acco mpa nying c ha nt or 

so ng . 

Ge s tures in contemporary Hawaiian Hula s constitute 

th e mos t s ignificant aspect of those dance i wh ich hav e be e n 

ch oreo gr ap hed primarily for meaningful communic a tion rat her 

th a n fo r the manipulation of instru ments by the danc ers . 

Th e cu r r ent repertory of gestures includes mov eme nt s based 

up on mod ern activities such as the mowing of l awns a nd t he 

dr iv i ng of cars as well as the traditional gest ur e s desc r ip 

ti ve of various aspects of the natural e nviro nme nt. 1 

I n ancient Hawaii, the Hula was dichoto mize d into the 

fo r ma 1 and re1igious Hulas, which were pe r for med by pa id 

da nc er s and, on the other side of the sp ectr um , the r ecrea 

tio nal Hulas in which everyone was per mitt ed t o partic i pa te . 

Th e Hu la has evolved to being primaiily an enterta inin g and 

rec r eational form of dance. All hotels, excep t th e very 

small ones, employ Hula dancers to entertain thei r patrons . 

Visitors are welcomed to the islands by troups of Hul a 

dancers. The opening of the Legislature is acco mpanied by 

selected Hula dances. For mal concerts are presented by the 

Hula schools; playground recreational pro gra ms off er Hula 

instruction; and islanders dance Hulas at pr ivate par ti es . 

The few religious Hulas which have survived to day are per

formed only by restricted groups from which outsi ders ar e 

excluded. 

1 
Pollenz, "Changes ,· n th F 11 231 e orm, p. . 
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Cos t umes 

In a ncient days, men and women dressed alike for danc

ing the Hula. The~. a skirt of several layers of ~. 

or ba rkcl oth, a yard wide and four yards long, was gath e red 

arou nd th e waist and extended to just below the kne e s. A 

kik e pa, or shawl, was knotted on one shoulder and dr aped 

und e r th e opposite arm. 1 Anklets ma de of dog's teeth or of 

s h e 1 1 s w e r e ~v o r n a s \v e 1 1 a s 1 e i s , o r n e c k 1 a c e s m a d e o f 

s p e c ·i f i c f 1 o \v e r s , s u c h a s t h e m a i 1 e 1 e a f 1 e i , w h i c h Iv a s , a n d 

stil l i s , worn at formal occasions. 2 Flowers were an d a re 

worn in the hair of the women. The influence of the mission 

arie s c hanged the dance costumes of the Hawaiians. The 

muu muu, a loose, full gown, was worn under a s ki rt wov en of 

fres h ti leaves or a skirt of dried and shredded hau f i be r 

for dan ce occasions. 3 The muumuu, i~troduced by th e mission

aries , resembled the so-called "Mother Hubbard" styl e of 

dress worn by the mission women. 

Victorian corseted dresses were adopted to beco me the 

tight-fitting holokuu, or long dress, with its train. 4 This 

dress which emphasizes the long lines of the body has beco me 

1Pukui, "Hawaiian Poetry and Music," p. 2. 

2Ibid. 

3Po11enz, "Changes in the Form," p. 230. 

4Moani Keala Wood, Interview, August, 1968. 
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one of th e most popular costumes for formal Hula presenta

tio ns . 1 Comic Hulas are often performed in the an kle-len gt h , 

ful l muum uu which has been tied up at the hips in a styl e 

na med af ter the dancer, Hilo Hattie. 2 Ti 1·eaf skirts wit h a 

blo us ed , strapless top are worn often as a semi-traditi ona l 

cos t um e . Regardless of the costume, the feet of the da nc e r s 

ar e always bare. The men's costume is co mprised of t he ma l o , 

a wr apa r ound garment similar to swimming shorts, flo we r l e i 

or t oo th necklace, and, possibly, flower anklets. At t he 
3 

pre sen t time, however, men rarely dance the Hula. 

The Hula has undergone changes since its orig i n. I n 

genera l, it may be said that the religious function of the 

Hul a has gradually disappeared since the advent of Chri sti 

anity ; that women have become the pri me exponen t s of the 

con tem porary Hula; and that the entire culture whic h ori gi 

nated the Hula has been absorbed . through the influenc es of 

Western mores. 

Summary 

The investigator presented in Chapter III a discu s s i on 

of Polynesian music and dance with an emphasis upon t he 

similarities and differences between Samoan and Hawaiian 

music and dance. The traditional music of both of these 

10pinion of the investigator. 
2 Pollenz, 11 Changes in the Form, 11 p. 230. 

3observation of the author. 
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Po l y nesi a n cultures reflects the coalition of el eme nts in 

he r ent i n the cultural area of Polyn esia. The tradition al 

mu s ic of Polynesian cultures was pri marily voc a l; par t 

si ngin g was common, usually in either t he for m of a bord un 

wi t h one part maintaining a monotone while th e other par t 

ri s es a nd falls above and belo w it, or of counterpoint com

pr i s ed of a theme and variations perfor me d si multan eo us l y 

in s tea d of in succession. The ran ge of pitch in th e a ncie nt 

mu s i c i s narrow, generally comprised of interval s of a 

se cond or of a third. The tempo may vary fro m ve r y s l ow t o 

ve r y f ast within a single composition ; th i s i s e spe c ial l y 

not i c ea ble in the Polynesian music which is non- met r i ca l 

acc or d ing to Western standards, and affords, t here f or e , 

rh yt hmic improvisation on the part of the performer. 

Polynesian music was an integral pa r t of reli g io us 

cer em onies, magic rituals, and fun eral rites; ot her music 

was concerned with the narration of heroic and haz a r dous 

achievements, with the punishment of wrongdo e rs, wit h pl ay, 

with patriotism, and with romantic love. Thus the musi c 

of the Polynesians was woven closely into the pattern of 

their daily living. 

Samoan music possibly achieves its best expressi on i n 

its choral singing. Vocal music of t wo types is c ha r act e r 

istic of Samoa: l) a crystallized melody whic h is pass ed 

down from generation to generation as i n war songs, and 



2) m~lo d ies improvised on the spur of the mome nt, suc h as 

so ngs 11 made up 11 by children at p1ay. 
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The Samoan culture has produced several unique musical 

in s t ru me nts such as the rolled pandanus mat and the " bamb oo 

or gan 11 • Wooden gongs have been supp 1 anted i n a 1 most a l 1 

ar ea s of Samoa by empty tins which are used as percus s ion 

in s t r ume nts. Other common instruments which are still use d 

i n Sa mo a are II s 1 i t drums 11 of var i o us s i z es , sever a l ty pes of 

tr ad i t ional shell trumpets, and particular instru me nts wh ic h 

ar e c onsidered appropriate for specific categori es of in

div idu als in Samoan society to play, such as the ba mb oo f lu te 

whi ch is often used for lovers' serenades. 

Dance in Samoa is likely to be performed on both for mal 

and i nformal occasions, both of which include music, a l s o. 

For mal occasions are those on which the bride danc e s a t he r 

wedding; the taupou dances for the honored guests; t he manaia 

dances to woo his bride; and the boys dance after the y ha ve 

been tattooed. Informal occasions for dance occur in t he 

small gatherings held in the villages which usually inclu de 

a few visitors from outside the host village. These dances 

are monopolized often by the children as their relatives 

encourage them to dance in their own style. Other occasions 

for dance are those on which various groups fro m different 

villages meet to demonstrate their dances, such as the cele

bration of April 19, Flag Day, and the aisiga, or benefit 

production, which is presented as a means of raising money 



75 

fo r pub li c wor ks. Samoan life also inclu des man y fo r ma l 

ce r emo ni e s such as the Kava Cere mo ny in wh ic h the pres c ribed 

se q u e ,1 c e of movements i s very c 1 o s e l y re l a t e d t o danc e . 

Al th ough Sa moan dance is often i mprovisati ona l i n 

na t ure , t here are three widely divergent styl es wit hi n which 

th e da nc e r develops his own variation s . The styl e of the 

ta upou i s serene and dignified; it is contras ted by t he 

sty l e of the jester which is characteri zed by a n exaggerated 

bu r l e s que of the taupou, by leaping about, a nd po und i ng upon 

th e fl oor. The style of the boys is at hletic i n nat ure and 

it dep ends for much of its appeal upon t he f eat s of diffi 

cul t rh ythmic coordination achieved by t he da nce r s sl ap 

pin g their bare limbs. Regardless of which styl e i s us ed, 

the dancer is under a strong social pr e s s ur e to ach i e ve a 

hig hl y individualistic manner of per~or manc e . 

The costuming of the dancers in Sa moa, on t hose occa 

sions which call for dances in unison to be pr es e nte d , is 

likely to be identical for all of the participan t s in order 

to heighten the effect of the mass move ments. The wo men ' s 

costume is generally the puletasi today. A more ancient 

women's costume is a wraparound skirt worn wit h a leaf or 

flower bodice and further enhanced by flowers in the ha i r, 

and flower necklaces. The men's costume includes t he la va 

lava and floral embellishments simila-r to those \vorn by t he 

women. Both sexes are sometimes tattooed and / or pain t ed 

with black and blue facial make-up. When the taupou da nc es 
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in her of f icial capacity, . she also wea rs an el ab orat e hair 

hel met wi t h her formal costu me. 

Po ly nesian musical instru ments used in Ha waii si nc e 

anc ie nt ti mes include bamboo flutes, shell tru mpe ts, and 

wo oden dr ums. Some instruments still used by musicia ns to 

day to ac company old dances include the Hula dru m, t he kne e 

dr um, t he gourd drum, and the "bamboo or gan ". St one cas ta 

ne t s , ba mboo rattles, and gourd rattles a r e still used by 

dan cer s in the performance of both traditional a nd mode rn 

Hul as. 

Th e composition of the words in traditional Ha wa i ia n 

mus ic was governed strictly by kapus. Both th e lite ra l 

mea ni ng and the metaphysical meaning of t he wo rd s ha d to be 

con s i dered lest the repetition of the chant mig ht bri ng ba d 

luc k , even death, to the composer or to the pe rson to who m 

it wa s dedicated. At least four styles of chants pr e vai l ed , 

each of which was appropriate for a different purpose-- f or 

prayers and dirges, for dance acco mpani ment, for lov e 

chants, and for a rhythmic recitation. 

In addition to its own traditional ele ments Hawa i i a n 

music has absorbed several influences includin g the hy mns 

introduced by the missionaries, sea chanteys, and Euro pea n 

orchestral music. The use of stringed instru ments, suc h as 

the ukulele and the guitar, have contributed also to t he 

distinctive sound of modern Hawaiian music. 
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The Hula dances of old Hawaii were an int eg ral part 

of th e total community life. Whether their ulti mate pur pose 

wa s e it her sacred or profane, all of the dances stemmed 

fr om a basic technique of using hand and ar m gestures to 

co mmunicate the ideas of objects, locomotor mo ve me nts, or 

ab s t r act concepts. This reliance upon gestur e is dir ectly 

t r a cea ble to the original culture of the ancestors of the 

Po lyn esians in Southeast Asia. 

All Hula dances can be categorized in t wo typ es -- stand

in g a nd sitting dances. The traditional formations were 

si mp le, and, at the present time, continu e to be perfor med 

in uncomplicated straight lines with the lines c hanging 

pl ac es, at times, during the dance. Althou gh all social 

classes were interested in and perfor med the re c re ationa l 

Hulas in ancient Hawaii, there was a class of professional 

dancers who were subjected to rigorous training in a special 

school, the Hula Hal au, before being admitted to a Hu l a 

group employed by the chief or the king to perform th e 

sacred dances and to honor the alii on state occasions. 

These professional dancers were classified in so me Hu l a 

groups with respect to their perfor mance of eit her the stand

ing or the sitting dances. A common means of categorizin g 

Hawaiian dances today is in accordance with the instru ments 

utilized to provide the accompaniment for specific dances. 

All forms of native Hawaiian amuse ments, including the 

dancing of the Hula,were opposed by the Puritan missionaries 
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who a r r ived in 1820. They tried to destroy the Hula but 

s u c c e e d e d o n l y i n 11 d r i v i n g i t u n d e r g r o u n d II u n t i l i t w a s r e -

s t ored to royal favor in 1874 at the coronation of Kin g 

Ka 1akaua. 

The style of the b~ is "in harmony with the body"; 

th e ma jor emphasis is placed upon arm a nd hand gestur es 

while th e swaying of the hips and the basic steps serv e as 

a rh yt hmic foundation for the flowing gestures of the dance . 

As wom en began to take a more pro mi nent pl ace in the t each 

i ng a nd in the composing of the Hul a durin g the nin eteenth 

ce nt ury, their influence resulted in a gentle, flowing qua l

ity of movement in contrast to the somewh a t angular sty l e 

which was typical when the Hula was do minated by me n as 

te a chers and as performers. 

The costuming of the Hula has changed drastical l y f ro m 

that of ancient days. In the pre- missionary day s, the 

costume of a skirt and a sha wl made from~ was univers a l; 

it is still worn for dances in which the ancient costu me is 

considered appropriate although this costu me is now mad e of 

cotton. Ii-leaf skirts vlith a blous strapless t op are no1v 

worn by women--as a semi-traditional costu me. The missi onary 

innovation of the muumuu is worn often, "Hilo Ha ttie " style, 

for the performance of comic dances. One of the most popular 

costumes is the holokuu, an adaptation of the tightly

corseted Victorian dress and train. On the rare occasions 
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wh en me n dance, the costume is comprised of a ma lo \·~orn with 

a f 1 o \'I e r 1 e i a n d , o c c a s i o n a l 1 y , f 1 o w e r a n k 1 e t s . 

Chapter IV presents a description of six sel ected 

et hn ol og ical dances which include two from Sa moa and four 

fr om Hawa ii. 



CHAPTER IV 

DES CRIPTION OF SIX SELECTED ETHNOLOGICAL DANCES 

In this chapter, six Polynesian dances are described 

wi th r esp ect to pertinent background inf orma tion, the nu mber 

of da nce rs, the structure, the for mations , the basic move 

me nt motifs, the accompani me nt, the costu mes , and the occa

si ons on which the dances are performed. Wherever possib l e , 

t he accom paniment is analyzed in metrical ter ms . This pro 

ced ure is impossible, however, in those instanc es in wh ic h 

t he non-metrical musical accompani ment for specific dances 

is com prised of the rhythmic patterns of the words of a 

chant or the accompaniment is improvisation al in natur e and 

dependent, therefore, upon a spontaneous collaboration be 

tween the dancers and the musicians. In t wo of the danc e s 

described by the investigator, the dancers contribute to the 

accompanying sounds by playing upon accessory instru ments 

during the performance of their movements as a means of self 

accompaniment. 

Because the attitude that dancing for men i s effe minate 

still persists in the minds of some individuals, the investi

gator chose to describe two Samoan dances whi c h are danced 

by men: Lapalapa, which may be performed by wom en, also, and 

the Samoan Sword Dance,which is a traditional dance performed 

80 
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by men only arid stems from its origin as a technique for 

tr a in i ng warriors. The four Hawaiian dances included in 

th i s st udy represent a cross-section of t y pical music an d 

da nce characteristic of the Hawaiian culture. Pupu Hinu

hi nu, a lullaby about 11 Shiny Shells 11 , is si mple enough to 

be da nced as a child's first Hula; Ka Pi A Pa is a rhyt hm i c 

means of teaching the Hawaiian alphabet co mpris ed of t we lv e 

le tte rs; Ula No ~·/eo, or 11 The Beautiful Red Glo w11 , is a da nce 

ac co mpanied by a chant which extols the beauty of th e r e 

gi on around Cape Nohili; the fourth Ha waiian dan ce, Beyond 

th e Reef, is a 11 hapahaole 11 , or modern song in Engli sh , which 

ne ve r could have been composed under ancient Hawa iian d is 

ci plines pertaining to composition becau s e it spe a ks of t he 

se paration of lovers which was thought in a nci e nt Hawaii to 

incur bad luck, even death, for the co mp oser or for t he 

pe r son for whom the song was composed. 1 

THE SAMOAN SWORD DA NCE 

The Samoan Sword Dance, in which the dancer uses t he 

wooden nifo 0 1 ti, or 11 tooth of death", was origi nall y a 

dance to train warriors by conditioning both sides of t he ir 

bodies equally in order that those engaged in battle could 

defend and attack successfully from either side of their 

bodies. The hook on the back of the sword served originally 

to hold the heads of opponents slain in combat. This dance 

1Virginia Logan, Interview, Polynesian Cultural 
Center, August, 1968. 
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is no w one of the most popular Samoan dances for ent er ta in 

me n~ a nd recreational purposes. Another variation of t hi s 

da nce is the very similar Flaming Sword_ Dan ce which was 

dev 0 l oped by the Samoans in Hawaii after World War II . 1 

The Samoan Sword Dance does not lend itself to ana l ysi s 

in accordance with specific counts and measures of it s a c

compa niment. The investigator, therefore, will descri be 

t hi s dance with respect to the following ele ments: 1) Nu m

ber of Dancers, 2) Structure of the Dance, 3) Formation s , 4) 

Ba si c Movement Motifs, 5) Accompaniment, 6) Costu mes , a nd 

7 ) Occasions for Performance. 

Nu mbe r cf Dancers: Because of its difficulty, th is danc e i s 

us ua lly performed as a solo which is improvisatio na l in 

na t ure. As many as eight men, however, may struc ture the 

movements into a synchronized dance perfor me d in uni so n for 

the entertainment of guests. 

Structure of the Dance: The structure of this dance, as 

taught by Mr. Sima Manumaneuna of Upole, Sa moa, is a Rondo, 

indicated by the letters ABACADAE. 

Formation: Since this dance is usually a solo, there is no 

particular formation. When it is danced by a group of men, 

they may decide upon the designs or formations in wh ic h it 

is to be performed. 

1sima Manumaneuna, Interview, Polynesian Cultural 
Center, August, 1968. 
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Ba sic Mov ement Notifs: This dance is basically an exhi bi 

t i on of prowess in twirling, throwing, and catc hing t he 

s wo,d. Un1ess otherwise stated, the position of the bod y 

i s er ect; the sword is thrown and caught with meticulou s 

t i min g by the dancer. The sequence of move me nts and the 

durat i on of each is at the dancer's discretion. The A se c

t i on is comprised of twirling the sword in a continuou s 

c i rcl e in front of the body by using both hands and ar ms . 

The B section is comprised of twirling "figur e 8 's " on on e 

s i de of the body; this movement is repeated on t he opposite 

s ide of the body. The C section is ide ntic al with the B 

s e c t i o n e x c e p t f o r t h e l e v e l o f t h e " f i g u r e 8 ' s " \v h i c h a r e 

t wirl ed around the ankles as one foot is placed ahead of t he 

ot he r foot. The D section is comprised of spinn i ng th e 

swo r d over the knuckles and around the palm of one hand with 

the arm stretched forward; this move ment is repeated with 

the opposite hand. The E section is co mprised of passin g 

11 figure 8 1 s 11 across and above the body while the weig ht of 

the dancer is supported by his head and feet in an arc he d, 

or 11 bridge 11 , position. 

Accompaniment: The accompani ment for this dance is a con

tinuous beating upon "slit drums" and rolled pandanus mats 

in a quick tempo. 

Costume: The costume for this dance is usuall y a lavalava 

which is worn tucked up around the hips ' to allow maxi mum 
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moveme nt on the part of the dancer;. a tooth necklace is 

s omet im es worn. When the dance is perfor med as the Fl am i ng 

Sword Dance , leaf fringes are added around the neck an 

knee s. 

Oc cas i ons for Perfor ma nce: Since this danc e i s very popular 

both f or entertainment and recre at i onal purposes, the occa

s i on s for its performance are many and vari ed . Sma ll boys 

a t th e age of seven practice it at pl ay . Young men pe rfor m 

i t f or their own edification, bot h a lone and wi th ot hers . 

Some tim es as many as eight men synchroniz e_ th e ir mov eme nts 

a nd pe rform for guests in a village or in conjunction with 

s pec ial events such as the c e lebration of Flag Day , Apri l 19 , 

at which teams of dancers from several vill ages ar e r epre 

se nt ed. 

LAPALAPA 

This dance derives its name from the Lapal ap a, t he mid

rib of the coconut leaf, which is about 18 i nches long and 

is split at one end for six inches. I t is carri ed by the 

dancers and serves as an accessory means of acco mpani me nt. 

This dance differs in form, continuity, and move ment in eac h 

village and with each choreographer, although all vers ions 

of the dance are based upon the manual of ar ms, or gun twi rl

ing exercises, which the Samoans observed the American mili

tary forces performing during Wo,Td . War rr. The person wh o 

choreographs the unison dance which will represent his 
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par ti cular village on i mportant occasions is not nece ssar il y 

a ma ta i , or noble, but is an individual who has interest 

a nd a bi lity in choreography. 

Nu mbe r of Dancers: Any nu mber may participate. 

St r uct ure of the Dance: The structure of this version as 

t a ug ht by Mr . Sima Ma numaneun a of Moataa , Upole, is a r ondo , 

in dica ted by the letters ABACADAEAF. 

For ma tion : The for ma tion is in straight line s facing t he 

au di ence . 

Metri cal Ana l y sis of the Move me nt: Mixed me ter, 3/4 and 4/4 . 

St ar ting position: Stand erect with feet slightly apart , 

to rs o rotated toward L, holdin g the l apalapa by butt end i n 

R hand with split end against palm of L hand at L shoulder 

level on L side. 

A 

Slap split end of lapalapa on L 

palm. 

Hold. 

Twist torso Rand slap lapalapa 

on R hand. 

Repeat. 

B 

Holding lapalapa with both hands in 

middle of stem, walk for war d, 

Counts 

l 

2 

3 

l -3 

Measur es 

3/4 

2 



be gin ning on R foot and slappin g 

bu tt end of lapalapa against R 

th ig h, leaving split end of 

la pa lapa up. 

Re pea t LR L. 

Ho ld ing lapalapa in R hand, lift 

L foot behind R knee, slapping 

butt end of l a palapa against 

so le of L foot. 

St ep on L foot, slapping split end 

of )apalapa on L pal m at L 

shoulder level. 

Slap butt end of lapal a pa against 

L sole in front of R knee 

Step on L foot, slapping butt end 

of lapalapa against L palm at 

shoulder level. 

Slap split end of lapalapa on L 

palm on L side of body at 

shoulder level. 

Repeat A 

C 

Slap split end of lapalapa twice to 

L side at shoulder level 
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Counts Me asur es 

3 4/4 

2-4 

4 

2 

3 

4 

& 

1 & 5 



J ump to R on R foot and close 

L f oot 

J ump backwa rd on L foot and 

c 1os e R foot 

J ump L on L foot and close 

R f oot 

J ump f or ward on L foot and 

c l ose R foot 

J ump R on R foot and close 

L foot 

Repeat A 

D 

Ho ld ing middle of lap a lapa with 

both hands, slap split end 

twice on ground in front of 

dancer 

Step backward on L foot, dipping 

lapalapa Lin 1/2 circle fro m 

horizontal position 

Repeat R LR. 

Repeat A 

E 

Holding butt end of lapalapa in R 

hand, slap twice on L pal m at L 

shoulder level 

Count s 

2 

3 

4 

2. 

1 - 2 

3 

1-3 

& 1 
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Measur es 

6 

7 3/ 4 

8 

9 



Slap split end of lapalapa once 

a ga inst R calf, as R foot is 

t urned out, L arm relaxed. 

Rep ea t slap as R foot closes 

pa rallel with L foot. 

Slap R calf twice. 

Rep eat counts 1-4 

Repeat A 

F 

Hol ding butt end of lapalapa in 

L hand, pivot R in 1/4 turns 

on R foot, accentuating each 

step of L foot by slapping split 

end of lapalapa against R palm 

at shoulder level. 

Counts 

2 

3 

& 4 

1-4 

8 8 

Measur es 

l 0 

l l 4/4 

Accompaniment: Although drums and mats are often used, t he 

major part of the accompaniment is produced by the sl a ppin g 

of the lapalapa held by the dancers. 

Costume: The costume for this dance is usually a cotton 

puletasi for the women and a cotton lavalava for the men. 

The same color and design of fabric is used for the costu mes 

of all members of the group. 

Occasions for Performance: This dance is a favorite unison 

dance, It is performed at celebrations such as Flag Day, at 



t he de d ications of new public buildings, and on any other 

oc cas ion for which the dance is consid ered appropriate . 

BASIC HAWAIIA N STEPS 
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In her description of the four Hawaiian dances includ ed 

i n th is stud y , the investigator referred to sev era l steps by 

t he ir Hawaiian names. Analyses of these st eps fol l ow: 

Ami: Standing with feet parallel and s li ghtly apa rt, knees 

bent, roll hips to L, forward, R, backw ar d , L. 

Hela: Standing with weight on R foot, R knee bent, L l eg 

forward, ball of L foot on flo or parallel to R, bring 

L foot next to R foot; bend both kne es and shi ft 

weight to L foot, extending R leg forward . 

Kahola: Standing with feet parallel and slightly apart, 

knees slightly bent, torso erect, step to Ron R foot 

while shifting weight past L hip; close L f oo t to R 

and shift weight back to R foot. 

Uwehe: Standing with feet parallel and slightl y apar t, knees 

slightly bent, stamp L foot lightly and i mm ediatel y 

rise on toes of both feet, knees pointin g over feet. 

The entire movement is in the legs and the feet. 

Panina: Ending; bow. Extend R leg forward with toes on 

floor, L knee slightly bent, R palm resting on L pal m 

with arms extending forward; bow head. 
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In the description of the dances entitled Pupu Hinu

hinu , Ka Pi A Pa, and Ula No Weo , the Hawaiian words wh i ch 

a r e chanted or sung have been placed beneath the count s a nd 

meas ures of the movements to which they apply. 

PUPU HINUHI NU 

The theme of Pupu Hinuhinu, or "Shiny Shell s" , concerns 

c hi ldr en playing on the beaches of Hawaii. Th ey find a 

s he l l, put it to their ears, and list en to the s oun d of the 

s ea . Then they put the shell to sleep and as the shel l goes 

to sleep the children go to sleep also. Th e brevity and th e 

r ep etition of movement of this dance mak e it suitab l e to 

tea ch to children. The dancers th em selves contribut e to th e 

accompaniment by clicking the iliili, or t wo l ava stones , 

held in each hand. 

Number of Dancers: Any number may particip ate. 

Structure of the Dance: The structure of this dance is a 

group of parts with the last section repeate d, indicated by 

the letters ABCC. 

Formation: The formation is in straight lines facing the 

audience. 

Metrical Analysis of Movement: Meter, 4/4 

Starting Position: Sit in kneeling position with knees to

gether, weight on heels, torso erect, arms at shoulder level 



wi th ha nds directly in front of sternu m, palms facing body 

a nd cup ped to hold two stones in each hand. 

A 

St re tc h arms forward, clapping 

stones three times. 

Hold. 

Rai s i ng body to 45 degree angle 

wit h weight shifting to knees, 

re a ch diagonally for wa rd L, arms 

at shoulder level, click stones 

on ce 

Turn body slightly front, click 

stones once 

Repeat R 

Repeat measure 

Repeat measure 2, clicking stones 

once to each side; Lon ct. 1, 

R on ct. 3 

Shift weight back to heels and click 

stones along floor three times, 

beginning on L side and progressing 

R. 

Repeat measure 5, beginning on R 

side and progressing L. 

Counts Measure 

1-3 

4 

1 · 

2 

3-4 

1-4 

1 - 4 

1 
Pupu 

2 
Hi nuhi nu 

3 
Pu pu 

4 
Hinuhin u e 

1 -4 5 
okekahakai 

1 -4 6 
kahakai 
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Co unts Measure 

Re pe at me a sure 1. 1-4 7 
Pu pu 

Rep ea t mea sure 4. l -4 8 
Hinuhi nu e 

B 

Re peat mea sure l. l - 4 9 
Pupu 

Repea t me asure 2. 1-4 1 0 
Hi nuhinu 

Re pe a t measure l l - 4 1 1 
Pupu 

Rep eat me asure 4 . 1-4 1 2 
Hinuhinu e 

Cupp ing hands to R ear, bend 

t end e rl y to R , keeping f ace 

a nd torso facing front 1 - 4 l 3 
a lo he 

Repeat L. 1-4 1 4 
ka kou e 

Repeat measure 1. 1-4 l 5 
Pup u 

Repeat measure 4. l -4 1 6 
Hini hinu e 

C 

Repeat measure 1. l -4 l 7 
Pu pu 

Repeat measure 2 . 1-4 18 
Hinu hinu 

Repeat measure l . 1-4 1 9 
Pu pu 

Repeat measure 4 . 1-4 20 
Hi nu hinu e 



Wi th f i ngers of L hand in R pal m, 

pl ac e both hands beside R chee k 

a nd t ilt head do wnward to R side 

t o r es t on hands 

Re pe a t "sleep" gesture L. 

Re pe a t measure l. 

Re pea t me asur e 4. 

C repeat ed 
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Counts Measure 

l- 4 21 
E moe 

1 - 4 22 
E 

l - 4 23 
Pupu 

l -4 24 
Hi nuhinu e 

Re pe a t move ment and music of C, gradu a ll y retarding l ast four 

meas ures (e moe, e moe e) to indicat e t he chil d fa ll ing 

a sle ep. 

Ac c ompani me nt: The accompani me nt f or t hi s dance is a lulla by 

composed by Elizabeth D. Bea mer . The r eco rd albu m entitle d 

Ha waii's Mahi Bea mer, Capitol Records , T 128 2, conta i ns a 

recording of Pupu Hinuhinu. 

Costumes: The costu mes worn for for ma l pres e ntations vary 

according to the preferences of the c hor eo gra pher. 1 uumuus 

are often worn when the dance is performed f or rec reational 

purposes. 

Occasions for Perfor mance: Besides being perfo r med in Hula 

classes and for recreationa l purposes , t his da nc e i s oft e n 

included in night club floor shows, and at dance concer ts . 
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KA PI A PA 

The song Ka Pi A Pa, or 11 Alphabet 11 was co mposed by 

Mary Kawena Pukui in 1951 to hel p her grandson l earn the 

Haw a iian alphabet of twelve lett ers . 1 Th e Eng li sh transla

tion is: 

0 my young co mpa nions 
Let us 
Learn the alphab e t 
AEIOUH K L MN 
And P and Ware the l ast 
In the alphabet 

Numb er of Dancers: Any nu mbe r ma y partici pate . 

Structure: The structure of this dance is a one - pa r t for m, 

ind icated by the letter A which is repe ated . 

Formation: The formation is in strai ght ro ws facin g the 

audience. 

Metrical Analysis of Move ment: Meter, 4/4 

Starting position: Stand with feet para ll e l and sli ghtly 

apart, knees slightly bent, torso erect, L hand on L hip , 

R fist in front of R hip with elbow relaxed. 

Kaholo R 4 times, fist accenting 

counts 1 and 3 with fist near 

hip, counts 2 and 4 with fist 

forward of hip. 

Counts Meas ure 

1-4 
Ena hoa Kamalii 

1Record album, Na Mele Hawai'i No Na Keik i, Hula Re cord s , 
H 105, Honolulu. 



Kah ol o L 4 times with hands reach-

ing forward from sternum, palms 

up a nd hands a few inches apart. 

Open hands to sides at shoulder 

1ev e1. 

St ep L, making 1/4 turn, as L hand 

mov es to L hip and R hand moves 

to mouth and opens forward with 

pal m up as R foot closes to L. 

Re pe at R. 

Ka ho lo L 4 times, arms opening to 

s ides-

Close arms forward with palms up. 

Kaholo L 4 times, executing 

following gestures: 

Describe 1/2 circle forward and 

downward with R hand, elbow bent, 

and palm facing down at breast 

level. 

Repeat with L hand slightly above 

level of R hand. 

Place L hand on L hip, as R hand 

describes shallow curve forward 

and upward from chin. 

Counts Measur e 

1 - 2 2 

3-4 
E a'o ma i kak ou 

1 - 2 3 
I pa' 

3-4 
ana'au 

4 

2-4 
Ka pi-a-pa 

& 

l 

2 

5 
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A 

E 



Desc r ibe circle with R arm, moving 

co unter clockwise inside curve 

of L arm held forward a t should e r 

l eve 1 . 

Pla ce L hand on L hip as R hand in 

f i st pounds do wn once beside R 

hi p. 

Bri ng both arms together in front 

a t shoulder level with pal ms 

f acing each other. 

Tur n Rand Kaholo R 4 ti mes as L 

hand describes l/4 circle fro m 

mouth forward and to L side with 

arm extended, R hand on R hip. 

Repeat measure 6, turning L. 

Ami 4 times, moving arms from sides 

at shoulder level to front, pal ms 

facing each other. 

Repeat entire dance. 
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Counts Me a s ur e 

3 I 

& 0 

u 

1-4 6 
H K L M N 

l-4 7 
0 P me W, na panina 

l-4 8 
0 ka pi-a-p a 

9- l 6 

Accompaniment: The song was co mposed by Mar y K. Pu ku i . Th e 

phonograph record album Na Mele Ha wai ' i No Na Ke iki , Hul a 

Records, contains this charming song. 
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Cost um e: When this dance is presented at a con cert or sh ow 

t he c horeograp her decides which Hawaii an costu me to us e . 

When the dance is performed for recreational purposes th e 

mu um uu is often worn. 

Occa s i ons for Performance: This danc e may be perf or med both 

as a n exhibition dance at floor shows or dan ce conc erts and 

a s a recreational dance for the enjoy ment of the partici

pants . 

ULA NO 1,,J EO 

The Hawaiian chant, Ula No Wea , or •rseautiful Red 

G1 ov111 , is sung according to the rhyth mic patterns of t he 

Ha waiian words rather than in accordanc e with a metric a l 

co un t. The words extol the natural beauties s urroundi ng 

Cape Nohili. The English translation follo ws: 

The beautiful red glow of the sun shines on 
the ilima blosso ms; you can easily see t he heavy 
showers. At the fartherest point, Cape Nohi li, a 
brook wends its way among the gin ger blos soms . 
The cool green forest at Ka nah e le is so inv iting . 
Thus ends my song to Kamoha' i .1 

This chant is a gesture dance and uses hand gestures to con

vey descriptions of the natural environ men t. The ar m move

ments encompass mainly the area around the body at the heigh t 

of the shoulders. Gestures flow from one to t he other, the 

elbows are always slightly bent: the kinaesthetic feeling 

1class notes of Health, Physical Education, and Recre
ation, Hula Class, University of Hawaii, Summer, 1963. 
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is t hat of relaxation since no great amount of force i s ap 

plied to any of the movements. 

Numb er of Dancers: Any number ma y participat e . 

St r uc ture of the Dance: The structure is a on e -part for m, 

i nd i cated by the letter A. 

For ma tion: The formation of the danc ers is in straight lin es 

f a ci ng the audience. Movements of th e legs and hip s whi c h 

ar e performed simultaneously with the gest ur es of th e a r ms 

an d hands include the ami, kaholo, and uwehe . 

The gestures used are those indic atin g "flo1-ve r " , 

" ra in", "seeing", "brook", "for es t", a nd "singin g " . "Flo we r" 

is formed by the fingers of both hands closing to me et th e 

thumbs while the wrist turns the palm of the hand to f ac e 

the dancer's head; the gesture is performed with the ar m 

only as far to the side as can be achieved withou t pinching 

the scapula; the image is of plucking flowers. 

11 Rain 11 is formed by turning both pal ms out t o face the 

audience, with the palms slightly higher than the dancer's 

head; the fingers are fluttered rapidly, as the hands are 

drawn downward in front of the body. 

"Seeing" is formed by the L hand shading the eye s with 

the palm downward. 

"Brook" is formed by pushing both hands do wmv ard once 

beside one hip and repeating the motion on the other side. 
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11 F o r e s t II i s f o rm e d by b e n d i n g t h e r i g h t e 1 b o vi s o t h a t 

t he pa lm faces the face and circling the hand from th e wrist , 

whil e the left hand, palm down, performs the sa me circ l in g 

unde r the right elbow. 

11 Singingn is formed by both hands undulatin g t wice on 

each s ide of the mouth, followed by the ri ght hand moving 

out to extend the arm to the right side of the body at the 

l e vel of the dancer's mouth, and undulat ing onc e . Al l ges 

t ur es are made with an undulating, flow ing quali ty produced 

by ex tending and retracting the arm fro m th e e l bow and the 

hand from the wrist. 

Accom paniment: Accompaniment for this danc e i s th e chant 

e n t i t l e d , U 1 a N o W e o , o r II T h e B e a u t i f u 1 R e d G 1 o \v " . T h e 

r hyt hm for chants is based upon the rhyth m of the Hawaiian 

words rather than according to an i mp osed metric a l system. 

Costume: The costume for this dance is li kely t o be a 

~ and kikepa worn with flower leis, and flo \v er hair orna

ments, since this dance is a traditional chant; another 

costume which is sometimes used is comprised of a ti leaf 

skirt, strapless top, and flowers. These two costu mes are 

those most closely associated with the older dances and those 

dances which are composed according to traditional sta ndards . 

At a public performance the choice of which costu me is to be 

worn is the prerogative of the teacher or the direc tor of 

the dance. 
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Occa s ions for Performance: This danc e is perfor med by 

danc e rs who have had some experience bu t are not necessaril y 

adva nce d. This type of dance would be perfor me d at dance 

r ec i tals and demonstrations, in Hula cla sses , and, some 

t im es, for recreational purposes. 

BEYOND THE REEF 

The song, Beyond the Reef, co mposed by Jac k Pitman , i s 

a goo d example of the "hapahaole" style of Ha1,,1aiian music . 

The words are sung in English, the melody is influ e nc ed by 

charac teristic qualities of American popular music. The 

fac t that this song speaks of unpleasantne ss in the separa 

tion of lovers is indicative that it could nev er have been 

composed under circumstances governing the co mp osition of 

music in traditional Hawaii. 

Number of Dancers: Any number may participate. 

Structure: The structure of the dance is a one-part for m, 

indicated by the letter A. 

Formation: The formation of the dancers is in straight l i nes. 

Metrical Analysis of Movement: Meter, 4/4 

Starting Position: Stand erect with feet parallel, knees 

relaxed, arms relaxed at sides. 



Be gin ning on R foot slide diagonally 

to ward Ras hands execute a wave

l ike motion by dipping down and up 

al ternately at waist level. 

Re pe at 3 times with hands progressing 

t oward R side of body. 

Tu r n L, touching ball of R foot 

beside L foot as hands imitate 

waves by alternately rising and 

falling from waist to breast l eve l 

in front of body. 

Repeat, turning R. 

Repeat, turning forward. 

Kaholo R, undulating hands once for

ward with palms down, arms 

extended, elbows relaxed. 

Repeat kaholo L, undulating hands 

once at heart. 

Kaholo R, turning R palm up and 

extending arm forward and to R 

side at shoulder level. 

Place palms together and hold beside 

Counts Measure 

2-4 
Beyond th e re ef 

1 -3 

4- 1 - 2 

2 

3 
3-4 

1 01 

Where th e sea is dark 
and cold 

1-2 4 

3-4 

5 

R cheek, tipping head slightly R. 2 



Repe at Kaholo L, undulating L arm 

t wice as it extends L while head 

mov es to erect position and focus 

f o llows L hand as index finger of 

R hand points upward. 

Kah olo R with L hand on L hip, 

shake R hand gently 3 times. 

Ka ho la L, undulating hands forward 

from body once, undulate hands 

at heart once. 

Uwe he R, undula t ing hands for ward . 

Uwehe L, crossing hands loosely at 

shoulder level, palms facing bod y, 

undulate hands once. 

Repeat counts l and 2 

Kaholo R, extending hands forward, 

palms up. 

Kahola L, undulate hands once at 

temples and twice at heart. 

Kaholo R, undulating hands forward 

once. 

10 2 

Counts Measure 

3-4 
My love has gone and 
our drea ms grow old 

l - 2 6 

3-4 
There'll be no tears 

2 

3-4 

7 

Ther e 'll be no regr et 
ting 

1 - 2 8 

3-4 

1-2 9 



Kah olo L, placing R hand ne a r R 

tem pl e , L hand und£r R elbo w. 

Kah olo R, executing "flower" 

gesture at head level to wa rd R. 

Re pe at L • 

.t!_e l a R, L, R, L; v1ith each He la 

describe out ward circles above 

head with R arm and inward circl es 

with L arm moving fro m shoulder t o 

breast level. 

Extend arms forward. 

Kaholo R, undulating arms to ward 

body. 

Kaholo R, touching chest with 

fingertips once and extending 

arms forward with palms up. 

Step on R foot, close L foot to R, 

bending both knees. Repeat 3 

times to R, undulating hands up 

to breast level and down to hip 

level as knees bend. 

l 03 

Counts Meas ur e 

3-4 
Will he re membe r me , 
will he fo r get 

l - 2 

3-4 

l -4 

& 

l 0 

l l 

I'll send a t housand 
flo wer s vhe r e the 
trad ewinds blow 

l -4 l 2 

l -4 13 
I'll se nd my lonel y 
heart for I l ove hi m 
so 

1-4 l 4 
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Co unts Measure 

Re peat s teps of me a s ure l 4 , L 

tu rn in g pal ms up as L ha nd mo ve s 

f orw ard and to L side at sh ou l der 

l e vel with arm extend ed . l -4 l 5 
Some day I kno w he 'll 

Ka hol o R, as R ha nd poi nt s upwa r d 

with inde x f in ger erect, pa l m 

t owa r d fa ce, L ha nd on hip 

Ka holo L, undul a t i ng ha nd s a t 

he art t wice. 

Re pea t mea sure l. 

c ome back again to 

1 - 2 l 6 

3 - 4 

l - 4 1 7 
' Ti 1 then my he art 
wi 11 be beyond the 
r eef 

Acco mpani me nt: Acco mpani me nt f or this dance is the modern 

Hawaiian son g , "Beyond the Re ef", co mposed by Jac k Pit man . 1 

It is one of the most pop ul ar Hawaiian songs with touri sts 

and is included in man y phono graph record albu ms. 

me 

Costu me: The costu me for this dance i s det er mined by the 

occasions and the preference of th e c hor eo gr apher. The in 

vestigator recalls having seen i t per f or med on various occa 

sions in the ti leaf skirt, in the holo kuu , an d in the every 

day muumuu. 

1Music of Ha v1 a ii : He nry ·1 an c i ni, Hi s Orchestra and 
Chorus, RCA, LSP 3713, New York , 1966 . 
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Occ asi ons for Perfor man ce : Since thi s is an extre me l y pop u

l a r dance with visitors to the isl a nds it is often performed 

at enter tain ments directed especi a ll y t owar d th e touri sts , 

su c h as nightclub floor sho ws , the Kodak Hu l a Show, and the 

e ve ni ng performance at the Int er nat io na l Ma r ke t Place . Bo t h 

th e dance and the song are popular wi th isl a nd e r s a l s o and 

ar e so me times perfor med for recreational purpos es at priv a te 

pa r ties. 

Summary 

Six Polynesian ethnologi ca l da nces we r e de sc ri bed in 

th is chapter with respect to pertinent back gr ound info r ma tion , 

t he r.u mber of participants, th e stru cture , the for mation , 

th e basic movem ent mot ifs and/or th e me trical a na l ys i s of 

t he movements, the acco mpani ment, the costu mes , an d the 

occasions on which the dances are perfor med. 

The Samoan Sword Da nce and one Ha waiian dance, Ul a I o 

Weo, were described only in terms of t he basic move ment 

motifs since they are not based upon a metrical syste m of 

rhythmic analysis. The movements of one Sa moa n dance , t he 

Lapalapa, and of three Hawaiian dances-- Pupu Hin uhinu , Ka Pi 

A Pa, and Beyond the Reef-- were anal yz ed in ter ms of the 

metrical relationships of the dances and t heir musical ac

companiment. 

Chapter V presents a summary of the stud y as a wh ole 

and recommendations for further studies. 



CHAPTE R V 

SUMMARY AND RECO MM ENDATIONS FO R FU RTHER STUDIES 

Su mmary 

A resume of anthropol ogica l findings veri fies t he 

hi gh ly important place of danc e in the life of primitive man . 

Sch olars have found dance to be not only the fir st art but 

t he ge ner at ive art for the eventual dev e l op ment of a ll other 

ar ts . Dance in primitive life r anges t hrough all aspect s of 

i ts culture--the economic.in work son gs and danc es ; t he r e l i 

gi ous and ma gical.in chants and danc es hon orin ~ t he gods ; t he 

s ocial,in providing solidarity for th e group in co 111r,1unal 

dances; the militaristic,in war dance s to condition wa rriors, 

to engender courage for the forthco min g batt l e, to ce l ebra t e 

a victory, and to mourn for those who we re slain in bat tle; 

and the aesthetic,in expression of th e artistic approac h of 

the specific culture. 

Because both the Samoan and Hawaiian cultures are a 

part of the broad category of Polynesi a , there are el ements 

which these two cultures share in co mm on with Polynesia f r om 

which they stem. Polynesia is a triangular area of seven 

mi11ion square miles of Pacific Ocean with islands scatter ed 

throughout; the points of the triangle are Ha waii, New Zea

land, and Easter Island. Polynesia was apparentl y settled by 

106 



107 

,1 i gratory waves of peoples flowing fro m the Indonesian Arc hi 

pe la go into the various Pacific Islands. One basic lan gua ge 

pr e va ils throughout Polynesia although different dialects 

ha ve developed within the variou s cultures wh ich it enco m

pa s ses. The topography of Polynesia co mpr is es the volcanic 

i'h igh islands" and the 10 1,,11 coral atolls. Materia l art for ms 

of Polynesian societies are similar but the attitud e and 

a ppr oach to craftsmanship vary greatly fr om cultur e to cu l 

tu re . 

The settlement of Sa moa apparently took plac e a roun d 

750-500 B. C. As the culture evolv ed, an emphas i s was pl aced 

upon an intricate structure of social precision and r e l at iv e l y 

li ttle concern was expressed to ward the supernatur a l or r e li 

gi ous aspects of life. The Sa moan Kav a Cere mon y illu st rat es 

the ritualized intricacy of the social order. The t a upo u, 

or village hostess, is a major participant in the Kava Ce r e 

~ and a center around whom many activities of each villa ge 

revolve. Although leadership in Sa moa follows in general a 

system of primogeniture in which the eldest son of a chief 

becomes the next chief, the you t h must still show hi mself 

worthy of the office. Because rank in Sa moa has been depend

ent traditionally upon social status rather than upon stat us 

as a member of a religious community, the adoption of Chris

tianity was accomplished more easily in Samoa than in cultures 

with an established religious hierarchy. Although Samoan 
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cu lt ure has changed and continues to chan ge, it still re ma in s 

faa Samoa, or the Samoan way. 

Hawaii was settled apparently about 200 B. C. The 

Ha wa iian social system was tightly struc t ur ed and do min a ted 

by r eligion. The two concepts of mana , or great spiritual 

po wer , and~. or prohibition, bolster ed the position of 

th e chiefs who were looked upon a s divine in many cases a nd 

ha d absolute authority over the lif e and death of their sub

j ects . The authoritarian rule of the chi efs was s upp l anted 

by a similar authoritarian system of new prohibition s under 

t he influence of the Congregation a list missiona r i es f r om New 

En g l a nd. Luc kily for the perpetuation of ma ny e l eme nt s of 

Hawaiian culture, a reaction against the pro hi bitions of these 

ear ly missionaries occurred durin g the second ha lf of th e 

nineteenth century. 

The purpose of this study was to report information r e 

garding six selected ethnological danc es fro m the cultur e s 

of Samoa and Hawaii. The study was li mite d by (l) the avail

ability of information from documentary sources; (2) the 

influence of European and/or American cultures upon t he 

selected dances (3) disciplined observations of the investi

gator; and (4) the cooperation of selected human sources of 

data through personal interviews. 

The investigator found no previous studies wh ich dupli

cated the present one. Studies conducted by Marti and 

Kurath, Edmondson, Fortenberry, Kurath~ Feder, Wil lia ms, and 
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Ga rc ia were reviewed; simila ri ties and di ffere nces bet wee n 

th es e studies and the present inv esti gation were no ted . 

Available theses, dissertations, ma nuscript s , boo ks , 

per iodicals, newspaper articl es, and phon ograph records 

per tinent to all phases of the study we r e us ed as docu me nta ry 

so urces of data. The faculty mem bers of the College of 

Hea lth, Physical Education, and Recre a tion of Texas Woma n ' s 

Uni versity, selected dancers, choreogra phers , and teac hers , 

an d selected members of the Samoan and Hawaiian co mm uni ties 

r e siding in Hawaii served as hu ma n sources of da t a f or the 

s t udy. 

The procedures follo we d in th e develop ment of this 

s tudy included: 1) preli min ary proc ed ures, 2 ) co ll ect i on 

of data from docu mentary source s , 3 ) coll ec tion of data fro m 

human sources, 4) procedures utilized in the organization of 

the data, and 5) preparation of the written report of the 

study as a whole. 

Preliminary procedures included securin g per mission to 

undertake the study, reviewing the techni que s and disciplines 

pertaining to the pursuit and reporting of historical re

search, and obtaining all available docu mentary sour ces of 

data through extensive library research. A Tentative Out

line of the study was prepared and approved by the members 

of the investigator's Thesis Co mm ittee. It was presented in 

a Graduate Seminar in the College af Hefrlth, Physical Educa

tion, and Recreation at the Texas Woman's Univers ity . Th i s 
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Te ntat ive Outline was revised in keepin g with sug gestions 

1a de by participants in the Graduate Seminar and the approv ed 

Te nta tive Outline was filed in the for m of a prosp ectus in 

th e off ice of the Dean of the Graduate Schoo l at the Texas 

Wo man's University. A Topical Outline of the study was 

de ve loped and presented to the me mbers of the inv est i gator ' s 

Thes is Committee for their correction s and suggestions . It 

wa s revised in accordance with these su gge stions and,aft e r 

t he final approval of the member s of th e Th es is Co mm i tt ee , 

i t served as a working outline for the develo pment of t he 

wr itten report of the study as a wh ol e. 

The collection of data fro m docu me nt ary sourc e s includ ed 

a thorough study of ma terials pert in e nt to Polynesia in th e 

li braries of Denton, Texas, and of Honolulu , Hawaii. The 

collection of data from human sourc es was acc omp li shed throu gh 

personal interviews with selected authorities on Sa moa n and 

Hawaiian music and dance in Oahu, Hawaii, during August and 

September of 1968. 

The data collected fro m both doc umentary and hu man 

sources were analyzed carefully and organized in accordance 

with the Topical Outline of the thesis develope d prev i ously. 

The written report of the study as a whole wa s pre pared and 

submitted chapter by chapter to the members of the Thesis 

Committee for their corrections and su gg est ion s. The fina l 

report was organized and presented trr the follo wing ~ive 

chapters: Chapter I, Orientation to the Study; Chapter II, 
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Pr ocedures Followed in the Develop me nt of th e Study; Chapter 

I I I, Music and Dance in Sa moa and in_Hawa ii; Chapter IV, 

Des cription of Six Selected Et hnolo gic a l Dances ; and Chapter 

V, Summary and Recom~endations for Further Stud i es . 

Appendixes were prepared co mprise d of Appendix A,~ 

Gl ossary of Polynesian Ter ~s Used in the Study ; Appe ndi x B, 

I nterview Forms Used in Int er viewin a Human Sources of Data ; 

a nd Appendix C, A List of th e Authoritie s Int e r v ie wed and 

t he Dates of the Intervie ws . 

A discussion of Polynesiar ~usic and dance, with an 

em phasis upon their similarities and differenc es was pr ese nte d 

in Chapter III of this thesis. The tradition a l music of both 

Samoa and of Hawaii reflects the coalition of element s in

herent in the cultural are a of Pol y ne s i a . Th e tradition a l 

music of Polynesian cultures wa s pri ma ril y vocal; pa rt

singing was common, usually in either the f orm of a bordun 

with one part maintaining a monotone while the other part 

rises and falls above and below it, or of counter po int com 

prised of a theme and variations performed si multane ously 

instead of in succession. The range of pitch in the ancient 

music is narrow, generally comprised of intervals of a second 

or of a third. The tempo may vary fro m very slo w to very 

fast within a single composition; this is especiall y notice

able in the Polynesian music which ts non-metrical according 

to Western standards, and affcrrds,. there-f<Yre, opportunities 

for rhythmic improvisation on the part of the perfor mer. 
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Polynesian music was an integral part of religious 

ce r emonie s, magic rituals, and funeral rites. It was con-

e rn ed also with the .narration of heroic and ha zardous 

a c hi evements, with the punish ment of wrongdo e rs, with wo rk 

a nd with play, with patriotis m, and with ro ma ntic lov e . 

Thus, the music of the Polynesians was woven clos e l y into 

t he pattern of their daily living. 

Samoan music possibly achieves its best exp r ession in 

it s choral singing. Vocal music of the foll ow in g t wo typ e s 

i s characteristic of Samoa: 1) a crystalli zed melody whi ch 

i s passed down from generation to generation s uc h as in wa r 

so ngs, and 2) melodies improvised on the spur of t he mome nt, 

su ch as songs "made up" by children at play. 

The Samoan culture has produced several uni que musica l 

i nstruments such as the rolled pandanus ma t and the "ba mboo 

organ". Wooden gongs have been supplanted in al most all 

areas of Samoa by empty tins which are used as percus si on 

instruments. Other common instru ments which are still use d 

i n Samo a are " s 1 i t drums ,; of var to us s i z es , sever a 1 types of 

traditional shell trumpets, and particular instru ments wh ich 

are considered appropriate for specific categories of in

dividuals in Samoan society to play, such as the ba mboo 

flute which is often used for lovers' serenades. 

Dance in Samoa is likely to be performed on both for mal 

and informal occasionsy both of which include music, also. 
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Fo rma l occasions are those on which the bride dances at her 

wedding , the taupou dances for hono red gue s ts, the ma naia 

da nces to woo his bride, and the boys da nce after they ha ve 

be en tattooed. Infor mal occasions for dance occur i n the 

s mal l gatherings held in the villa ges whi ch usuall y inclu de 

a f ew visitors from outside the host villa ge . Thes e dances 

a re monopolized often by the childr e n as their re l ativ es en 

courag e them to dance in their own indivi dua li stic styles. 

Other occasions for dance are t hos e on which variou s groups 

f rom different villages me et to dem onstr ate their dan ces 

s uch as the celebration of April 19, Fl ag Day , and the ais i ga , 

or benefit production, which i s pres ented as a me ans of 

r aising money for public works. Sa moan l ife also includ es 

many formal cere monies such as the Ka va Ce r emony in wh ich t he 

prescribed sequence of move me nts is very closel y relat ed to 

dance. 

Although Samoan dance is of ten improvisationa l 1n 

nature, there are three widely divergent s ty le s within which 

the dancer develops his own variations. The style of the 

taupou is serene and dignified; it is contrasted by the style 

of the jester which is characterized by an exaggerated bur 

lesque of the taupou, by leaping about, and pounding upon 

the floor. The style of the boys is athletic in nature and 

depends for much of its appeal upon t he feats of dif ficul t 

rhythmic coordination achieved by the d~ncers slapping t h~i r 
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ba re limbs. Regardless of which style is used, the danc e r 

is under a strong social pressur e to achieve a highly in

d i vidualistic manner of performance. 

The costuming of the dancers in Samoa on tho se occa 

s i ons which call for dances in unison to be pres e nt ed i s 

l i kely to be identical for all of the participant s in or de r 

t o heighten the effect of the mas s move me nts. The wo me n's 

cost ume is generally the puleta si today. A more a ncient 

wom en's costume is a wraparound skirt worn with a l eaf or 

f lower bodice and further enhanced by flo we r s in the ha i r 

a n d f 1 o \I/ e r n e c k l a c e s . T h e m e n ' s c o s t u m e i n c l u d e s t h e l a v a -

la va and floral embellish me 0ts si mi l ar to t hose worn by the 

women. Both sexes are someti mes tattoo ed and/ or pa in ted 

with black and blue facial make-up. When the t aupou da nces 

in her official capacity, she also wea rs an elabor a te ha ir 

helmet with her formal costume. 

Polynesian musical instru ments used in Hawaii since 

ancient times include bamboo flutes, shell tru mpets, and 

wooden drums. Some instruments still used by musicians to day 

to accompany old dances include the Hula dru m, the knee dr um, 

the gourd drum, and the "bamboo organ". Stone castane ts, 

bamboo rattles, and gourd rattles are still used by dancers 

in the performance of both traditional and modern Hulas . 

The composition of the words in traditional Hawaiian 

music was governed strictly by kapus. Both the literal mean

ing and the metaphysical meaning of the words had to be 
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c onsidered lest the repetition of the chant might brin g bad 

l uck, even death, to the composer or to the person to who m 

i t was dedicated. At least four styles of chants pr evai led, 

e ach of which was appropriate for a different purpose-- f or 

prayers and dirges, for dance acco mpani ment , for l ove chants , 

a nd for a rhythmic recitation. 

In addition to its own tr2ditional el eme nts, Hawaiian 

music has absorbed several influences inclu d in g th e hy mns 

in troduced by the missionaries, sea chant eys, a nd Eur opea n 

orchestral music. The use of stringed instr uments , s uch as 

the ukulele and the guitar, have contribu t ed a l so to the dis 

tinctive sound of modern Hawaiian music. 

The Hula dances of old Hawaii were an inte gr a l pa rt of 

the total community life. Whether their ulti mate purpos e 

was either sacred or profcne, all of the dances ste mm ed from 

a basic technique of using hand and ar m gestures to co mm uni 

cate the ideas of objects, loco motor move ments, or abstr act 

concepts. This reliance of the Hawaiian dancer upon t he use 

of gesture is traceable directly to their original cul ture 

of the ancestors of the Polynesians in Southeast Asia. 

All Hula dances may be categorized in two types--stand

ing and sitting dances. The traditional for mations were 

simple and, at the present time, continue to be performed in 

uncomplicated straight lines with the lines changing places 

at times during the dance. Although all social classes were 
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i nte rested in and performed the recreational Hu l as in ancient 

Hawai i, there was a class of professional da ncers who were 

s ubje cted to rigorous training in a special school, the Hula 

Halau , before being admitted to a Hula troup emp l oyed by the 

c hief or the king to perform the sacred dances and to honor 

th e alii on state occasions. These prof essiona l dancers were 

c lassified in some Hula gr oups with respect to their perfor m

an ce of either the standing or the sitting dances. A co mm on 

means of categorizing Hawaiian dances today is in accordance 

wi th the instruments utilized to provide th e acco mpa ni me nt 

for specific dances. 

All forms of native Hawaiian amuse me nts, includin g the 

dancing of the Hula, we re oppo sed by the Puritan missionaries 

who arrived in 1820. They tried to destroy t he~~ but 

succeeded only in "driving it under gr ound" until it was re

stored to royal favor in 1874 at the coron a ti on of King 

Kalakaua. 

The style of the Hula is "in har mon y with the body"; 

the major emphasis is placed upon arm and hand gest ur es while 

the swaying of the hips and the basic steps serve as a 

rhythmic foundation for the flowing gestures of the dance. 

As women began to take a more pro minent place in the teaching 

and in the choreographing of the Hula during t he ninetee nth 

century, their influence resulted in a gentle, flowing qual 

ity of movement in contrast to the somewhat angular style 
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t eache rs and as performers. 
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The costuming of the Hula has changed dr ast icall y from 

th at of ancient days. In the pre- mi ssionary days, the cos-

tum e o f a s k i r t a n d a s h a w 1 ma d e f r o 111 ~ vi a s u n i v e r s a l ; i t 

i s still worn for dances in which th e ancient costume i s 

considered appropriate althou gh this costu me is now ma de of 

cotton. Ti-leaf skirts with a bloused, strapl ess top are 

now worn by women as a semi-tradition a l costu me . The mi ss i on 

ary innovation of the mu umu u i s worn often, "Hilo Ha tti e" 

s tyle, for the performance of co mic danc es . One of the most 

popular costu me s is the holo kuu, an adaptati on of the ti ght l y 

corseted Victorian dress and tr ai n. On the r are occasions 

when men dance, the costu me is co mprised of a ma lo worn with 

a f 1 o vJ e r ~ a n d , o c c a s i o n a l l y , w i t h f 1 o w e r a n k l e t s . 

Six Polynesian ethnological dances were described wit h 

respect to pertinent background info rmation, the nu mber of 

participants, the structure, t he formation, the basic move 

ment motifs and/or the metrical anal ysis of the movements , 

the accompaniment, the costu mes, and the occasions on which 

the dances are performed. 

The Samoan Sword Dance and one Hawaiian dance, Ula o 

Weo, were described only in terms of t he ba sic move ment 

motifs since they are not based upon a metri cal system of 

rhythmic analysis. The movements of the Samoan da nc~ , the 
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Lapala pa, and of three Hawaiian dances--Pupu Hinuhinu, Ka Pi 

A Pa, and Beyond the Reef --were analyzed in ter ms of th e 

me trical relationships of the dances and their musical ac 

compan iment. 

Recommendations for Further Studies 

In developing this study of select ed ethnolo gic a l 

dan ces of Samoa and Hawaii, the investigator discov e r ed 

numerous possibilities for further res earch with r espec t to 

the dances and music of Polynesia. Spec ific a lly, she offers 

the following suggestions for further studies: 

1. The choreographing of a suite of ethnological 

dances based upon the indigenous Samoan and/or Hawa i ian 

dance and music. 

2. A longitudinal study of dance in one selec t ed 

Samoan village or district, with special emphasis upon t he 

introducticn and adaptation of non-Sa moan ele ments int o the 

dance of the selected village or district. 

3. A comparative study of selected move ment motifs 

in the various traditional dances of Sa moa, Hawaii, and 

Southeast Asia. 

4. A definitive, historical study of the Hula . 

5. A comparative study of mens' dances in the Poly

nesian cultures of Hawaii, Samoa, Tonga, Fiji, and aori of 

New Zealand. 
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6. Th~ development of a suite of ethnological dances 

based upon the folklore and legends of Mau i, the hero of 

Polynesian culture. 
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APPENDIX A 

A GLOSSARY OF POLYNESIAN TERMS 

Samoan Ter ms 

AISIGA. An entertaining progr am of son g, danc e , and dr ama , 

held to raise money for public wor ks . 

AUALU MA. An association of girls and un ma rri ed women in a 

village. 

AUMAGA. An association of boys and young me n in a vi llage . 

FAA SAMOA. The Sa moan way of living. 

KAVA. An intoxicating beverage made throu gh out Pol y nes ia 

from the rool of the Piper Methysticu m. 

LAL!. A "slit drum" made from the hollowed section of a 

tree branch; the middle of three sizes of "slit dru ms". 

LAVALAVA. The wraparound skirt worn by men. 

LONGO. A "slit drum" made from the hollo1ved section of a tree 

branch; the largest of the three sizes of "slit dru ms". 

MALAGA. A ceremonial journey made by the inhabitants of one 

village to visit those of another village. 
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MANA. The Polynesian concept of strong s piritual po wer be 

lieved to be inherent in particular individu a l s and in 

specific objects. 

MA TAI. A noble. 

MANAIA . The heir of the chief. 

NAFA. A "slit dru m" pla yed by beating it 1t,1ith t wo stic ks . 

NIFO OTI. "Tooth of Death," the wood en swo rd now used in 

the Sa moan Sword Dan ce . 

1 0FE. A "bamboo organ" ma de of several ba mboo pi pe s pl aye d 

by striking the ends of t he pipes on the ground. 

PATE. A "slit dru m" made of the hollo wed section of a tr e e 

branch; the s mallest of t he thr ee sizes of "s l it 

drums. 11 

PULETASI. An ankle length wr apa round skirt wo rn wi t h a 

thigh length, sleeved overblouse by Sa moan women and 

girls. 

SIAPO. The cloth made from the bar k of t he paper mulberry 

tree. 

TA'ALOLO. The reception given to welco me distinguish ed gu ests 

to a vil1age. 



TAUPOU. The official hostess of a villa ge wh o is gr anted 

specific privileges and must ass ume part icul ar r e 

sponsibilities. 

Hawaiian Term s 

128 

AI-LOLO. The formal graduation of a class of da nc ers f ro m 

a Hula school. 

AKUA. A god; divine. 

ALII. The aristocratic class or a mem ber of this cla ss . 

AMI. A hip rotation executed in th e perfor ma nce of t he 

Hawaiian Hula . 

HALAU. In ancient Hawaii, a school at which the professional 

Hula dancers were educated. 

HAPA HAOLE. Modern Hawaiian songs wr itten in the Engli sh 

language. 

HEIAU. A temple dedicated to the pagan gods. 

HO'AEAE. A style of chant used for love c hants. 

HOLOKUU. A long, tight-fitting dress wi th a train attached. 

HOOPA'A. A category of dancers who perfor med the s itting 

dances, played instruments heavier in weight than the 

o1apa, and were older than the olapa. 
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HOPEK UMA -HULA. The assistant teacher in the Hul a sc hool s of 

ancient Hawaii. 

HU'ELEPO. A less formal graduation of a c las s of danc e r s 

than the ai-lolo. 

HULILI. A child's spinning top, so meti mes us ed by da nce r s 

as a means of accompaniment. 

ILIILI. Castanets ma de from lav a stones so meti mes pl ayed by 

dancers as a means of acco mpan ime nt. 

!PU HULA. A gourd dru m sometimes p l aye d by danc e r s as a 

means of acco mpan i men t. 

KAALAU. Two solid coffee- woo d stic ks so meti mes use d by 

dancers as a means of acco mpa ni ment . 

KAHUNA. The professional class or a memb e r of this cl ass . 

KAHOLO. A step executed in the Hawaiian Hula . 

KAONA. The inner, metaphysical meaning a nd po wer of t he 

words used in a chant. 

KAPU. A taboo or prohibition. 

KAUWA. The slave class or a member of this class. 

KEPAKEPA. A style of chant involving a r hy t hmi c recitation. 
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KIKEPA. A garment of ancient Haw aii; a sh aw l knot te d on one 

shoulder and draped under the opposit e ar m. 

KLI MA-HULA. The teacher and director of a Hul a s cho ol. 

KU MULIPO. An ancient Hawaiian chant pert a inin g to the c r ea 

tion of the world. 

MAKAAINANA. The peasant class or a me mb e r of thi s cl ass . 

MAL O . A 1..,, r a par o u n d g a rm e n t r e s em b l i n g s vi i m 111 i n g s 11 o r t s w o r n 

by men. 

MELE HULA. A style of ancient cha nt us ed t o a cc ompany da nc 

ing. 

MUUMUU. A garme nt introduced by t he Chris tia n mi ss i on a r ies 

in the nineteenth century ; a l ong, loo se , f ull gown 

worn by v.JOmen, stemmin g fro m th e "Mot he r Hubbard" 

worn by New England women. 

OHE KA'EKE. The bamboo pipes struc k against a stone or up on 

the floor as a means of accompani ment for dancin g . 

OLAPA. A category of dancers who perfor med t he stan d i ng 

dances, sang, and played various instru ments of lig ht 

weight. 

OLI. A style of chant used for dirges and prayers. 
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PA-HULA . A graduating class of dancers in a Hula school. 

PAHU . A wooden drum of sev era l sizes with a sharkskin hea d. 

PAHU HULA. A dru m used for accompanying Hula dances . 

PAHU HEIAU. A dru m used for cer emonie s conducted in t he 

temples. 

PA'U. A garment of ancient Ha~vai i; a skirt of ~. gathe r ed 

around th e wa ist and extending to just below th e knees . 

PU'ILI. The ba mbo o rattl es so meti mes used by da ncer s as a 

means of accompaniment. 

PUNIU. A drum made from a cocon ut she l l, st ra pped around 

the knee of the musician, and pl ayed to accompany 

specific dances. 

TAPA. The cloth made from the bar k of the paper mul be rry 

tree. 

TI. The trees of the genus cord y line wh ose broa d leav es are 

used for making skirts worn by fe male dancers. 

UKEKE. An instru ment of ancient Hawaii si mil a r to t he jew's 

harp. 

UKULELE. A small guitar of Portuguese origin. 

ULI'ULI. The gourd rattles used by dancers as a means of 

accompaniment. 
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UNIK I. The dance debut of the gr adu a tin g dancers wh o parti

cipate in the ai-lo1o. 

UWEH E. A step executed in the Hawa ii a n Hu l a . 



APPE ND I X B 

ILLUSTRATIVE QUESTIO NS USED AS GU I DE LINES IN 

CONDUCTI NG PE RS ONA L I NT ERVIE WS WITH 

AUTHO RITIES ON SAMOAN AND HA WA II AN 

MUSIC AND DANC E 

Samoan Authoriti e s: Va t au Beck , Si ma Manu ma neun a 

l. What is the main function of danc e i n Sa moa? Was it 

different before th e mis s i ona ri es arrived? What ch anges 

occurred? 

~ 2. Who compo s es the dances pe r fo r me d in uni so n for special 

occasions such a s Fl ag Day? 

3. Who co mposes the son gs us ed f or acc ompanying specific 

dances? Are there prescri bed d isc i p l ines or regulations 

which the composers are re quir ed t o fo l low ? 

4. What are the favorite danc e s i n 

or town)? 

(ho me v illage 

5. Are the dances which the Sa moa ns perfor m he r e in Haw ai i 

similar to those which the y perf or m i n t he ir nat ive 

island? 

6. What are the similarities and/or d i fferences? 
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7 . I understand that you were a taupou before you ca me to 

Hawaii; will you tell me abo ut the duties and privil eg es 

of being a taupou? (Vatau Be c k only.) 

8. What are the criteria utilized for eva lu at in g a "good 

d a n c er 11 i n Samo a ? 

9. Are there differences in the danc es performed by th e men 

and by the women? What are th ese differences wit h 

respect to content, sty l e, the ma tic s our ce s , sp eci f ic 

movements, et cetera? 

10. At what a ge s do individuals begin to dance in Sa moa ? 

11. Are some Samoan dances more po pu l a r wit h one sex or ag e 

group than others? Pl ease c l arify wi th respect to 

specific dances and reasons attribute d to age and s ex 

preferences. 

~ 12. Are specific dances traditionall y perf or med on particu

lar occasions? Please explain the dan c es and t he occa

sions. Are particular co s tu mes gene r ally worn for t he 

performance of specific dances? Please identify. 

Hawaiian Authorities: Moani Keal a Woo d , Virginia Lo ga n 

1. With respect to the po wers of ka on a, how were the a ncient 

chants composed? 
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2. What different types of Hulas are there? Are t he re any 

types which you can r emembe r fro m your child ho od but 

which are non-e xistent tod ay? 

3. How were the profession a l dancers t ra in ed in the Hu l a 

Halaus? 

4. How does the training of danc ers today differ fro m that 

of their predecessors? 

5. How has the movement chan ged in the va riou s Hu la s? 

Please be specific with respect to a ll_ changes. 

6. As a choreogr aph er, director, and teacher, ho w do you 

choose the co st umes for the danc e rs to wear in the per -

formance of particul ar dances? (Moani Wood only) 

7. What do you think are the significant occasions for 

dancing in Ha waii at this ti me? Pl ease be sp ecific . 

8. What were the pri ma ry occ as ions for danc i ng when you 

were a young girl? 

9. If the occasions for danc ing differ, please explain the 

changes and why you think they occurred. 
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