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ABSTRACT

The latest development of education mandates the inclusion of health
and music as embodied in the Secondary Education Development Program
(SEDP), particularly the New Secondary Education Curriculum (NSEC) which
integrates Physical Education Health and Music (PEHM). This study is a
developmental research using baseline survey and creative approach to
development punctuated by normative-descriptive method of evaluation,
using a questionnaire, as principal instrument in gathering data. The cultural
practices of the different municipalities in Samar which were made as the
basis for creating the Samar Folk Dances and the songs associated with them
are the following: (1) courtship ordeal for “Waray-Erit”, (2) mat embroidery
for “pahot-Pahot”, (3) gangsterism for “Llatak-Latak”, (4) shell craft for
“Binuskayan”, (5) rice farming for “Sinadukan”,and (6) religious for
“Pagdayag”. in the light of the foregoing findings the following conclusions
are made, the cultural practices of the different municipalities in Samar are
reasonable bases in creating folk dances and songs. The different dance
components are common consideration for all creative folk dances. For the
recommendation, the Waray-Waray, particularly the Samar cultural heritage
should be preserved and perpetuated, especially through the dances and
songs. The different dance components should always be taken into

consideration in creating folk dances.
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Chapter 1

THE PROBLEM AND ITS SETTING

Ore of the major concern of the Cultural Society of the
Fhilippines is to preserve what are already existing and  to
create  many more in terms of supplementary aspects of the

Toundation of

i
it
il

Filipina Culture. Freservaltion &
development, sSprings new dimensions to the creative spirit
af  the Filipinas to effect peositive changes in the socociety
for the envichment of cultural and assthetic values

Along this line, the government endeavored to integrate
culture  into  the FPhilippine FEducational System, thereby

making it as one of its major components. Im later years it

included sports to ensuwre the physical fitness of  the

eilis

enry &8s & responsibility of the school. This idea
gxdpandad the area of phyeilcal sducation to include education
sports, henos bthe Mew FPhysicael Education and School  Sports
(Mew FESS  Frogram). The latest development in education

mancdates the inclusion o f health and music as embodied in

the Secondary Education Development Frogram (SEBE Y,

Yianuario F. Gonzales, "Freservation and development of
Filipino Culture", Fhilippine Jowrnal of EBEducation, July 30,

1989, Viol: XVIIy NE: B2 bs JI2
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particularly the New Sescondary Education Curriculam (NBEC)
which integrates Fhysical Education, Health aﬁd
Music (PEHM) =,

s a vital component of humsnities  and ‘Félated
disciplines, FEHM plave a significant role in the
development of a well-balanced personality of an individual.
Among the common approaches to the attainment of the goals
ang objectives of PEHM are dances and songs. The purpose of
dance and music education is not necessarily o produce
professional dancers and musicians from among high  sohoel
ard college studsnts bult to give them the opportunity to
participate in wholesome activitiesz that may develop their
capabhilities inte considerable levels as  to  be [Tt
acceptable to the greater majority of the ﬁempleﬁ.

fccording  to F‘Dll45 teachers in  physical education
shouwld offer the students a variety of dance and musical
gxperience to enable tﬁem to appreciate physigal activities,
strenuous  they may be. In doing so,  the ﬁkudenta aan

convert their sacrifice to unconsciouws enjoyment a5 they

SIhid.
“Thid.

4Tc:rm e Poll, Complete Handbook of Secondary Dance
Artivities, {Mew Yorks FParker Fublishing Co. Incug;?BE),
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develap peychomotor coordination.
e

fiz described by Aguino™, rhythmic movements were  among
the most primitive human reactions, so it is not  strangely
surprising  to find these movements developing into dance
characteristics of national significance to various ethrmic
OIS .,

It has been observed by the researcher that local folk
dance in Samar truly display such unigue ocharacteristics,
distinct into background and distinct in story they want to

convey through thelr movements and costumes as to be at  par

with those of other provinces. Some of these are the Samar
Folk Dances of Miel. It is, however, deplorable to note
that as we progress, we tend to disregard the culture of the
past, thus allowing  them to gradually  fade away almost
unnoticed and unmowrned. We seem to have little or no  time
at all to look back to the customs and practices of our
forefathers, so carelessly, that we allow them to slip away
in favor of the fads and crases of the modern world.
Mevertheless, the DECS, through its program  cultoural
revival o ls trying to retrieve the precious legacies of  the
past  to  perpetuate what 1s desirable in our cultursl

heritage. Tt is  this positive gestuwre of the DECS that

L~
“Francisca Reyves Tolentino—dquino,Fundamental Dance
Steps and Music, (Manila: Silver Burdett Co. Inc.,.1970),p.2%




mativated, this researcher to investigate intoe the existence
of original dances of various places in Samar through actual
contacts with living folks who cuuid provide reliable
information on the authenticity of cultural practices as
depicted by the fold dances of the past. |

With those information obtained from the old folks are

baseline data, the resesarcher created folk dance
representative of wvariouwus places together with their
respective musical scores. To c?ystallize the message

behind these crested Samar dance, as reflected of the lyrics
of  their music, she organize.a cultwral dance troupe  to
demonstrate the original movements and costumes. I¥ this
venture will be proven to be acceptable to the Samarefos,
she will continue to create more folk dances and  their |
musical scores to perpetuate the management of the cultura}
group for future consumption and viewing pleaswre of the
public, so that this creations will continuously serve as a

springhoard to the physical-cultural development of

Samarefios as & major ethnic group among Filipinos.

Theoretical Conceptual Framework
This study is Founded to the ' theory enunciated by

Cruzada® who believes that Filipinos are considerably

Sgilveria M. Cruzada, "Original Filipino Creationsg",
Panorama, April 2%, 1974, Vol.IIl, No. 2, p. 1.



ingenious people. If given the opportunity, they can
demncnstrate their ingenuity in a variety of ways as evidence
by a good number of Filipino creations ranging from ;cience
and technology to arts and ousic, such asi  paintings,
fashion, dances and songs. This artistic climate is ocbvious
among popular songs, innovative modern dance, and preserved
artifacts exhibited at museum and galleries. .

The foregoing creative potential is given impetus for
sustained development by certain provisions of DECS Order
Mo. BE: s 19907 which recognizes  and underscores  the
-iﬁpmrtance of physical education as a promoter of moral  and
socio-cul tural values %nd as a delivery system for
development of h=2althy and alert citizenry. Fhysical
education is thus viewed as a significant component of the
educational process that contributes to the enhancement of
physical, cultursl, gncial, moral, ancl intellectual

developnent of students at all levels of education. Present

day social realities and requirements have added new
dimensions to  these traditional concerns of physical
education. Bpart from promoting the overall personality

development, physical education is now sesm as & discipline

that is instrumental

7DECS Order No. 58, s. 1990.



in the revival and preservation of the Filipino cultural
heritage in terms of indigenous games, sport&, songs and
dances.,

Figure 1 shows the paradigm of the conceptual framework
illustrating the input, the throughput, and the oubtput
variables towards the davelqpment and progress of "the study.
The first frame includes the cultural practices
representative of the different places in Samar, the songs
identified with the cultural practices, the castumes and
materials associated with such cultural practices, and the
financial resources needed as inputs for the conduct of the
study. The 5ecaﬁd Fframe contains the throughput - or
development process in terms of writing and recording the
musical scores to dnclude the lyrics and  the musical
natgtiunﬂ the organizing and costuming the dance troups, and
the rehearsals for the refinement and rhythnic movenents.
The third frame includeg.the gupecited output consisting of
creative Samar dances and their musical scores, the
organized cultuwral dance troupe, the cultural prezentation,
antd the initial assessment on the acceptability on the
created dances to the public. The base frame is the overall
gvaluation by the thesis committee, incluading the ressarch

paper.
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Statement of the Problem

The purpose of this study was to create Bamar folk
dances as springboard ta physical-cultuwral development in
the province of Samar. It likewise, organized and
maintained a cultural dance troupe which eventually provided
opportunity for educational program management in  physical
gducation as reguired by the curriculum being pursued by the
researcher . Spﬁcifiaally; it sought answers to the
following guestionss

1 What are the cultural practices in Bamar which bé
made as bases in creating folk dances?

2. What are the components of each of thess creative
dances in terms of:

2.1 nature and characteristic of dance?

2 number of dancers?

2.3 costume and paraphermalia?

2.4 basic step patter

2.5 tempo, time signature, and meler?

2.6 Fformation and its variations?

2.7 ATigures and dance steps?

2.8 performance time allotment?
Z. To what extent is sach creative dance acceptable as
perceived by the PF.E. students, F.E. teachgrag and  the.
viewing public with respect to:

F.1 appearance and color harmony?



5.2 economy of costume and paraphernalia?

3.3 authsnticity and originality?

.4 relevance to the title of the dance?

2.8 Formation, fTigure and step variation?

H.d rvhythm and musical variation?

3.7 dinterpretation and meaning?

3.8 performance time allotment?

4. Are there significant difference in the perceptions

of the F.E. students, F.E. teachers, and the viewing public
ot the acceptability of the dances with respect +to the

foregoing critsria?

Hypothesis
1. There are no significeant differences in  the
parceptions of +the P.E. students, P.E. teachsrs, and the

vigwing public on the acceptability of the dances respect to

the foregoing criteria.

Signif] ? the Stud

This -study o the creative Samar folk dances as
springboard to physical-cultural develnpmené af Samar was
conducted in response to the need for the preservation of
the existing Filipino cultural heritage and for the creation
of more in addition to what are already obtaining in muf

culiwre as the precious legacy of our forefathers.
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The Fhilippines is represented by several ethnic groups
like, Tagalogs, llocanos, Cebuanos, Ilongos, Waray—Waray,
Hicolanes, and a variety of cultural minorities too numerous
to mention, each having its own distinct culture which
constitutes an integral part of Philipping socisty as a
whole. A1l these sthhnic culture have contributed to  the
identity, however, are gradually féding asway due to the
advent of modernization and influence of present— day
civilization. ‘

n the basis of the foregoing situation, the Fhilippine
Government has instituted various measwres to counteract
thizs trend of development by mandating ouwr people, through
the educational system, to preserve ouwr culture for the
congumption of our future generstions.

The harness the creativity and ingenuity of ocur people,
the educational system, through the different curricula,
encourages teachers, students, and private individuals to
create or invent that would help perpetuate ouwr  cul tural
heritage.

This study is one of the‘timaly responses to this call
of the times because it aimed to create indigenous  folk
dances representative of Bamar LCulture.

The resglt of this study will be significantly
beneficial to students, teacheres, ressarchers, administrators,

and to the government in general, for it will provide



i1

insgights into the mechanics of cultural preservation and

developnent.

To the students. The students in  physical education
will be benefited in te}ms of opportunities to participate
in wholesome bodily activities that will develop their.
physical. intellectual,; social, cultural and esctional well-
being which are indicative of % wel l-rounded personality.

To_the teachers. The teachers, sspecially in physicsal
education, hesalth and music,will be afforded the chance to
manifest  their talents and maximize their creativeness,
ingenuity and their managerial and pedagogical capabilities
for which they may be recognized and rewairded in  terns of
promotion and incrsase i salary.

To other researchesrs. Other ressarchers will also

bearefit from the findings of this study in terms of  inputs
to  their own researchers, thereby encowraging  them  to
venture into invenbtions, creations, or at least innovations
that may distinguish them from the rest of the ressarchers.
To adminisirations. The resulte of this study may
provide the administrators the insights  into o plighé
of teachers and researchers, especially those having to  do
with the needs and problems of  their swubordinates, thus
making the supportive of any desivable program, project or

undertaking for the isprovement af their institution and its
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constituents, in terms of physical-cultural development.

Jo  DECS, Samar Division. One of the DECS thrusts is
curricalam, and instructiconal material development. This
deveimpmental work therefore, fits inte the particular
concern which will contribute toward the development and
utilization mf the coreative Samar songs and Dances

o

representative of Region 8; at the same time promote  the
goals of physical education and school sports of the DECS.

To the government. The benefits that may be derived

from the results of this study will certainiy contribute to
the =ublime tashk of nation building which is  the overall
responsibility of BRIy guvernﬁentn This cultural
contribution will surely from a part of the pmoi of Filipino
cireations. [t is only when this responsibility is realized
that +the government shall have fulfilled its goals and
ohijectives in preserving the trug Filipino identity.

Jo the Samarefios. This study will also benefit the

Samarefos not only in terms of entertainment but also  in
terms of cultural and prestigious legacy , thereby
encouraging every talented Saparefios to ventwre into similar

creations or inventions he can call his own.

5 | Delimitati

This study focused on the creation of Samar Tolk dances

based. on the preliminary swrvey of the cultural practice
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representative of various places in Samar, {see Map on  the
nert pagel together with songs identified with such cultural
practices which are distinct from one another. This venturs
also included the organization of a cultural dance troupe as
a vehicle for the execution and presentation of the dances
and songs thus created, as well as an opportunity to exhibitit
the teachers’ pedagogical apd managerial abilities,

The cultural practices represented by the dances and
songs  covered by this study are those that are not yet
gepicted in the book published by Miel entitled Samar Falﬁ
Dances.

The six Samar folk dances created %ﬂd presented for
evaluation are-as follows: (1) Waray Erit, (2) Fahot-
pahot, - {3} Pagdayag each of which are described briefly in
the subseguent ﬁarag;aphsu A more comprehensive description

of each is found in Chapter 4 as narration.

Defipiti P

To facilitate understanding of the nature and contest
af this study, the following terms are defined as applied to
this particular investigation.

Art. The term refers to the power of performing an
action acquired through study, obhservation or experience.

This imclude music, dance, dramatics, paintings, drawing and



4
L &
O
A
—}
xT
rm
s
Z.
n
>
=
>
o)

MATUGU ' o

O

STy GANDARA  SAN JOSE
@TAGA?UL-AN SIZ MARGARITA DE BUAN
: @]
_ Qmesmehfm SAN JORGE
ALMAGRO 0

VILLA LUBOS
TARANGNAN
S10 Ni}‘\lo "':

) n JABONG
et (-MOTIONG

N¥3LSV3

LUMARRAS shgtw\snm '

HINABANGAN
FINABACDA O
L) GALBJGA

dVIVS

_ C)VILLARE
TALALORA

STA.RITA
)

rE GEND g | 4 EASEY

RESPONDENT MUNICIPALITY - RED S:p: <.

AN JUANICO )
SAMAR BRIDGE (lsnseur
BASEY SAMAR TARANGNAN, SAMAR .
CATBALOGAN, SAMAR :
PAGSANGHAN, SAMAR T \/ §
GANDARA, SAMAR o
‘ W
ROAD ~ ~ - = =~—" \

. o
BRIDGE - - -~ i \

MAP OF SAMAR

SHOWING THE LOCATION OF RE SPONDENT
MUNICIPALITIES



15

pthers having to do with psychomolor perfmrmance.B

frt Song. This is a song accompanied by physical
performance reflective of its meaning.

Afuthenticity. Btate or guslity of being authentic

anthoritative or genuine.

Color harmony. &s used in this study, it refers to the
wholesomeness of the relationship of the colors with one
another that fTavorably appeals to the sense of beauty.

Composer. Az used in this study, this applies to the
person who wrote the lyrics of the mu;ical scores together

with the notations and sounds effects thereot.

Coordination. This is the state or relation o f

harmonious adjustment of actions as of the muscles and  the
mind in producing various mmvements.q

Creative dances. As wesed in this study. this refers
to  the dances originated by the proponent as distinguishsd
from those éhat a;e already existing.

Dance. This iz the continuous movement of the body

to the rhythm of the misic intended for it as an expression

SWilliam D. Halsey and Lowis Shores, Merit Students
Encyclopedia (Crowell Educational Corporation,l1971),.p.189.

7 coliiers Encyclopedia 1978. Volume VIII, p.207.



14

of an idea or enotion, as an outlet of surplus energy  of
source af jmy,lﬂ

Dance msovement. This is & kind of locomotion

characterized by figures and steps that go with the music to

depict ideas and feelingsull
Figure. . This is one of the regular movements or

division of a dance, in which & certain set of steps or

1z

evolution is completed. '

Indigenous. This signifies the original or authentic

rharacter of songs and dances coreated by the proponent based

oy the cultural practices, customs and traditions of certadin

localities representing ethnic groups in different
societies.
Music. This refers to the manner of using voice of

instruments to produce distinctive sounds as background or

ancompaniment to the dance movement as  inlterpretation or

13

i

erpression of certain ideas and emotions,

10 Encyclopedia Americana. International Editionm, Vol
8. {(Brallier Incorporated, Danburry, Connecticut, 1983},
Py 4b6%.

Wipia,

hehster's New World Dictionary of the American
Language (Second College Edition), Somon and Schuster Inc.
Copyright, 1986.

oscar Thompson, The International Encyclmpedia of
Music and Musicians. (Mew York: PMead and Company, 1979).
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Musical arranger. This term appliss to the perszon who

systematizes the lyrics, the sound effects, the notations,
and the tempo in coordination with the rhythmic movements of 7
the dance created.

Musical scores. This refers to the music ocomposedd

or the dances created, including the lyrics, notations, and
sound  effects relative to the rhythmic movement for which
they are intended.

ﬂriﬂinalitv; Az used in this study, it is the quality

of being inventive or creative in nature.

Relevance. This terms refers te the appropriateness of
the dance to the title, to the occasion or to the time for
which it is intended.

Bhythm. This applies to the regular recurrence of
grﬁuﬁed strong and weak beats or heavily and lightly scented
tone, in alternation and arrangement of successive tones
usually in meEasure according to their relative accentuation

and duratimn.14

i1t iam Benton, Encyclopedia Britanica., Vol. B,
{Chicagos Encyclopedia Britanica, Inc., 19735).

1 febster Comprehensive Dictionary (International
Edition, VYol. 2, Iz ] Terguson FPublishing Company,

Chicago, Copyright, 1987.
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Variation. This is repgtiticon of a theme or musical
ides with changes or embellishment in harmony, rhythm, key,
pto., gspecially any series of such repetition developing a
15

single thems.

Viewing public. The term esfers to the people  that

compose the auwdience who viewed the cultural presentation of
the cresated Samar dances and included as samples of ong  of
the categories of respondents who evaluated the degree of

acceptability of the dances per se.

18yepeter Compirehensive Dictionary {Internaticnal
Edition, WVol. 2, dJd3 Q. Terguson  Fublishing Company,
Chicago, Copyright, 1987.



Chapter 2

REVIEW OF RELATED LITERATURE AND STUDIES

Studie=z and various literaturs materials pertinent to
the invegtiéatinn were reviewed in ocirder to give meaning and
substance to this study. As presented in this= chapter, the
following sources will serve as guide to the researcher in

the conduct of her study.

Related Literature

Fhilippine literature of folk dances and folk dancing
is domirated by Aguinc’i® the acknowledge pioneer in  the
preservation of native Philippine dances as well as  the
collection and subsequent publication of the same.

8ince Aguino pioneered the study of folk dances in the
Fhilippines, there. have been many researchers done along
this line of our culture. As early as 1924, she started the
collection of folk dances, songs, and ganes,

17 was then published

The Philippine Mational Dances
and was Tollowsd by Philippine Folk Dances in four volumes.

Fhilippine NMNational dances contains fifty—four dances with

10 rancisca Reves Tolentino—Aguino, Philippine Folk
Dances and Bamgs., (Manila: Silver Burdett and Company, Inc..
19837 .,

Francisca H. Tmlantiﬁo—équinon FHilippine MNational
Rances, (Manila: Silver Burdett Co. Inc., 1978).

ig
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their corresponding musical accompaniment, Lllustrations,
diagnosis, photographs of  the fundamental positions
performed, dance terms, and dance step. Classifisd and
graded lists of thess dances have been added to the
alphabetiéal index for the guidanhce of t@acherﬁ.- Fart .of
the data collected was used in a masteral thesis which was
later published as & bhook entitied "Fhilippine Folk Dances
and Games.,"

The contents of the book were represzentative of  the
different localities and provinces since many dances  were
gimilar to one another, only the beauwtiful.: interesting and
puﬁula; were taken into consideration. The games and dances
were clearly described, fully illustrated and graded for
difficulty.

Rh&thm and Dance as corystallized by Hucherlap in
addition to developing creative self-expression,can also aid
in  the development of social, esmotional, and physical
gualities of children. The person whn teaches dances in the
elementary schoel, usually the classroom teacher or physical

gduration teacher, determine the outcomes achieved in  the

PO am of rhythmic sl dance activities.

18charles (239 Buac s, "Fhysical Education for
Children" Movement Foundation and Experiences, ( New York:
MeMillan Publishing Co. Ine.. 1983), p. 260
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The person responsible for  teaching dance should
express a love for movement and =sense of rhythm, It  the
teacher who feaches ‘dance is not strong in the musical
aspects of dance, close cooperation with the muéic teacher
is advisagle,. Bles the teacher of dance should try to
develop the necessary musical competencies such as  the
ability +to analyvze dance movemenit and a knowledge of the
rhythmic elem@n£5 of music. The teacher of dance does not
have to be a professional dancer, because dance 1is bounce
with the =same elements of rhythm as inm the temporal aspect
af music.

Aside from his published books, Aguino, also wrote
articliles along the samg lins. One of these articles,
"Dances of the Fhilippinest?" dealt with the different
gthiric g;nups.

Aguing says that the first among these dances are the
Negrito tribal dances in the mountains of Bataan, Zambales,
and Tarlac and those of the Igorots of the high mountain
valleys of Morth Central fLuron. Among these ethnic groups
are Tound the most authentic of Philippine dances. The
sacond  group of dances are varied, exetic,and mysterious.

They are reflective of the Arabic and Indo-Malayan Culture.

17erancisca F. Tolentinc-Aguino, "Dances of the
Fhilippine" ,Fhilippine Quarterly, 2:l, October-December, 1930
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The third group of dances is composed of the Spanish-
Evropean dances of the Christian lowland Fiiipinus who
adopted and blended the different western dances with thedir
pwn culturse. Consegquently, these dances are softer, gayer,
and free in maovemeEnts.

Still another article by Aguino®® takes note of the
conservative side of the Filipino in the relationship of man
arid  woman as shown in their dances. Their is little or no
bodily contact at all.

She also noted that regiocnal and occupational
differences account for the differences among the dances.
Fenple whose abodes are near the ses sing and  dance  about
fishing and boat rowing: those in mining regions depict gold
planningy in the coconut region,; some of these dances use
coconut  shells; and among rice planters were depicted by
Fice— planting, harvesting, threshing, pounding and
winnowing, in their dances. In places were life is easy,
like the Visavan, Tagalog. and RBicol regions, the dances are
usually gay and boisterous. Where life is hard and money is

scarce; like in the llocos regions the dances are sad, slow

and mournful o

EQF" F. T. Aguine, "Filipino Folk Dances', FMobilways.
221, Jduly, 1983,



Fussel®l outlines three considerations that teachers
shouwld attend to if they are to help the child to  grow
creatively through rhyvthmic and dance activities. First the
teacher @myst neot only increase his or her understanding of
movemsnts bul also must provide ways in which movements can
be used expressively as an art fmrﬁ, Second the teacher must
be able to select appropriate themes for movement lessons.
Finally, the itsacher should uﬁdarﬁfand the importance of
student-teacher interaction in the learning process.

Fusesl stresses that the teacher who consciously
endeavors  to teach creatively should be able to experience
%he fesling of expressive movement and identify with their
subiects, he it an didea, & thought or a movensnt.
Specifically, the teacher of the dgnce should realize that
the children in the kindergarten and grades one and two have
limited bachkgrounds. Therefore, they should be given
support  in Expressing their feslings in a creative @oanner.
Their fTocus be probably be limited to people and things in
thedrhademediote environment in the home, and local trips

Frudente, former Fresident of the Fhilippine College

L yohn Fussel, Creative HMovement and Dance for
Children, (Boston: Flays, Inc., 198%), p. 2. ’
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af Commerce (Mow Polytechnic University of the Philippines)
aptly describe the educational systes as agent of change in
this periocd of change. He impliedly said:

"The full development of individuasl is  the

bhazis for +the full development of societv. The
full development of society hinges in the full
development of individual citizen. Since the

educationsl system of those primarily tasked to

develop the yvouth in order that they may serve the

best interest of the entire sggiety, it must serve

as effective agent of change.*®

élejandr923 wirites that "the dance that eéist

in the Philippines today ranges from tribal dancing

in isolated regions performed in actual ritual to

the stylish revues of folk dances: group portraying

the variety of ethnic styles within the culture as

well as modern dance, ballet and social dance."

The Filipino chorecgraphsr and wiriter in the
international scene said that his book will serve even more
az stimulation to prove or to participate in moulding  our

future tham as a record of the past.

Related Studies
Our school has been doding both to prove into the past
and to mold owr fuatwre in folk dancing through research by

graduate students.

Chemesio Frudente, "Education in & Revolutionary
" Period", Philippine Daily Inguirer, April 10, 1979, p. 1é.

=
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iReynalde B. Alejandro. Philippine Dance Mainstream
and Crosscurrents. { Vera-Reyes, Inc., Manila, 1978},
p. 9.
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Cited here are some Filipino researchers who have studied
indigenous songs and dancees and correspondingly added danee

movenents into such songs.

One such student is Fajardmﬁ4 who published two volumes
gf Visavan folk dances in 19461 and 1964, respecitively.

In- a more specific venturs, Suarencs undertoagk the
study of dance in Ilcilo.

The studies of Fajardo and Buarezr both of which are
focused in the Visayas, strengthened the observation of this
wrriter that folk dances depict life itseif in any state and
at any 2ra. A3 the Visavans are gay and boisterous, so  are
their dances.

Hoth works presented the traditianai steps common to
all dancers. Included in Fajardo's volumes wers pilctures of
gifferent Yisavan costumss and & regilional classification of -
published Filipino folk dances. Suarer, for her part, wrote

that +the peculiar contribution of Visavan dances to the

nomenclature and repartory of Phllippine dances  are three

2% ibertad Fajardo. The Unpublished VYisavan Folk
Dances with their Respective Musical Bhores Found in MNegros
Occidental , (unpublished masteral thesis, Philippine Women's
University, Manila, 1984).

L et rons Buarez, "A Collectionm of Megrito fore
Unpublished Folk Dances from the Frovinces of Ileilo”,
{unpublished master’'s thesis, Central Philippine University,
Tloilo City, Summsar 1981).
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new steps; to wit: Yekis", the" heel' and raise polka" and
Mlusod” .

Another study of Visayan folk dances was undertaken by
Cabahug,26

In her re&aar&hg Cabahug, determine the distinguishing
characteristic of eight Eebuano folk dances and identified
the nature, costunes, msusic and ritusls associated with
them. The findings of her study include, as distinguishing
feature common to Cebuano dances, the use of the moderate
tempo, common costumes,and the use of common steps. Their
dances, are all festival; anniversaries, wedding, and
haptism in nature and content.

Although they manifest traditional modesty of
creativity, inspite of foreign influence the dances still
remained in their indigenous characteristics.

Cahahué concluded that, as of this time, native daqces
have remained more or less un@mdifiad gnd retained the
traditional features that had characterized the legacy of
the original native dance=s. This finding is confirmed by

the study of Qlipnsa27 among the T 'boli of South Cotabato.

2O@1oria V. Cabahug, "6 Study of the Fundamental
Characteristics of Bome Cebuanc Folk Dances". {(unpublished
master’'s thesis, Cebu Btate Colleges i984).

27 Tersito  A. Aliposa, "Resettled T ' holi Responses to
Integration Fraogram", unpublished dissertation, Asian
Center, U.F., Diliman, Quezon City, 198&.
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T boli®® songs and dances described the people’s
lifestyle and the natural environment, and callective
gxperiences of the group, and tHey reflect sonciety’'s
custom, belief system, valugs and attitudes. In short,
T'boli dancesz and music reveals the people’s encounter  with
people, people with matuwrs, and pgople with other coreatures
and supernatural beings. Thus, the T'boli dances are
ritualiistic in nature and manifest the cultural features of
people and =zociety.

Df the allied studiss outside of the Visavan region tée
woik  of Marbellagqiﬁ the most comprehensive as  far  as
resesarches available for perusal by this writer wee
concerned.

I like manner, in this 208-page book, Marbella fTound

out  that  Bukidnon dances  are  mainly rituwalistic,
recreational , and ococupational. These are performed during
weddings, fiestas, social gatherings and Kalinga for

iliness, harvest and initiation rites for the datu.

28 1hid.

“THermelin Ching Marbella, "Some Fundamental
Characteristics and Distinctive Features of Selected Central
Bukidnon Dances,” (unpublished master’s thesis, Cebu  Normal

College, Cebu City. 1979); p. &69.
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llike the T'boli the Bukidnon attribute a meaning +to
their dances indicated in their symbolism of movemsnts which
are taken from nature, or are imitations of phenomenon  in
nature, and that Bukidnon dances give us & view into their
culture which serve as mirror of their fesling and emotion
a5 & people.

The instrument used Ffor the accompaniment by the
Hukidnon g e —made thus signitying their
resourcefulness,

Marbella also observed that the dances that did not
require  musical instruments used only the feslt for rhvihms
and other special equipment like the leglets, palm  fronds
and brass rattles, as rhythmic accompanimert.

Another finding dindicated +that the dance steps
per-formed were alwavs done by the feet close to the ground
which mavybe explained by the fact that the Bukidnon
agricultural and therefore tread cleose to the ground.

The Bukidnon researcher recapitulated her book with the
statement that occcasions for dancing are many but all are
dependent on the kind of celebration or festivity fmr which
the dance is intended and that the recreaticonal dances are
generally mimetic in natuwre with dancers imitating in
pantomine the occcocurrences, character and gestures of animal
showing wvery close adherence fo nature, to depict these

dances .
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Noces~~ made the study with the aim of understanding
the Benguet Igorots better thirough their native feastivals
and  dances. She found out that the Igorots are friendly,
sincerg, hospitable, cultured and socially mature and are
musﬁc lovers. 8he suggested that one can develop love for
them by understanding their customs, traditions, sorrows,
and triumphs and treating them a&as co-sguals. &
parail@l study to  that of Noces is  the recent work of
Mata.31 She made a study on Igorot dances which she {found
out the depict the tribe as & happy.s contented, easy going
and optimistic people. The Igorots reveal their character
traits and religious and superstitious nature throwgh their
dances that are performed for the congecrastion of duties,
spirits ef anitmﬁ. She recomnends that some of these dance
be incorporated in  folk dancing coourses with a few
mudificatiap which would not destroy or alter the
educational and cultural values and the effectivity and the

artistry.

*UMargarita M. Moces, "A study of the Rengust Igorot
Throwgh their Native Festival and Dances® (unpublished
master of &rts Thesis, Northwestern Educational Institute,
Dagupan City, 1280}.

*lelema Mata. "An Analysis of the Folk Dances of the
Mowuntain Frovince and the Possibility of their Inclusion in
the FPhysicsl Education FProgram.” (unpublished master’'s

thesis, Baguio College, Baguio City, 1983).
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Molinaggg a gified Filipino musician, wrote an article
about ocur folk dances. He discussed the Filipi;a ability to
"Filipinize" foreign dances like the "polka" which is  the
naticnal dance of Czhekoslovakia, the "mazurka" from Foland,
the "Rigodon" from France, the "Waltzes" féum Bermany, and
the "Chotis" from Scotland. He further stated that the
Filipino versatility dis olearly demonstrated in many
instances sspecially in the arts.

Another allied study outside in the Yisavan region done
by Basobhas attempted to record and preserve Fangasinan folk
dances precisely to acguaint non-Pangasinanses with these
dance and create deeper interest in  the éppreciation o f
their culture."-

Az an offshoot of her attempis, Basobas found out  that
the name of Pangasinan dances are derived from the name of
persons or from movement which are imitaéians, énd that out
af the 20 dances, six are song dances which reveal the fact

that Pangasinanses are vocal in thedir affections using

dances as outlets of thsir emotions,

-~

*2antonio Molina, "Filipine Musical Heritage in Folk

Dances, "Comment", 1977, p. 3I0.
S Mamer -t Basohas, "¢ Study of Pangasinan Folk
Dances®, (unpublished master’s thesis, Morthwestern

o

Educational Institute, Dagupan City, 1981).



As to -the costumes the most common worn were the Balintawalk,
the Maria Clara and Ilocasno.

A smimilar study made by Sison—4 to contribute to  the
country’'s enrichment and provide materials for physical
education teachers, reveal the Lten original and authentic
FPangasinan folk dances were not any different from  those
other regions and that the same which were influenced by
Mistorical , geographical and sociological factors, are  part
of the cultural heritage and progress of  the people of
Pangasinan who are prowd of them.

Aricther similar study was conducted by Colinares.-o
Bhe studied the fundamental characteristice of the Haray of
Maorthern  Bamar  and  oakes & comparative amalvsis of the
distinguishing featwre of some Unpublished Dances of
Morthern Samar. Colinares made the following conclusions:
fa) the costume commonly used are the Balintawak and Fimona

for the girls and camiss chino and Rarong Tagalog  for the

bovs.

M yovita Bisorn, MSome Unpublished Pangasinan Folk
Barrces with their Musical Songs and Costumes", (unpublished

master's  thesis, Philippine Women’'s University, Hanila,
1785) .

FPanita Disz Colinares, "& Study of the Unpublished
Morthern  Samar  Folk Dances," Cebu State College, January
1987) .
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(b} the preference for colored pants is a reflection of the
practicality of an agricultural people ho must wear clothes
which cannot be easily soiled: (o) the 3/4 time signature
is  comoornly used with 1; 24 3, counting; {(d) running steps
are used in festival dancesi {e) the tempo is fastj and (f)
most  dances are of Spanish origin and have retained their
ariginal Spanish names.

Arbas-C made a study to that of Colinpares. Bhe
determnined the essential characteristics of Five Unpublished
Leyte Dances and their Distinct Features that differentiate
them firom one another. Her findings in Leyte is that they
are festive in nature. It projects their ocwn feslinogs of
religious beliefs and portrays their sorrows and happiness
pf every living. It is the desire of the Leviefios that
their own dances be known, appreciated and accepted to the
people in  the province and all other regions of the
Fhilippines. fis a whole Leyte dances have Teatuwre it can
call their own,: simply yet expressive of their feelings and

emnotions.

A study with similar setting was done by Miel®’ of

3Syictor Arbas, "8 Stuey o f the Fundamental
Characteristic of Five Unpublished Leyte Folk Dances: Its
Coprtribution to . the Cultural Trends in Education”

unpublished master’'s thesis, Cebu State College, Cebu . City
May, 1287}).

37 Juan C. Miel, Fublished Book of Samar Dances, 1975.
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Catbalogan, Samar and later published as & book. ' This
however covered the period when the whole island of Samar
was only one province. Miel picked at random a folk dance
Trom the Morthern part of the province and another from what

he called the Eastern portion of Samar Isiand. He observed

=

that Bamar Folk Dances have similarities with those of Ricol -

FRegions, this part being near Samar. Samar and Leyie have
many indigenous songs and  dances which  have ot been
published yelt by any researcher.

Miel’'s work is & compilation while Colinares’ ventursd
deeper into the fundamental characteristics and make &
comnparative analysis of the distinguishing features. .

Arteche’s findings on  her study o Leyvie-Samat
Folksongs reveal that the region has & wealth of folk songs
which have not been included in music books and referehces
used in ouw schools today. Acocording to har,‘ lL.eyte—Samar
falksongs have varied lyrical themes, which include didatic
songs, family life, friendship, love, cccocupational and songs
for relaxation and for special occcasions. Althouwgh these
songs  are common in both islands, variations in the melody
as well as in lyrics are noted among the folk songs. This
folk songs are zlowly disappearing because most of them are

untecorded since they have been transmitted through
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gensrations by oral traditions. o

Thus, this Fezearcher has taken up the challenge and
ventured into the study of some Creative éamar indigenous
composed Waray songs and dance movemgnts.

This present study is concentrated only on SOME
Territorial Municipalities din the province of Samar like
Basevy, Tarangnan,vﬁandara, Cathalogan, and Pagsanghan which
Miel did not cover in his study as previously discussed
under Scope and Delimitation. .

All  the observations of Miel's work and some other
Filipino researchers, theilr essential characteristics and
the distinct features of their dances are very similar to
the present study. However, ﬁu&h studies reviewed above did
Hmt go deep as what is done in this study. This study goes -
gdesper  inte the coreativity and the authenticity of the
possible titles in terms of meaning, content, wWaray
identity, the different stages of the composed waray songs
ang the execution of dance movement as well as how such

dances may be used for public consumption.

*Bresusita L. Arteche, An dnalysis and Adaptation of
Levie—Samar Folk Songs for Use in Music Education Classes,
unpublished dissertation, leyvte State College, March, 1982
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The present study intends to dig deeper into the
composition of Waray songs with lyrics and notations,
together with their creative rhythmic movements as

Springboard to Cultural Development in Samar.



Chapter 3
METHODOLOGY

This chapter discusses in detail the methodology with
foous on research design, instrumentaltion, validation of the
instrument, sampling procedures, data gathering, and
treatment of data, including hypothesis teaéing, together

with the statistical measures and their respective formulas.

Reseaxrch Design

This is a developmental research wsing baseline survey
arnd creative approach to development punctuated by
normative-descriptive methods of evalustion.

Haseline Swvey. The researchér visited old folks in
different municipalities to elicit information on different
practices, the songs identified with the cultural practices,
the costumes and'paraphernalia materiale associated with
such cultural practices, and the possible financial
resources for the purpose. The foregoing information served
as  inputs to the composition of =ongs to their lyrics and
notations into which figures and dance sleps Weire
introduced.

Creative approach. The reseasrcher reguested local

musicians to compose  indigenous  songs  relative  to the

distifct cultural practices and resources associated with

3&
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such practices. The songs songs bthus composed in terms  of
lyrice and melody werg provided with appropriate musical
notations and were tape recorded for formative evaluation
and further editing. The finalized songs were tape recorded
again as the musical scores for the Samar dances thus
created. The researcher then created fioures and dance
stepg Tor esach of the musical scores. bDince they were found
workable, the researcher organized s dance troupes.  to
perform  the rhythmic movemsnts, while at the same  time
prepared the costumes and their appropriate paraphernalia.
Rehearsals for refinement done during F.E. periocds or such
¥ . .
other time as scheduled for the purpose. 6811 the created
dances with thelr musical scores were replicated and " bound
inn & Tolder ready for use when needed., The tape recorded
music were reproduced for rehearsals purpaoss and the naster
tape was preserved for the final public presentation  and
evaluation by the respondents.

HMormative—descriptive svalustion. On bDecembeyr 16,

1992, a public presentation under video coverage was arrange
with the administration of Samar College. after which the
video waé replayed in a Betamax for evaluation purposes.
The researcher invited three groups of respondents  and
evaluators, mamely: (1) P.E. students exciuding the dancers,
2 FoE. teachers, excluading the parents of the dancers.

The pwpose of Heluding the dancers’ parents, and  the



researcher was to minimize, if not to avoid bBiases in  the
evaluation. The three categories of evaluators were given
guestionnaires or evaluation sheel as described (Al laf=3g
instrumentation . The respondents evaluasted the vtent of
acceptability of the created Samar dances in terms of the
following criteria as seen in the Betamas:

1. appearance and color harmony

eceonomy of costumes snd paraphernal ia

k3

i

- authenticity and originality
4. relevance to the title af.the dance
5. Fformation and step variation
6. hythm and musical variation
7. - dnterpretation and meaning
X 8. perfornance time allobtmenl

The wvideo btape was also shown during the final oral

examination of the researcher for final evaluation by the

panel of examiners.

Instrumentation

The instruments and other technigues used in this Eémar
dances and  their musical score. SBubsequently interviews
were resorted to in order to verify or cross check  the
réspmnses o the guestionnaires that were doubtful to  the

researcher.




Actual observation. Obviously, the researcher obssrve

the life and condition of the places he visited to  inswre
the authenticity and the originality of the eultursal
practices, the songs, and the local materials asspociated

thereot.

Validation of the Instrument

Im as much as the questionnaire was used to evaluate
the Samar dance, particularly on their scceptability te  the
public, the researcher initially emploved expert validation
by consulting his adviser and & good number of esxperts  in
FLE. and music to solicit sugoeretions for the improvement of
the instrumsnt. After such cmnsultatimn.the guestionnaire
Was initially revised incorporating a1l possible
suggesticons. The inditiaslly revissd gquestionnaire was used
in  the trial run conducted on December 4} 1992, three days
after the initial video tape recording of the dance made
aolely Tor this try—-oul,

During the trizl run ftwo F.E. teachers, 10 P.E stu-
dents, and 10 representatives Trom the viewing public coming
gifferent schools and districts in Catbalogan,Samar were
reguested to view the tape recorded dances and to answer the
initially revised qguestionnaire. They were likewise re-’
guested to give theilr comments and suggestions for the

improvement of the guestionnaire, ' Since there were still
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few suggestions, especially from the teachesrs and the view-
ing public, these suggestions were considered the final
revision of the questionnaire. Among the suggestions given
was the deletion of the items that intended to evaluate the
perfoarnsrs and the music. However, some respondents sug-
gested the inclusions of the performance time allotment as
the component of all the dances.

The public presentation of the six created folk dances
was made on the 10th of December under video coveragse. The
viden taps was used together with the guesticnnaires as

discussed under data gathering.

Sampling Procedures

fAs discussed in Chapter 2, Miel already published Samar
folk dances, representative of various municipalities on the
entire iszland of Bamar before it was divided into three
provinces Eut his work was limited to compilations, not
creation of folk dances. On this premise, the researcher
selectead only those municipalities whose cultural practices
ware rnot yet considered by Miel as mentioned under the scope
arnd delimitations, hence representative sampling for  the
municipalities involved. However, there waz no formal
sampling  technigue used to select the old folks fto be
interviewsd to elicit the baseline information on the

distinct cultuwral practices in different places. The
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researcher =zaw to it that at lesast or at most five old
fxlks with ages 5% and above would be interviewed for these
purpose to insure reliability of information given. Since
this study is developmental and creative in nature, the
information obtained from the old folks were only made as
basis in conceptualizing the study and in creating the Samar

Falk dances and thelr susical scores.

Respondents

e to the respondentz who evaluated to the extent of
acceptability of  the created folk dances, the researcher
selected +those who are knowledgezable to the cultuiral
feritage of the Filipinos. The researcher sampled at  least
ten F.E. teachere, major in Fhysical Educstion o those
majoring F.E. in their masteral studies, especially those
who have been members of the dance troupe; 50 PLUE. students
duly recomnended by their F.E. teachers bhased on  their

guperience in  folk dancing:; snd 50 representative of the

viewling public chosen whe wWere knowledgeable afid
enthusiastic sbout folk dances ang other rultural
presentationy  thus making a total of 110 respondents  who

were taken from different schools and territorial districts

in Catbalogan, Samar.
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Data Gathering

Before the ressarcher set up an interview old folks  in
different municipalities to gather bhaseline information for
the ocreation of Samar =ongs and dances, a permission was
sought From The Provimcial Govearnor through the
recommendation of the municipal Mavor of Catbalogan, Samar

who also wrote a letter introducing the resesarcher to  those

concerned.

For the composition of the songs with their lyrics  and
musical notation, the reseasrcher requested local musicians
like Roy Magbuhat, Roger Julaton, Art Ramasasa, and Amparo
C. Tizon, who were given by the researcher the basic
information on the cultuwrsl practices of the municipalities
involved to insure originality, authenticily and meaning.

To gather the data on the extent of acceptability of
the coreated songs and dances to  the respondents, the
researcher used the guestionnaire especially designed for
the purpose. fn this connection, the researcher scheduled
the Betamax viewing as described unqar the ressearch design
where the selected respondents evaluated the created dances

on the basis of the criteria prescribed on page 38B.

Treatment of Data

With +the exception of the baseline information which

have already been used in conceptualizing the study and in



the creation of the Samar dances and their masical scores,
the data that were gathered as a result of the evaluation
per Betamax viewing were recorded in a master shest,
tabulated analyzed and  interpreted gualitatively and
guantitatively using the most appropriate statistical
PO E S .

The extent of scceptability of the created dances were
evaluated by the three categories of respondents using the

five-point scale in the guestionnaire as Tollows:

8 - Extremely Acceplable ' {EA)
4 — Highly Acceptable {H&)
% ~ Moderately Accepltable (rMa)
2 = 8Slightly fcceptable {548)
1 - Mot Acceptable {M&G
T determine the difference or wvariance in the

assessment of the three categories of respondents on the
extent of acceptability of the created songs and dances  as
vipwed inn  the Betamax, the one-way analysis of variance
(BMNOVA) or F-test was used with the following formuclass

MSh
F =5

MSw

where:
F = iz the computed ANMOVA value

M8h = dis the mean sqguare between variables
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Mow = is the mean square within variables
Before applyving the foregoing formula the ressarcher

underwent the Tollowing steps:

88b
Step . 85t =
H8w
(EX3)%  (EXa)®  (EXg® (2T
Step II. SSh = + g p— -
F‘li b - N M
Btep III. S8w = 5SBL-85Db

bhere:
88t = i= the total sum of sguares of the variables
88h = is the sum of sguares between variables

858w = is the sum of sguares within variables

v
i

= smtands for summastion

¥y = is the perception of the F.E. teachers
X~ = ig the perception qf the F.E. students
Xz = iz the perception of the viewing public
I = iz the number cases under gach category
M = ig the total number of cases for the three

cateqgories

Before proceeding to step IV, the researcher prepared-
the following ANOVA table to fimd out what items were still
lacking.

A= the computation went on, the researcher filled up

the spaces represented by guestion marks and atter knowing
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what wereg missing, she proceeded to steps IV, ¥V and VI.

8g
Step IYV. 32 S —
gt
S5b
Step Y. M3h =
af
58
Step VI, MSw =
of

Finally, the researcher was able to compute the F-value
using the following formuilas
MSk
MSew
After the computed statisticsl values were obtained,
they wers cq@pared wmith the table values to find out whether
the computed value were significant at 0% level anmrgd their
corresponding degree of Tresdom. Nhe}a the computed values
weere grester  than the table values, the hypothesis were
projected. dWhen less than the table values, the hypotheses

vwere rejected.



Chapter 4
PRESENTATION, ANALYSIS, AND INTERPRETATION OF DATA

This chapter contains a detadiled presentation of  the
Creative Bamar Folk Dances slong with the common dance
terms,  the common dance steps, the common dance positions.
the Jfundamental position of the arms, the dance notation
symbols, the costumss in pictures, the descriptlon of sach
dance, the counting, the formations and the musical nota-
tiuns; Alsn dincluded in the presentation , analysis and
interpretation are cultuwral practices associlated with the
dance, the dance components, and the extent of acceptability
of each of the danceé by the three categories of respond-
ents.

Cult 1P Li f Municipaliti

1D S Bases for Creabing il
Samar Folk Dance

Tabile 1 shows  the cultural practices of the
muinicipalitiess in Samar as. bases for creating the Samar folk
dances.

Courtship ordeal. This cultuwral practice which is
true to all municipalities in Samar, subjects the gentleman
geeking the hand of & lady to a series of wordeals like
feteching water, pounding rice, splitting firswood and the

like, but doss not think of giving up if only to brmve the

44
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sincerity of his love. Hence, the "Waray Erit", meaning, no
retreat and no surrender.

Mat embroidery. This is both avocation and a
livelihood industry of Hasey, Samar where most of the
beautifully designed and embroidered mats are made for
export and  for local markets. Hence, the "Pahot-Pahot",
meaning embreidering.

Bangsterism. Thig activity is usually engaged in by
children and teen agers who are in%lueﬁced by spic storiss
and this is done as a pastime during long and christmas
vacations by two warring groups on a boundary of two
districts in Catbalogan, Samar and later extended to other
capital towns in the entire island., This is the origin of
"Latak—-latak" which means to kit an opponent.

Shell craft. In places like the island of Tigdaranawo,
Tarangnan, Samar where sea shells abound, the children

usually gather sea shells, the most common of which is

"Euskay", & small bhalf-egg shaped and tiny shell commonly
used as stones for local games like "Sunghka, "Bogoy",
"Tatsi", "Ringw", stoeters. Later, +these shells were

fashioned into necklaces, bracelets, choker, and beads for
vairious attire. Hence, the "RBinuskavan", a folk dance using

buskay as paraphsgrnalia.



Table 1

Eultural Practices in Municipalities in Samar as Bases
For Creating the Samar Folk Dances

Creative Folk

Cultural Fractices Bances Municipality
Courtship ordeal Waray Erit A1l Municipalities
Mat Embroidery Fahot-Fakhot _ Basey, Bamar
ﬁangﬁtariaﬁ Latak-Latalk Catbhalogan, Samar
Ghell Cratt Binuskayan Tarangran, Samar
Rice Farming Fimadukan Bandara, samae
Religious Ritual Fagdavag FPagsangharn , Samar

Rice farming. bDuring rice planting and harvesting, it

iz customary for farm girls to wear & broacd-be Lmmed
domel ike~center headgear called Y"Sadok" made of Anabaw
legaves to protect thesm from cain and sunshine. This is  the
prigin of "Sinadukan’ of Bandaras, Samar.

Religious ritual. In Pagsanghan, & former barangay in
Tarangnan, Samar but now an independent municipality, a
Fitwal called '"Pagdayvag'was common in adoration for the
Divine Child of Prague to implore his powsre and graces  in
order to heal the sick.

Creative Samar Dances and Their Components
s shown in Table 2-A-F, the crestive SBamar dances have

the following components: (1) nature and characteristics,
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{2} number of dancers, (3) costume and paraphernalia, (4)
basic step pattern (5) tempo/time signature’/ meter, (&)
formation wvariation, (7)) Jigures/dance steps, and (8)
performance time allotment.

Waray Erit. This 1s & courtship dance with three
pairs of bmyﬁv and girls and psrformed in three to five
minutes.

Pahot-Pahot. This is & mat smbroldery dance with 10
girls as danceirs.

Latak-latak. - This is characterized as a war dance

peeformed by six dancers all of whom are boys.

Binuskavan. This is a shell craft dance with siy
girls as dancers.

Sinadukan. This is a farming dance, pardéormed by
eight girls as dancers.

Pagdayag. This is a dance of adoration or ritual with

three pairs of boys and girls as dancers.



Table

2-B—F

Creative Szmar Dances and Their Components

=0

Name Hature | Mugber] Costune Forgationf{ Tempo/ Figures/ Basir Step Patters [Perforpance
of and of and Variation | Tipe Danre Gteps Tine
Dances  {Character-iDancers|Paraphernalia Signature Allotment
istic
Maray |Courtship {Three | Boys: Camisa Lively 5ix Figures 3 5 min
Erit  iDance pairs | de Chinp & V-shape 12/4 and
Boys & | Colored 3% tipe | Dance Sieps
Birls | Pants signaturafl, Heel and toe  |Heel-Place, Toe-peint,
fiirls: Patad- change step Step, clnse step
yorg with

[=T]

Tapis, Kinon
uith =oft
Panuelo/Hand
terchief

2. Hincing step

3. Change step
4. Espunti steps
3. Haltz step

b. Suzy Balance
with & Hop

7. Haltz Balance

8. Step-Brush-
saing

5. Grapevine

10. Thres-step
turn

11, Skip step

Step, Step, Step, Step
{tiny steps as many as
required)

Siep clase stepp

Pivot LR} and point RI(L}
{as many as required}
Step Close Step

{R,L,R}

Step Cross—step, Step
raise hop

Step Close L{R} heels,
raise heels {both), heels
down (both)

Step brush-swing hop

Step Cross-step, step

Lross—step, stepp

Step turn and turn and

Llose pause {in place or
poving)

Gtep hop step hop

{Tum skip step to one
measLre)




Table 2-A-F cont’d

=1

Hazs Nature | Mueber| Costuze Forpation/} Tempo/ Figures/ Basic  Step Pattern {Performance
of and of ant Variation i Time Dance Steps Time
Dances  |{Character-{Bancers|Paraphernaliz Signature ’ Allotaznt
- istic
B. Pahet-| Mat [Five [Balintawak/ Eolumn  [Lively |[Four Figures 35 nin,
Pahot |Embroidery{pairs |[Strings of 34 tine
Danee  {{ail  |Colored 'huri’ signature] Dance Stens
girlshior ‘ticog’
1. Cross Waltz  |[Cross—step, close step
2. Gtep Swing  {Step Bwing (R & L}
3. Blecking Step {Baring LR} and heel-
place Rit)
4, Waltz Step Close Step (R,L,R)
3. Waltz Balance (Step Close LR} heels,
raise heels {both);
heels down {both)
&. Espunti step |[Pivot L{R} and point RIL)
{as pany as required)
7. Three Gtep  |[Step turn, and siep,
Turn and £lose panse
{in place or =oving)
L. latak-| War |Three | Cemisa Chino | Inverted [Lively {5ix Figures 35 min
latak | Dance [Pairs ant \-shape 1274 and
{All | Lolored Pants 3/4 tipe {Dance Step
Boys) Signature
1. Four Step Step turn and step,
Turn turn and step {closel
7, Engarp w/ & {Step cross—step, step
close close
3. Haltz Step Close Step (R,L,R)
4, Threz step  {Siep turg and turn and
furn flose pause (in place
or apving)




Table 2-A-F cont’d

Hame Mature | Numbery Costuse Formation/| Tempo/ Figures/ Basic  Step Pattern {Performance
of and af and Yariation | Tip= Dance Steps Tige
Dances  [Dharacter-{DancersiParaphernalia Signature Allntaent
istic
D, Binus-|ShellcraftiThres iPatadyong amd | Inverted (Lively {Four Figures
kayan | Dence (Pairs | Kisona/Eagay | V-shape (3/4 tise
{All  § Buskay SignatureiBance Steps
firls) 1. Three Step  |5fep turn and turn and | 5-5 min
Turn {Close pause (in place or
moving}
2, Redova Btep  [Slide cub cut
3. Haltz Step Close LIRY heels,
Balance raisa heals {hothi,
heels dosn (Both)
4, Step-Brush  {8tep brush swirng hop
Swing-hop
3. Haltz Step close step {R,L,R)
b, Cross Haltz  iCross-step close siep
RiL}
7. Grapevire Step Cross-Siep,Siep,
Cross-Step
B. Haltz Trn  |Step Close Step
(turning in place or
moving)
E. Bina- | Farming {Four (Patadyong wf tine  [Lively |Seven Figures
tikan | Dance |Pairs | Tapis/Kimona 3/4 time
(/11 Signature{Bance Steps
fiiris) {Sadok
1, Waltz Step {lpse Step {R,L,R)

2. Thres Step
Turn

3. Cross Haltz
4, Guay Balance
#f a noint
8, Touble Sway

Halance

6. Haltz tumn

7. Brapavine

.{B. Changing step

Step turn and furn and
{lose pause fin place
ar moving)

Lross-Step Close Step
RiL)

Step Cross Step, Step
point -

Step cross-step, step
point, Cross step, step
paint

Step Close Step (turning
in place or movinng}

Step, cross-step, step
cross-step

dusp {one feol in {ront




Table 2-A-F cont'd

4]}
Lo

Hlame Hature | Humber| Costume Formation/} Tempo/ Fimtresf Bagic  Step Pattern |Performance
of and of and Ygriation | Tige flance Steps Tige
Dances  ICharacter-{DancersiParaphernalia Signature fillptrent
istic
and the other in rear
3, Btep-frush  (Blep brush swing hop
Buing-hop
10, Contragansa (leap cross-step step
stap
F. Pagda-| Ritwal {Thrae Hoys Biagonal jHoderate [Six Figures 35 min
yeg { Dance  |Pairs {Barong Vagalog §/4 time
{Boys lw/Black Pants Signature{Dance Steps
and
Girlsit  Birls 1. Lhenge Btep  {5tep Close Giep
Haria Clara 2. Parallel Pivok on heels and turn
Handkerchief Tortillier toes {Zoth), Fivet

3, Shuffling
Step

on toes and turn heels
{Bnth}

Slide slide slide slide
{Tinny slides




The other components of the foregoing dances may be
seen  as presented later in this chapter, particularly in
Ivrdios, bthe diagrams, and the performance time &llotment

which are three to five minutes.

I. COMMON DANCE TERMS3?

In as maech as the dance berns are commonly applicable  to
various dances, particularly those referred hereto as  the
readers’ underastanding af the presentation and thie
corresponding discussion. |

Hbrasiete. Birl at the right side, holds R armgs  of

pairtner with her 1| hand, free hands down at the sides.

Arms  in lLateral Position. Both arms arg at ong side,

gither sideward right or left. This may be done at  shoulder,

chest. or waist level.

Arms in Reverse "T". fAirms are side horizontal, elbows

bent at right angles, forearms parallel to head, palms  forwaed
or facing inward, fists loosely closed.
'Bitan". To twn palms of hands  up ant of
alternately, hands at waist level in front, elbows close to waist
Clockwise. lilke the mation of the hands of a clock. R
shouwlder is  toward the center of an  imaginary circle. When

facing center, the movements is toward the left.

2%
F.R.T. Aguing, op. cit. p. 33,



Counterclpckwise. The reverse direction of clockwise.
L shoulder is towasrd the center of an  imaginary circle.
Whern facing center, the movement is toward the right.

Do —si_—do., FEoth advance forward, pass each other’'s

right Jor left) side, step across to the right or left, move
Backward without turning a round pass each other’ left (or
right) side to proper places.

Double Pabot. & bkumintang ~like movement of both hands

or  arms starting from the from median line of the body as
both arme open sideward.

Fighting and movement pno. I. A& fighting band movemsnt

where both L or R clinch fists move across the median  line
af the body on opposite directions.

Fighting hand movement Mo.2. A boxing hand movemsnt of

the clinch fists directed alternately towards either L. o R
&l bow.

Frese foot. The foot not bearing the weight of +the
body.

Free hand. The Mand not placed anywhere or not  doing
anything.

Hands on waist. Placed hands at the waist line(at the
gmallest part of the trunk). Khuckles in, fingers pointing
in rear.

Hapavy. To  flourdish or offer & handkerchief, hat or

glass of wing Lo somebody a5 & sign or invitation.



Havon—Havon . To place ong forearm i front  and  the

other at the back of the waist. This is a Visavan term.

Hop. & spring on one foot landing on the same foot  in
place in any direction. The other foot may be raised in any
dirgetion {in front, in rear, sideward, or across).

‘Inside foot. The foot nearegst one’'s partner, when
partners stand side by side.

Inside Hand. The hands nearer one’s partner, whens
partners stand side by side.

dJump. Spring on one foot or both feet, landing on both
fept in any direction. )

Kumintang. Moving the hand from the wrist either in a
clockwise or counterclockwise direction.

Leap. A spring from one foot, landing on the obher
foot in any directiorn {forward, sidewsrd, backward, or
obhliguesl.

Masiwak. To turn the hand from the wrist halfway cloock-
wise then raise and lower wrist once or twice.

Outside foot. The foolt away from one’s paritner,; when

partner stand éide by side.

Outside .hanﬂ. The hand away from one’s partner,when
partner stand side by side.

Pivot.. To  tuwrn the ball, heel, or whole fest on a

fived place or point.
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Foint. Towtch the floor lightly with the toes of one
foot weight of the body on the other foot.

Saludo. Fartners how to sach other, to the audience
opposite dancers, or the neighbors with fest togethsr.

Sarol. fross the H (or L) foot in front of the L (R)
tend the body slightly forward and cross the hands  {(forse—
arms} down in front with the R or (L) hand {(forsarm) over
the L (or R). This iz & Visavan Lerm.

Single Pahot. & Kumintang — lie movement of both hands

ard the arms, while at horizontal position at sither left . or
right side of the body as 1f embroidering mats. >

Sinulog Movements. A forward leaping movement of the

gither L or R foot, while the bind or rear foot slightly
flexed as the front foot lands on the flooe  simeltansously

arnd with the slight forward bending of the body.

Sinulog Hand Movement No. (Girls). Repetitive olose
open  movensnt of  the hand while the arms is horizontal
position at either L or R side of the body.

Sinulog Hand FMovement No.Z. & movement similar to no.

except that the arms are gracefully stretched forward.

Sinulog Hand Movement{Bovs). Opsn-close movement of

gither L or R while one arms is slightly flexed at shoulder
level, and the other arms slightly flexsd at the back of the
waist.

Step. To advance or recedes or raising or movement one



foot to another resting place. There is & complete transfer

of weight “from one fool to another.

II. COMMON DANCE STEPS%O

Blgkinng Step. Place B (L) heel in front, step R (L)
close to L (R} or first positiorn.

Chanoe step. Step R (L) foot in fourth (et. 1), step
L (R} close to R (L) foot in third in rear or in first
pogition (ct. and), step B (L) foot guickly in fourth in
front {ct. 2Y. This may be edecuted in any direction.

Changing step. With a little jump off the floor, land
ori feet with the R (L) in freont and the L {(R) foot in  reasr
(et I3, with a little jump ( or spring reverse the position
of the ct.2). There are two changing step in & measure.

.Cluse step. HStep R (LY foot in fourth in fromt (ct.ld,
plose L (R} foot in third in rear or in  first position
(ct.2). This may be executsd in any direction.

Contira—ganza. heap sideward right (left) into B (L)
(ct.I}, step L (R) across thg R (LY in front {ct, and ),
quickly step the R (L) foot in place {cts.2), This is most

commonly done sideward.

Wrbid,, p.3é.
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Cross  walt=. Step R (L) across L (R) in front and

raise L (R) close to R (L) in third in rear (ct. 2), step K
(L.} forward (ct.2). There is a slight bending of the knees
on ct. 1I. Step on the ball of the rear foot on wvotk. 2.
This is usually done in forward or sidewasrd direction.

Double Sway Balance Step. a) Repeat the same movement
in sway balance with a point {(a and b} with the samne arm
movenstits (2 measure), b)) Step sideward right {(left) across
R (LY Ffoot in front (ots.1,2), step R (LY foot in sescond
position {(ct.3), ) Point L (R in fourth in  front (cts.
2,50, Girls holding skirts, boys hands on waist for the
last two measure.

Engaric with a close. Step R (L) foot in second

position (ct5,1325y step L (R} aseross the right {(lefi) foot
(ct.i), close L{R) to R (L) foot in first (cts.2,%). Do not
put weight on the L (R) foot when closing on counts 2,3.
Arms  in third o in fourth position, R{L) arm high or one
arm in reverse ‘T’ and the other bent forward at shoulder
level.

Espunti. Starting position— feet in First poéitiuny
Move bthe L sideward left without lifting the toes {(pivoting
oy pushing on the ball of the left foot) and point R foot
sideward right (ct.I), 1ift the toe of the left Foot and

move it to sideward left (pivolting or pushing on the heel of

the left fool) &t the same time point the RR  to fourth
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position in  front {(cts.2,3). Repeat as many times as
reguired.

Heel and Toe Change Step. Flace the R (L} hesl in

fourth in fromt {ct.1), touch the R (L} toe in rear {(ct.2).
Take one change step forward, starting with the R (L)  foot
(ctz.I, and 2). This may be executed fmrwaéd and  backward
arc in obligue direction.

Brapevine. .eap sideward right (left) onto R (L)Y foot
(ct.1), step K (L} across the KLY in front (ct. and ),
guickly step the R (L) foot in place {cts.2). This is most
commonly done sideward.

Mincing step. Starting positiom: R (L) foot in  Fifth
position in front, heels slightly raised or with the leading
foot  flat on the floor. Execute tiny steps sideward right
{leg) éﬁ many Limes as necessary. .It may he done with &
one,  two  or fmurthltiny steps in one count, This may be
done alse forward and backward.

Parallel tortillier. I.) Btarting position—-feet
together, toss pointed forward, both feet flat on the floor.
Fivot on hesls and turn toes sideward left (ct.ld, pivot on
balles of feet and buen heels to sideward left (ct.2), and so
or. 2) Starting in the same position as inn (1), FPivot on
heasls and turn toss to sideward left cb.i, pivot on balls of

feet and turn heels sideward lefdt (ct.and ). Repsat all.
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Paso Espafiol. &) Waltz balance forward R (cts. I,2,3).

Waltz backward L (cts., I1,2,3). by Btep-brush-swing—hop
forward R (cts.1;2,%) and the same with the L. foot (cts.
1,253,5).

Redoba Step. " Slide RIL)Y foot in second position
{ct.l)y, cut R (L) sideward with the LR (ct.2), ocut LR
with the R{L) foot and raise the L(R) foot inn rear of the R
(L) knee {(ct.3).

Shuffling step. Evecute tiny sliding steps on  the
balls of +the fest as many times as  reguired. This is
usually dong forward.

Skip step. Step R (L) in fouwrth in front (cbt.l), hop
ot F{LL) in place {ot.ab). There are two skip to a measurs
in 274 in timg. Thig is executed in any direction.

Step _swing . Btep R(L) foot in second position {(ct.1),
swing the LI(R) foot in fourth in front or across bthe RL) in
front {ct.2). The raised fool is pointed downward or in
natural position ancd the knee is straight or slightly bent.
%his is cong any direction.

Step—brush—swing—hop. Step &) foot in  fourth  in

front {(ct.I), brush LI{R) foot forward and swing it across
the R(LY inm front (ct,2),; hop on the B (L) {(ct.3). This mavy
be executed in any directlon.

Sway balance with a bop. 8tep R{L) obviously backward

right (Left? (ct.l), raise L{R) foot across Lthe RO  in
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front (ct.2); hop on the R (L) foobt {cb.3). The same
movenent as in sway balance with a point.

Sway balance with a point. 2a) step RIL) foot aobliguely
forward right (lefid (éts.gz)5 step L{R) across the R (L)
foot in  front (ct.3). B) step R (L) in fourth in  front
tcts. I,27.

Three step turn. Step LK) foot in second position

{ct.13, turn left (right) about and step RL) to second
{ct.2)Y, turn left (right) about and step LIR) to second to
tace  front {ct.3). Close RIL)Y foot to LIR)Y foobt {ct.l),
pause 2,3,

Waltz step. GStep RI{L) foot in fourth in front {ct.D)
step R(L) clogse to L(RY in first or third position in  rear
(ct.2), step R in fouwrth inm front (ct.Z). This may be
exdecuted im any direction

Waltz twrn. I If & moderate turn dig desired,take the

two waltz step turning around either or left in place or
moving. 2) I+ slow turn is desired, take four waltz steps to
make & complete twn left or right. 3y 14 a fast tuwrnm  is

vdesired, take one waltz steps to right or left to make a

" complete turn.

I1I. COMMON DANCE POSTTION

Hipid., p.o
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If most dance position where the girls clagps the bove
hands, the boy holds his -hands palins up and the girls  joins
the grip with & palm down position. The following dance
position for partners are common o many dances.

Closed position. This is the spcial dance position.

The boy faces the girl, holding her right hantd in his  left
hand  out  to the side about shoulder level with the elbow
bent. Hig right hand is on bent girls back just below her
left shoulder blade, Her left arms rests lightly on the top
et hils arms with ber left band on kis shoulder.

Partners,  _facing position. Fartners are Faﬁiﬁg. T ez

by extends his hands forward with palms up and the elbows
glighltly bent. The girls place her hand in the boy’'s hands.

Skater’'s  position. This is the crossed-arm position
where +the dancers stand side by side, facing the same
direction with the right kand held by the right, and the
left by the lefi.

Varsouvienne gm;i;iun. Boy and girl stand side by
gide, fating the same direction. The boy bolds  the gird
left hand with his left hand in front. She brings her right
hand directly back over her right shoulder, and the boy

raaches  behind the back at shoulder height and grasps  this

hand with his right.
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IV. FUNDAMENTAL FOSITION OF THE ArRMsYS

Arms  in  first position. The arms make a circle in

front of the chest with the back of the hands facing front.
The arm should be so round that the elbow is a little below
the shoulder:s the wrist & little below the elbow, which ares
slightly, rounded.

Arms _in  second position. Arms slightly rounded are

extended in a line just below the level of the shoulders so
that the elbow. The palms of the hands face front, T e
fingers are slightly rounded.

Arms  in  third position. The ROL) arms  makes & half

circle over and in frort of the head. The LIR) jarms is  in
second position.

Arms  in fourth position. The FR{L) arms makes a half-

circle over and in front of the head. The LIF) arms ie  in
the first position.

Arms in fifth position. The arms are rounded above the

head @so  that the finger tips are just within the line of

vigion and the palms slightly downwards.

Al rbid., p.db.



V. FUNDAMENTAL POSITION OF THE FEET43
Feet in first position. Right and left hesls together
with R(L) toes apart inn a 45 degrees angle or forming a VY-
shape.

Feet in second position. Right or lett foot in place,

and left the LI{R) foot take aboult one foot apart sideward
right or left.

Feet 4inp third position. Right or leftt foot inn pace,

then draw the LR heels at the center of RO foot, or in
step together.

Feet in fourth position. Right or lett foob in place

then draw the R{L) foobt obliguely forward.

Feet in fitth positien. Right or left foot in place,

then draw the LIR) foot to the tops of the ROL)Y foolt.

A21hid., p.47.
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WARAY  ERIT



Waray Erit

(Samar)

This is & couwrtship dance illustrating the ordeals of a
gentleman seeking for the hand of a lady under the strict
control  and authority of the parents. As the title of the
dance suggests, bthe gentleman does not think of giving up no
matter how difficult the ordeals are, for the nurtures the
feeling that the greater the sacrifice the sweater TLhe
triumph.

Costume. Girl wears patacdyong with tapis and  kimona
with soft panuelo, and a handkerchief inserted to their

glkirt. Boy wears camisa de chino and colored pants.



Music. I composed of A, B, C, and D.

Count One  and two in 274 time and one, two, threes,
one, and two, three, or one and two three and, in 374 time.

Formation. Im sets of three pairs. Girl stay at  the
rlght slde of the boy in V~formation. Fartners facing front
about sixn feet apart. Arvy muimber of pairs may take part  in

this dance.

e
- TR

WARAY ERIT

Entrance
Introduction

Girl at the right side of the boy. Take heesl and tos
change step going to proper places. Girl helding skirt,

Boyve hand on waist. =~ = = -~ - T = I
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I
Music A
Face Audience.
&l Girls holding skirt, Boys hand on waist. Swing R

foot  extended forward starting RLR foot then extend L leg
sideward, as if making & circle. Repeat with L oot -~ 4 M
) Face partner and repeat (8) R and L to end up
facing audience — — — — = e e e e e e 4 M
(ol Mincing step going to the partners place. Birl
passing 4in front of the boy R arm doing the “Eumintang’' L
arm holding skirt, boys hands on waist, then take fFor

change step moving clockwises dirgction. Birl doing arms  in

1étera1 position, boys doing havon-hayon with a click of
their thumb and middle finger.— = —~ = = « = —« = o o = - -
-=-= -4 0
d) FRepeat {c) going to proper places.— - -~ - - -~ 4 H
11 '
Music B

Face Audience
a) In Varsouvienne position, starting with K foot.
Take four espunti  step finishing clockwise with L foot
fBroncing in place. Reverse divrection. - -~ - = - = = = - 8 M
by Girl execute fouwr change steps turning around  bov,

Girli R hand jeint L hand of bov. Fartners execute four




71

change step, Girl twn around boy, R hand of girl holding
glkirt, boy hard 8 on waish. = = = = w e e e e e . e - e 8 M

o) Repeat (&) and (b)) excluding inward turning, then
take four walts step, girl arms in lateral position, b;ys
palm facing uwpward (as if asking the hand of +the lady)

preparation for the next figure in column fornaticon. - —-16 M

111

Music C
Face Auwdiesnce

al Sway Ealanc@ with & hop, starting with the R foot
geing  sideward K, polnt L foot in front, arms  in fourth
‘position and shake shoulder up and down (4:x) hands holding
slkirt, boys hands on waist, Repeat geoing to the L. ~ -~ -~ 8 M

k) Repeat (a) with partners facing diagonally going
gideward R and L. - = — = = = = = = = = = = = ~ — — — ~ -~ 8 M

c) Face partne?. Jmint L hand% arned do waltz balance
then take Ffour walking step forward mesbting at  center
passing L to R shoulder to back to back position, Girl
facing audience. Point R foolt in front with tronk twisting,
repsat movemant starting left, girls hold skirts, boys hands
on waist, then do two waltz steps to partners placg. — - 8 M

d?l Repeat (c) geing to proper places passing L to L

ghouwlder. Finish in cirele fornation. — ~ = = = e« e - B M



v
Musie C
a) FPartners are Skater’'s position, take three step
brush swing hop sideward R and L in place, then full turn to

the right to change with another pair moving inm 2 clockwise

direction., — — — s s s e e e e e e e e e e e 8 M
) Repeat {(a) finishing to proper places. - - - - 8 M
2%
Music D.
&l Face partner. Boys kneel on &, hands on waist.

Birls extend arme forward to meet the paim of the hoy using
close step, heels up and down., Step R foot backward, point
L Ffoot in front, L arm holding sHirt‘and FF marnd to get
handkegrchief from the weist.—- — - — - — = — = = = = « 4 ™

b)Y Girls take two waltz step in place R and 1 ‘Hapay”
flourished the handkerchief with R hand teo partners L hand
hold skirt passing R Lo R shoulder with a full turn, girls
now is at the back of the boy, then repgat movement going to
proper places. — ; T e i T T T 8 M

c) Repeat (b)) passing L to L shouwlder, girl at the R
side of the boy. = = = = e e e e o e e e e e e 8 M

) Boves stand wup to hold the girls in close ballroom
position. Take grapevine step sideward R (2Zu), then repeat
going sideward L in clochkwise direction and make fouwr waltz

steps going to proper plapes, — — - = s e s e e o g M



VI

Music C

a)l Two walte steps in place, 6Girls with arms  in
Jateral position, then turn in place, hands helding skirt,
boys at the back of the girls with arms  in "Hayon—hayon”
moving in & clockwise direction. Repeat three more times
going to proper places. — — — = e e e e e e e e e e e a8 M

Saludo. Threes steps twn in place, boys krnesl on right
girls L foobt sxtended sideward on the top of the boys
kneeling position, arms in fourth position of the arms. —~ 8M
Exits

Skip step, boys hand on walst, girls L arms on the top of

left shoulder of the boy, R arms holding skirte - — - —= o — 8 H
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PAHOT -PAHOT

(Basey)

Anction of

This folk dance, which is a prominent cdis
damar, despiots mat embrolidery, along with mat weaving

not only as an aveocation to some ot more of a livelihood to

marny as  the products of this hone industey demand  high

Prev e L

melling price both locally and abroad.  As the lyric
this diligence—oriented industry is highly cherished by the
Hasaynon s (Mative of Basey, Samar) to the extent of always
manifesting & happy working atmosphere in  spite of the

nardships  encountered in the long  and  tediouws  process



g0

becauses it is a singular and distinctive source of
resdsonable pride among the sobreprereues.

Costume. Dancer wears Balintawak with an applique of
urnfinished flower made of ‘ticog’ .

Equipment. Strings of colored "buri’ or "ticog’ about
4 ;nches in lenath, handled by R and L hand .

Music. Is composed of two partsy; A& and B

Count,. Ong and two . and three, or one and two and three
anel .

Formation. Partners are facing audience about six feet
apar£ im column formation. Girl at the right side of girl

2.

P o —
e
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PABOT -PAHOT
Entrance:
Eumcube cross waltz, ares joining at the back, going to
proper places, then four step swing sideward H and L making
a wvertical line facing audience and immediately four steps

going to proper places then courtesy. — — - -~ - - 8 M

Music A.

Face Audience

v

al) giril— point R fdot forward, arms doing the single
patot’ R and L, trunk twisting alternakely sideways, then
guecute arms with ‘double pahot’ at chest level, trunk

grect. Girl 2 starting L to R side then at the center, - -

~~~~~~~~ 4 #M

Repeat 7a) in the opposite direction. — — — = = = = o - 4 H
B3 Face partner. Repegat (&) Feverse the direction of

tHe arms aned feetey = = = = — = = = = = — = = = =~ = = - - 8 M
) Execute bleking step starting R foot (2%) arms

holding skirts, then starting with R foot take four waltz
step to bhe center (shaking) shoulders simultansously four

times up and down. Repsat (o) to change with partners. - -



) . it
Music B

al Execute walty step %tarting K foot, shake arms with
‘Huri’ %tring tpward (2x), forward, sideward, then turn  in
place moving in a clockwise direction. FRepeat three mors
times to findish in & diagonal formation. = - —~ = - - - 12 W
(n)] 1) Birl o In a diagonal formation, body slanting
o the L puintiSQ R foot in fromt circling arms going upward
with R arms uf. - = = o= s owm er s e e e e e e 4 M
2} Repeat (b—-1) doing movemenlts alternately with Girl-
2 body slanting sideward R, = = = — = = — — w0 e e e 4 M
c) Eight waltz steps to form a doubles circle Girl-2
inside circle, girl~Il outside circle, while doing the waltz
girl—2 arms circling at bead level and girl-i {(shaking) arms
at walst level, — = = = = = « 0 mm 8 M
) Birl*I‘E%acute two walte step sideward R oand 1,R
palms up at waist, the same with L hand, then both arms
cireling counterclockwise towards body giving the ‘buri’
strings to the next dancing moving in a clockwise direction,
while girl-2 will sxecute waltz balance forward and backward

with both arms {(shaking? upward, — — — = = —~ — — = ~ —~ = 4 14

11l

. Music 4

Face Partner



al With partners facing each other, point R foot
farward, arms doing a ‘single pahot’ R oand Ly then  with

palms closed at chest level stretched arms immediately. - -

~~~~~~~~ 4 M
v} Repesat (&) iﬁ opposite direction. — - — = = =~ = = -
c) Repegat (a) amd (). — = = ~ = G
v
Music B
al Girl-I Take four espunti steps sideward R oand 1

’

arms sideward doing the ‘masiwak’, Girl-2 same movement with
girl-I in ppposite direction., — = =~ = =~ = = = e o e - 8 M

BY  In diagonal formation, repest (&) moving to  proper

PLACEE, — = = = s s e e e e e s e o e e 8 M
£) Repeat Figure I{b) facing parthner. — — — =~ — = g M
¢l Execulte four step to end wup with arms  in  fourth

position with the R arm ups — — = — = = = s — e e e 8 M

Szludno. Three steps tuwrn in place, arm  in 44h

position of the arms.

Exits
Waltz steps in diagonal formation with both arms

doing the “masiwak"” alternately sideward R and L.

4 M

g M
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LATAK -LATAK
(Catbalogan, Samar)

The concept behind this dance is derived from rioting
groups whose impulsive spirit and attituwdes of members are
influenced by epic stories in some distant past, hence a war
dance . This 1is indicative of gangsterism  ameng young
children and teenagers, especially during summer vacations
when children are free {from school work. Originally, the
war—1ike sCene  was  usually portrayed by T groups

representing maior districts in Catbalogan like Rurak (ld

name of Mercedes), Salug., Kanlagpak, Market Circle, Ubanon,



88

Mursery ( now Buindapunan) and rarely the Poblacionn, called
Sawang. In the beginning, the two supposedly warring grouwps
would meet at a deslgnated wai- zone, usually at a district
houndary where they assimilated the war game. Earlier, the
giroups are narrated by owur grandparents were using bows and
arrows made of bamboos and abaca string. When the Spaniards
and Americans camge to the Philippines the warring shifted to
sling shots with wire staples as ammunition. Becauwse of the
physical distance between the two groups, which was less
satisfying +to the instinct of young bovs, coupled with the
ooccasional apprehensions from the parents and the police,
the warring groups agreed to use stones, and later of toy
guns, oOr water gun called 'Heringga’' to make the asctivity
less dangercus. But still they would be apprehended by  the
police because they would hit even the passers by and  by-
standers

Une aggravating circumstances that would maks  the
police intervensd was that some membees of  the warring
groups would strike at passers by in their territory even if
thay were non-members of their opposing groups. g this
summer pass time.would oecasionally stop even in the prewar
days during which the warring group would just play a
subshitute war game called Latak-—latak, using a softball
made of :u;onut leaves, or the capturing game called tubig-

tubig, bubt wusually, this were played among the members if
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the same grodp. This was the origin of the Latak-latak
dance, which is reprasentative of Qatbalogan, Samar.

Costume Boys wéaring Camisa Ching and colored pants.

Music. Is composed &, B, and €.

Count. One  and two and/ one ah and ah, two akl and
ah/one and two ah and ah/one two and, in 2/4 time. One , two
angd three/one and two and thiree and/one two, thiree, in 3/4
time.

Equipment. BSadolk for boys, and & ball made of coconut
leaves.

Formation. In sets of thiree pairs, Boy I stay at the
right side of boy 2 inn inverted V-shape formation facing
partner about six feset apart. ny number of palrs may take

part in this dance.

X 4 %
I 2
X i X X >4 X
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"LATAK-LATAK"
Entrance
Boy I leap R foot n front, raise L foot inn rear, then
lwap R foot backward, raising L foobt in front, B arm  bend
upward with close fist bringing it forward and  backward,
left hand on waish. = = = se omose e e en o e e e 8 HM
Boy 2 same movemnesnt of Boy I but bobth hands  on waist

with close fist.

Music A
Face Partner

Boy 1 stay at the right side of boy 2y holding the
balls with their rigﬁt harnd .

a) Take four steps forward meesting at the center,
passing R to R shoulder to partners place ( Boy 1) up  and
down movement of the clinch fists alternately along the L or
B shoulder. {(Boy 2) hands on waist with clinch fists then
four step turn in place, = =~ —~ —~ = - 8 M

bh) FRepeat the movemsnt (a) passing L to L shoulder to
proper  places. Reverse the movement of the hands of Boy I
antd Boy 2. = s om0 omomr s o e e e e e e e o 8 M

=) Repsat (a) and (b)) in diagonal formation., - - — 8 M

g} SBtarting with the Rr foolt take one Engafio step with
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a close sideward R and L ‘Latak’ movement of the hand, Boy 2
twisting the head to the right as if trying to escape from a
throwing ball coming from Boy I.

Boy 2 { Repeat the movement as in {(d) starting from
opposite direction. = = = = = = = w — o e e e e e - g M

2) Repegat (d) diagonally passing L to L shoulder with
Boy I, and Boy 2 starting from the cpposite direction.- -8 M

£} Repeat {(d) and (&) = = = - = = “ 0 - —- = - is M
(Raverse  Lhe  movemsnt of the hand with Boy I and 2

aliternatelyd.

II
Music BH.
al Face partner. Take fouwr running step to meet at
center trying toe hit  each other from a  throwing ball
shtarting with the R foot and raising also the R foobt in
FE&F . The repeat going backward to proper places. Repeat
three more times. — - — = 16 M
By Take two half-tuwrn step RR going to partners place
tryving to hit Boy 2 whileg doing the same movemsnt going
backward in order to escape from the throwing ball. - -~ 8 M
) Repeat three more timegg — — = = ~ = = o e 2 M

Motes Steps should be done alternately with Boy 1 and Boy 2
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Music C.

al Boy I facing away from the audience, Boy 2 facing
audience, pointing B foot forward, take a circling movement
of the arms holding the ball four times, them turn R repeat
the movemsnt continuously, — — = = = e e e e e e e e 8 M

k1) Repeat {(a) but in & diagonal position of the body
the same with the circling movement of the armg. - - - 8 M

) Leap R foot sideward R landing on fifth position of
the feet, at the same time wusing the fighting hand  movement
rmamber  (4x). FRepeat a now using the hand movement No., Z. 0~
- - —-8MHM

oy Repeat () going fu sideward lefk, — = — = = - a8 "

=) Repeat (c} and (d} diagonally facing partner. —I1é&#

EAY)
Music A
Face Partner

a) Take four steps forward to meet at center passing R

to R showlder, then clasps bokth R hands, Repeat going
hackward to proper places, arms hanging at sides., = -~ - 8 M

' k) Repeat {a) to meet at center, then turn right to
partners place joining both R hands at head level, — - - 8 M

o) Répeat {a) and (b)) gwing to propar places passing L

to L oshouldeir. = = = = e e e o e e e e e e om o e wm e 16 ™



d}) Legap R foot forward ralsing L foot in rear touch R

to R elbow and L to L elbow. = = = = = o e e e I4 M
v
Music B
Repeat Figure II - — = =~ = « — e m e o 16 M
N2
Music C

In circle formation. al) Take eight waltz step moving

in & clockwise dirgetion R arps circling overhead, left hand

on Wwaiste—— = = = — = = e e e B 8 mM
By Repeat (a) counterclockwise, arms circling in  and
out at waist level. - ~ = = = = = = = =™ =~ S el - R
Saludo. Thires steps tuwn in place, hands on waist then
curtsy. = — — — — = = ™ = o e e e e e 4 M
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BINUSKAYAN

(Tarangnan, Samar)

In  the municipality of Tarangnan, Samar, there is an
island called Tigdarano whers sea shells abound. UOne specie
of such shells is the so-called "buskay", a small half-egg-
shaped and shiny with varied geometrical and decorative
designs  on its hack. Originally, this shells was used as
atone  in  plaving local games  like "Sungka™, "Hogoy',
"Tatsi", "Binge!, etc. I later vears, people used them as
necklace, racelet, choker and beads for  various attires,

especially  folk dances. This was how "Binuskayan," &s &
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folk dance, came into existence. As  beads for dancing
attire, the "Buskay” would strike one another and produce
unigue  and pleasing sounds that  go with  the  rhythmic
mmvaﬁantﬁ of the dances. PFresently, this shell is used with
other shells to decorate various articles like wall clocks,
mirrors, and official seals, thus demanding high price  for
their uniguensss.

Costume. Girl wears short patadyong and kimona with
baell—-shaped slesve.

Music. Iz compossed of twe partsy  and B.

Equipment. Shell skirt and Cagay Buskav.

Count. Orne, two, and thrse and, one and  two, threes,
org, and two and three and or one, two, three.

Formation. Fartners face sach othber about six  feet
aparta When facing avdiencs, Girl I stands at the right
gide of Girl 2. One to any numbsr of pairs may participate

i this dance.

") gl 8] o > I

"BINUSKAYAN"
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Entrance
Girls enter with eigﬁt steps starting with the R foot,

arms in lateral position going to proper places. — — — 16 WM

Tnt jucti 2,

Face Audisnce
Three step twn in place, arms in fourth position R arm

up, L oarm holding skirt then gquickly point L foot in front

A PAUSE . = = m sm s e e e e e e e e e e e e e e e 4 ¥

Music A
Fare Partner

&)l Girl-1 starting with R foot execute four redoba
steps sideward R and L, left ares bholding the cagay  buskay
(tamhmu}ine) upward, f{(shakingl), R arm holding skirt. - —~ 4 ¥
CBiri 2 same movement as Girl~l but done in opposite
direction.

) Partners move forward using redobs steps passing H

to R shoulder going to partners place. Reverse movement of

) Btarting with R foot, execute a waltz balance
followed by a step-brush—swing-hop forward twist  body  to

right and point L foot forward, body slightly bent backward



1G1

L arm holding skirt, R arm with cagay buskay {tambouring) to

gtrike with partners at center, walts L (4%)  to partners

place. = = = = e e e e e 8 M
¥ Repeat () going to proper places., ~ — = = — — 8 M
II
Music B

Face Audience

a) Girl-l and 2, 'Saroky, cross B arm over L shake the
cagey buskay and cross R foot with L foot in front opsn arms
gsidewsrd, F foot pointing sidewsed, %haﬁ cross M foot  over
e Btep L foobt sideward, cross B foolt in reasr and  close.
Excharnge places with parthners in last measurg. ~ ~ —— — 4 f

Y Repeal (&) going to proper places, ~ = ~ s = - 4 M

t)  Face partner, FRepeat (&) and (b). -~ = = = =~ = - § |

6

¢y  In circle formation. Execute two cross waltz step,

arms in  CHavon—hayon'  moving in oa  clockwise direction.
3

Birl=I shalkes cagay-buskay with K arm up, 8irl 2 shakes

cagay buskay with her L arm, as both turn inn place. ~ — 16M

I11

Music ©
Face Partner

il Two walts step inm place R and L, arms in  Lateral
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position and take fowr waltz step meeting at center fnrmiﬁéﬂ
the line in ablack to back position. = = o o= e v oo w0 d

by Girl-I facing awdience, Girl 2 away from the L palm
(4%} starting freom the left moving arm iIn & clockwise

direction in front of the body to end in a LR side, resverss

movement OF arMe = w0 s s e we s e s e e e e = =8 M
) Execute four walt: steps to propsr places arm  in
lateral position, to end up facing auwdisnce. - - — — - 4 M

gy @Girl-l starting with the R foot, Girl-2 in opposite
direction, step brush-swing-hop to the L swaying arms

gtarting from Ly, By, then twrn in place clashing with cagay

buskay, upward, = = = = = m = = = = — = = = e o e e 8 M
2} Repegat (d} Reverss direction of the arms. - - 8 M
v
Music B

Face Partner
&l Firi=-1 tap cagay buskay of Girl-2 with her L ars
using cross waltz, point R foot forward ( shaking) cagay
buskay (4%) antd DAUSE. = ~ rm = o e oo e e e e e e e e 4
by Repeat {a) Reverse direction of the arms and feet.

-~ 4

st smi e sem pe e ek miw el e RAD s MBI euti W eine  ree ek emin e et SRR R e e

)y Btarting wifh R foot, take eight waltz step

forward in & clockwise direction ending to  proper places



with cagay buskay {(shaking) upward., — = = = = w= = w - - - 8 M
) Face auwdience. HShake cagay buskay with R arm, hold
skirt, execute grapevine. Step R and L. = = = = = = w - 4 M
&) Face PFartner. BGBirl-I Four waltz twrn in place
tambourine at R arm with cagay buskay shaken upward, L arm
holding skirt. B8irl-2 four walts sideward, R arm are with

cégay buskay shaken sideward, R arm aré with cagay buskay

shaken sideward, 1 arm hélding ghirh, = o e e e 4 M

Reverss novemerit. — — — — — — = = = = = = = e e . 4 M
£ Do-si-do passing R to R and 1 showlder cagay

buskay shaking at R side. = = = = = w e e o o e o o o 4 M

Saludo. Thiree step turn in place making one line at
the center, &irl-i in front arms in 4th position then pause.

.............‘...«...........,.................................................._..........._...................(},M
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- SINADUKAN



"SINADUKAN"

(Gandara, Samar)
This is a rice planting and harvesting folk dance which

a farm girl

ariginated 1in  Gandara, Samar. It typifies

.

o ocalled Thadok T,

W

weEaring a broad brimmed conical head ge
which i1s made oult of Anahaw leaves, During rice planting
and  harvesting, it was customary for girls to wear S sadok’
to protect them from rain and sunshine, thus making it so
Rhighly demanded by farmers that it became a profitable  home

industry in Gandara and later in obther onunicipalities where



the ‘materials abounds. PFPresently, the Sadok becongs an
integral part of the attire of a typical ‘dalagany
Filipina', especially in many folk dances having to do  with
planting and harvesting rice.

Costume. Girl wears patatyong with tapis and kimona.

Eguipment. Sadok made of bamboo lesaves.

Music. Is composed of &, B, and .

Count. One, and two, thr&e; o oney, twe, Tthres, one
arcd two  and  thres and, one and two, three, one  Lwo ‘and
three, and, 4in 374 time.

Formation. Fartners are in ling formation facing sach
pther about six fegt apart. Girl I stay at the right side

af Girl 2.

2 2 z 2
0 o ] ¥
£ £ 3 £
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“SINADUEKAN"

Entrance
Waltz step going to places, arms in  lateral position
with Girl-I holding the ‘sadok’ with her both arms éwaying

‘sadok’ R and L alternately starting R. Girl-2 at the left

The sadok at wailst level while turning and for the last
cournt, put the ‘sadoki; on head and pause, facing partner. -
- - - -4 M

Saludo ~ Three step turn in place holding the sadok.

Music A
Face Fartner
a) 8tarting with the R foot take two cross waltz step
R and L, arms in °‘hayon-hayon’, then one sway baltance with a
point, Repeat going to the L, = = = = — = = e e e e - - g8
B} Double sway balance diagonally facing partner to
partners place and waltz turn in place., — = = = = = = - 8 M
o) Repeat (&) and (b) but the last counting for walt:z

gtep s & preparation for second figure facing audience. = -
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II
Music B
Face Audience
al In lipne formation, Girl-I in front and BGirl-2 at

the back. Point R foot in front holding the ’‘sadok’
sideward R, @&irl-1 ‘Sadek at the R side bringing the sadok
mitward on air {(as if making & circle in air) (4x) same with
Girl-2 starting with the L direction. Then take the two
grapevine step sideward R and repeat going to proper places.
- - - 8 M

b} Face Partnetr. Take two waltz step R and L then
turn right with Girl-1 fying of the sadok facing sideward at
waist level and bring the sadok overhead while turning.
Girl02 the same movement of girl-]l brim of the sadok racing

upward swaving it sideward R and 1 over head and while

turning bring the sadok at waist level., — — — — =~ = = = 4 ™
) Repeat () two more bimes toing movement
alternately with Birl-2, = = = = = = = = = = = = = = —~ ~ 4 ™
I1IX
Music €

Fane Partner
&l Take four changing step in place, Girl-2 holding

the sadeok with ber & hand, girl-2 with her L hand, change
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sadok with girl-2 by thirowing it alternately after the

changing step. Repeat the movement three move +time in

In}] Do=-gi-dn Birl-1 holding the Sadok with L arm
passing R to R shouwlder meeting at center standing side by
side with Girl=I how at the L side of 6Girl-2 and point
facing sudience. Girl-2 reverse the movement of Girl-I then
repeat to proper places. -8 M

c) Repeat (b)) Reverse the direction together with the

holding of the Sadek, — — — - - e e e e e 164 M

Music A
Face Audience.

a) Starting the R foot, step brush-swing-hop sideward
R and point L foolt in front with a ‘Sadoky; holding  the
'Badok’ with L hand with a pause in front at waist level,
swaying it going upward at head level, brim of the Sadok

Tacing awdisnce. - -8 M

(<} Repeat (a) going to L and reverse the holding of
the Sadok., = = = = e e e e e e e e e e e e a8 M
©} Repeat () and (b} Girl-l facing audience

diagonally forward with L hand holding the Sadok. Girl-2

facing away from the auwdience right band holding the Sadok.



i1z

d} Repeat (c) reverse the direction of the hufding af

the Sadobk, = = = = o e o o e e e e o o e e e -8 M

Music B
Face Audience

&) Btarting with the R foot, take eight waltz steps to
form a V-formation, holding the SBadok with both . hands at

chest level and on the last count put the Badok on head. — -

By Girl-l starting the L foot take eight countragansa

step sideward R and L to change place.— = = = = =~ « w - Ia ™
&) Repeat (b)) going to proper places, — — — = = — - 4 M

VI
al Take eight waltz step, arms in  lateral pesition

with the Sadok to form in a diagonal formation. Fadie-I in
setting position, Pair-2 half-knee, Pair-3 half-stand and
Pair-4 stamding position. — - = = = = = = = = — — — - = 8MHM
b) All  pairs sway the Sadok obliguely upward and
"packward, then make a circle on air with the Sadok and with
a pause of Pair-l Sadok at waist level., = - = = - - - -8 M
o) Repeat (b)) with all pairs, Pair—2, Badok at Chest
level, FPair-3, shoulder, Pair-4, overhead. -~ -~ - — = - = B M
d) Repeat (b)) and (o) with the whole pair, Sadok of

Fair-1 on the floor, second Fair at waist level, Third pair



at chest level and 4th padir at shoulder level., - - — - - amM
VIl
Music A
Face Audience
&) Take might waltz steps to form sguare with Pair-I
and Fair-2Z, Fair-3 and Pair-4, arms in lateral position, on
the last count the Sadok on the flmmﬁ. Contragansa step
gideward R and L inside the Sadok (as if making a circle on
airy then Tour waltsy step in a clockwise direction. and
repeat the movement, bhands holding shirt, — — = = w w - 8
b) Repegat (a) finishing to proper places, on the last
count get the sadok from the floor, = — = = = = = = — = 8 M
e} Face Audence. Take Audience waltz steps in place,
arms in lateral position, turn right with BGiri~1 and Girl-2
facing diagonally with each other with two waltz steps
meeting at center in back tu back position pointing R and L

feet in front Sadok of Birl-I at the right side with Girl-2

at the L side that two steps going to proper places and
PRUBE. — = — = = =™ = - g M
) Repeat (¢l with another pair. = = = = o = = - - 8 M
Saludo. © Threg steps forward Sadok nearest to  the

chest, then bhring it to second position of the arms, going
upward and pause.
Exits

Waltz steps, Sadok on head, hands holding skirt.
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- PAGDAYEG -



“PAGDAYEG"

(Fagsanghan, Samar)

This folk dence is commonly identified with the people
af  PFagsanghan, a former baranga? of Tarangnan, Samar, but
now  an  independent municipality, Fagdayeg, is  ritual or
dance of adoration for the Divine Child of Frague (Sto.
Nimo) to implore his power and graces to heal the illness
of the people. although it assumes the tempo of the Sinulog
in Cebuw, it is not the same in certain aspects. Sinulog is
a war dance emphasizing the victory of the Christians over

the Moslem as & result of the worship for and faith in  the
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Divine Child of Pragus, while Pagdayeg is a dance of
adoration and faith in the child for his powsr as bhealth of
the sick. In the early days, a fiesta celebration in
Fagsanghan would not be complete without # public
presentation of the FPagdayeg as part of the occasion.
Today, it is seldom witnessed by the people, hence, the need
for its revival.,

Costume. Girl wears Maria Clara, Hoys Harong Tagalog,
with black pants.

Equipment. Handkerchief

Music. Is divided into two parts. A and B.

Count. One, two, three, four/one, two three, four and
one, two and three, four in 4/4 time.

Foarmation. Fartners are in diagonal formation facing
to the image about six feet apart from each other. fAny

number of pairs may take part in this dance.
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“"PAGDAYEG"

Entrance Music
Facing Image
{&) Eight change step forward starting at the R foot,
hands  with palm facing outward at waist level bringing it
upward with head doing & bow alternately = = = =« w « « - 8 M
(h)Y Repeat (a) going backward — ~ = = = = = w — - 8 mM
{c) Repeat (&) and (b)) hoys bringing the arms lupward

and downward altermnately = = = = o e s e e e e e e e 1aM

Music A

() In circle formation. Take a "sinulog" movement of
the feet moving in & clockwise direction. Birls L hand on
waist, R hand with & handkerchief swaving forward and
backward, Royvs (sinulog) hand movement - = =~ « e e e w0 w a M

{b) FRepesat (a) going to proper places Tacing alwavs to
the image — — — — = = — = = = = ‘& e e e e e e e - - 8 M

(c) Face , partner. Farallel Tortillier, with girls
going sideward, K, doing the "sinulog hand movement No. 1,
Boys same movement of the girlg, — = = = = = = « = - -« 8 M

{d) Repeat () reverse the direction of the arms- 8 M
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I1

Music B

{(a) Eight {(sinulog movement of the feet) going to  the
image, with hands of the girls cross to each other with R
hand over L hand flickering fingers sitarting from waist
level going upward, together with the bowing of the head
alternately while the hoys are using their sinwlog hand
MOVEMEM T, = o o s s e e i o e e e e e e e 8™

(b)) Eight {(sinulog) movement in place. Girls using
the sindlog bhand movement No. 3 alternately. Boys stay at
the back of the girl with arss in "reverse" YT" position
brinéing it downward., = = = = = = = o o e e 8 M

() Parallel Tortillier sideward R and L. E&irls arms
ocbliquely upward at shoulder level with palm facing oytward
Boys holding +the palm of the giri, while executing the

tortillier, arms are raised upward starting from the R side

bringing it downward at shoulder level alternately — - - 8 M
{d) Repeat (c) going sideward L. = = =~ = = =« = = 8 M
111

Entrance Music
Face Audience

(a) PArtners Join ingide hand with sinwlog movemsnt
raising the arms obliguely forward and backward, outsilde

hand on waist, = = = — = = = = = = = « = e e e e 8 M
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() Leap R foot in front, then brush R heel in  front,
do it alternately LRL (4x) facing four corners of the hall
to face partner, girls with open palm (as if asking for .a

favor) raise obliguely forward at head level with R and L

alternately, boys the same movement of the girls., = - - 8 M
{c) Take a sinulecg movement, partners hold in
"Abrasiete" with L. arms of +the girls swayling the

handherchie! oblicgquely forward and backward facing to the

(d) Repeat (c) boys holding the handkerchief, girls L

Mane on walst, = = = e e e e e o e e o o e e e e e e e a M

Music A

Face Farthner

{a) Repesat figure 1-(C) = = = = = = = = = = - .- ~ 8 M
(b)Y Face Image. Releat Figure ll-{a} = = = = « - 8 M
() Girl face audience, boys away from the audiences,

Birls parallel tortillier sideward L boys sideward R then
repeat meeting at the center, girls using the sinulog hand
movemant No. 1 at waist level in fromnt of the body. palm
facing inward. Fovs are also doing their sinuwlog hand
MOVEMEA L. = = e mm e e o m am e n  e e e e e e 8 M

()} Turn R in place with shuffling steps, girls doing
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the sinulog hand movement No. 3, Boys sinulog hand movement.

{2} Repeat () and (d) going to proper places - 1&M

Music C
Facing the Image

(a) Sirls at standing position, cross R over L with &
bow of the head alternately, then open hand at shoulder

level with palm facing outward, then bring it obliguely

upward with palm also facing outward, with the head faci:z///r\
to  the image, repeat three oore  times, Boys the sa

mavement with the girls but in kneeling position - - - - 8 M
(b) Repeat the movement and reverse the position,
Girls kneeling, Boys étanding ~~~~~~~~~~~~~ 8 M
{c) HRepgat (a) and (b) facing to the audience — - 16 M

VI

Entrance Music
{a) Take a sinuleog movement starting with the R foot
BBirls arm obliguely upward with open palm facing outward,
Bous doing their sinulog hand movement. - — - ="' =~ = - - B M
() In circle formation, moving in a cloclhwise
direction, doing the sinulog movement. Roys using their

ginulog hand movement while the girls arms obliguely upward



with open palm. — = — = = = = = = o e e = e - 8 M

{c) Repeat (b) counterclockwise., Girls arms obliguely
upmard with sinulag hand movement No., 2 -~ = -~ = = = = - 8 M
Boys doing their sinulog hand movement.

Exit.
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85 a Creative Samar Folk Dance

By the F.C. Students. & cursory glance‘nf Table 3-A-
1 reveals a commonality of evaluation by the P.E. students
aof  the eight criteria as indicated by weighted means
rarrging  froe .80 to 4,22 which sre all  ‘highly accepht-
able’, thus vielding a grand weighlted mnean of 3.9425% which

alwo *highly acceptable’.

By the FP.E. TEé:hers. lLike the F.E. students, the
F.E. teachers also peroceived the “Waray Erit’ as  ‘highly
acteptabtle’ ., as presented in Table 3-8-2, a&lthough with
very much higher welghted mesans ranging from 4.00 to 40350,
therebhy making & grand weighted &ean af 4.2875% which is
alsc ‘highly acceptabls’ .

By the Viewing Public. &= illustrated in Tabhle 3-A-3,
likewise svaluated the “Waray Erit’ as ‘highly accepltable’
with weighted mgans ranging from 4.74 to 4.38 and with a
grarmgd weighited means of 4.25 which is almost as high  as

that of the teachers, hence, also "highly acceptable’ .



Table 3-A&

Acceptability of the ‘Haray Erit” as a

Creative Samar Follk

Dance

iz2e

8-1I. As Perceived by the P.E. Studenis
Irdicators/ EA o HAE P Ma ] 88 MNe | Tobksl [Wedighted
Criteria ey 1Ay )Y 1 UE {1} Meaar
1. Appearance and  oolor
harmory 2= 17 g 2 ] 50 A
(LLG)(&8) (E4) (4) oy (G211 4.2
2. Economy of Costume i7 14 17 2 0 =0 HA
ard Paraphermalia {25) (56) (50 (4 {0} {194) 2.92
A Authenticity and 7 21 & by 1 50 HA
Originality (8303 (84) (18) (1 (L) (17 .5
4. Helevance to the Title i1 24 2 = 1 Bl Hey
ixf Darie R (26 (R (&) iy (171} R v
%, Formation, Figwe and 17 15 15 b ] o HA
Btep Variation (85 (&0) (48 (4 (Oy (197 R4
6. Bivethm and Masical M 2 1% 4 £ o0 %
Variation (70) {(84) (E%)y (8 (0 (195 E.90
7. Interpretation and 13 1% 1= = O 0 A
Plarirg (&3} (76Yy (39} (M) (0} {190) .80
8. Performsnces -anc 15 2 12 2 £ A HA
27082 {94 | B8] 2 A0
Total &30 0 1282 (B (E)y JIEF7Y 3T
Grand 5
Wi g hvbesd ] 4 1 & 211 LMD R P42E
Mhzar
Legends

4,51 - B.00 BER
F.00 - 430 HA

2,851 ~ B.EO MA

1,081 - 2280 BA

Lot 1.50 NY



A-2. As Perceived by the FP.E. Teachers
Indicators/ EA L HA | MY | 88 ] NA | Total |[Wedighted
Criteria {(3) {4y {3 (@& (1) Mezan
1. Appearance and color o 2 = ] O 10 HA
harmory £10) (8 (&Y () (o3 (42 4,520
2. Eoonomy of Coshums el 4 1 0 0 10 HA
and Faraphamalia (1) {14) (3 () {0y (44 4,40
. Autherticity and & 3 i 0 O 1o HA
Originality {(30) (12) (3) () (D) (4% 4,
4. Felevance to the = = 2 i Q in HA
Title of Dance {28) (1) (&Y () (o) (4% &, 30
f.  Formation, Figure, 4 4 2 ] 0 10 A
and Step Varistion (20 (1&) {&60)  (O) (0 (42) 4,20
&.  Rhytlm and Musical 2 [2) 2 0 ] 10 HA
Variation (1oy (20 (&) (D) (&Y (40) 4.0
7. Interpretation and & ) 1 8] Q 10 S
Meaning (20) (12} (3 () (M (4%) 4,50
8. Ferformance and 4 4 e, O 0 10 HA
Time Allobment (20} (16} (&) (O) (@Y 42) 4,20
2R (1494 1 O 0 ad
Testal 185 (116 | 42 [0y [(Q) (5343 4.5
Girand HA
Wedghbed a 4 13 o1 0 |4.2875 |4.2875
Mean
Legends
4.5 — B.00 EA 2.8 - EZ,.50 MA 1.00—- 1.50 NA
.81 - 4.80 HA 1.81 — 2.80 8AH



A-3. 6Hs Perceived by the Viewing Public

Indicators/ Ea {HA | M& | 88 | MR | Toltal [Weighted
Criteria (o (A 13y [ (1} FEan
. Appearance and color =7 15 g o 0 S0 5
Frarimedy (1350 (&0) (24) (O (0 (217 4,78
2. Econoamy of Costuns A R P & 0 G HA
and Farapharmalis (118)  {88) (39) {0y (0} (21 4. 50
J. Aubhentdedty and 23 2 g 0 LS T 6 HA
riginality {105y (84) (34) (OYy () 21%y 4.2%
4. PFelevance to the 23 VS L R § 0 50 HA
Title of Dance {135 48) (42 (Y () (7Y 4.14
%. Formation, Figure, - s T T A 0 ) HA
annl Shepn Vardstion (140 (&) (EERY (4 () (207 4.14
. Hhythm and Moasical 25 14 8 0 0 0 HY
Var-iation CIEDY (&) (34 (O () {28y 4.7
7o Interpretation and a4 14 g 2 0 S A
Meaning 118y (&) (27) (4) () (2l 420
8. Performsoces and 25 i 70 & i HA
Time Allotment (125 (72) 21 (0 (D) (28 4.78
170 {187 1 78 1 & 0 AU
Tortal 0 1T0R (234 110 (o) 1707 15408
Gz 5
Weighted bl 4 1 3 O 0 4,207 4.25
Meart
Legend:
01 - S.00 E& 20T~ Z.50 MA T.00- I.30 MNA
I.87 ~ 4,80 HA 1.3 —~ 2.530 8~
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Table 3—A—4

Acceptability of *Waray Erit’ as Perceived by the
Thiee Categories of Respondents

Students} Eval-iTeachers Eval—- (Viewing|Eval—
Criteria uation uation uation
Wt . Mean Wt . Maean
1 4 .22 HA 4,20 HA 4.38 HA
2 I.92 H& 4. 40 Hey 4,20 Hé
X .98 HA 4 .50 HA 4,248 HA
4 F.82 HA 4,50 HA 4,14 HA
3 .94 HA 4,20 HA 4.14 HA
& Z.90 HA 4.0 HA 4. %4 HA
7 .80 Hm 4, 50 HA 4,20 HA
a x.98 HA 4,20 HA 4 .36 HA
.Tmtal F1.54 24,30 Z4.04
Owver— .
all mean z.94 HA 4 .28 HA 4,25 Ha

On  the whole, the "Waray Erit’ as a Creative Bamar
folik dance is commonly perceived as  "highly acceptable’
with pverall mean of .24, 4.28, and 4.23, as shown in

Table 3-4-4,

Tahle 3~A-3 reveals the analysis of variance on the
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Table 3-A-5

ANDVA Table on the Acceptability of ‘Waray Erit”
As.Perceived by the Thiee Groups of Respondents

Sowrce of Bum of Degress of Mean Crampybec Tabular

Variation Sopare Freedomn df Sruere F-alue Falue

B G 080664 (l-1)= 2 £, 29032 00188238 E.47
15, 4200028

Wit 0,395 (N )= 21

Total 0.97394 M1 = 23X Significart

acceptability of the “Waray Erit’ as perceived by the
three categories of raﬁpmndents; This analysis results in
& computed F-value of 13.423028 which is larger than the
tabular wvalue of 3.47 at .05 level of significance and
degrees of freedom equivalent of 2 and 2I. Therefore, the
Fe-valug is significant. To find out where the significant
difference lies, further testing using Scheffe's test was
resorted to. This test reveal that the evaluation of
the +three categories of respondents significantly differ
Ffram one ancobther. This meanz that even Lif the evaluastion
of +the “Haray Erit’ is ‘highly acceptable’;, the thiree
caktegories of reapmﬁdantﬁ £till differ in the degree of

accephance.
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Table 3-A-6
Comparison of Mmans for “Waray Erit’

Means ifference |Computed | Critical Signiticances
Coampared Srheffe’ sibcheffe’'s | BEvaluation
Value Vel
Xy (Btudents)
S, 0,355 TR 4,52 Significant

KE {Teartsrs)

Xy (Studerits)
V. 0.5 &L 00 4,905 Sigrificant
Xz (V.Fublic)

Y (Teachers)
Vi . 005 A7 .95 Significant
X (V. Fublic)

Acceptability of the Pahot-Pahot
as » Creative Samar Folk Dance

Ae glanced from Table 3-B-1, the 'Pzhot-Fahot' as  a
Creative Samar Folk Dance iz "highly acceptable’ to  the
F.E. students, with respect to the eight oriteria, as
indicated by the individual weighted means  ranging  from
HebB  to 2,9 and the grand weighted mean of 3.7675.  fTolk
dance is also ‘highly acceptable” to the F.E. taacharg
who evaluated within a weighted mean ranging from 3.70 0 to

4,10, and a weighted means of 3.90; as shown in Table Z-BE-

e

o 1



Table

>—B

Acceptability of the ‘Pahot—FPahot’ as a
Creative Samar Folk Dance

B-I. A= Perceived by the P.E. Students
Indicators/ Ex jHA L MA | BA | MA | Totsl (Weighted
Criteria {5 ({4 [{(FT) [ (&) (1) Mean
1. Appearance and color 18 15 13 74 ¥ o0 &
by (20) (&0} (39 (B) (@) (197} .94
2. Eroncamy of Costowne 12 20 14 4 o S50 HA
and Farapfemalis (&60) (80} (42) (B} (0} {(1%0) J.80
Fe  Authenticity and 12 17 18 o 1 B0 HA
Original ity (G (&8) (45) (10 (1) (184) a3
4. Relevance to the g 2 15 1 0 50 HA
Title of Dance {40 (104 (48 () (0y (191) .82
He. Formation, Figuwre, n 18 18 2} 0 A HA
andd Step Variation (30 (72 (B4) (B) (0) (184} F.68
&. FRhythn and Pusical 2 002 A= 4 0O 50 HA
Variation (&) (84) (39 (8 (0) (191) F.82
7. Interpretation and g 2= 14 bl 0 0 H%
Meaning (40) (F2) (42) (10} (O (184 3.48
8. Performance and w21 14 i & =0 HA
Tim= Allotmert (50) (B4) (42) (10) (99 (186} 272
20 (16l 11is |32 1 4083
Total (4301 (&M (8B (64) [ (1) 1 (1307) | 30.14
GHrand H
Weighled i 4 1 3 211 37878 |5.7875
Mzan
Legend:
4,51 -~ 5.00 EA 2.51 -~ E.B0 MA 1.00- 1.50 NA
T.91L —~ 4.30 HA 1.81 — 2,50 5A



B-2. Az Perceived by the P.E. Teachers

Indicators/ Ea lHA | MA | 83 | MA | Total |Weighted
Criteria (3) {4y (3 @ | (D) Mean
1. Appeatrance and ) b £ 1 Q 10 HA
color harmomy (13) (20) (O (&) (O (41) 4.10
2. Economy of Costune X 2 5 0 0 in HA
ard Faraphermal ia {13} (8B) (1i3)y (L) (0 (38 a0
Z. futhenticity and 3 3 2 = 0 10 HA
Driginality (18 (1) (&) (4) (O (37 BT
4. PRelevance to the 3 4 i 2 0 14 H5
Title of Dance (13) (&) (3 4y (0} (3B .80
9. Formetion, Figure, 4 2 z z 0 10 HA
and Step Variation (203 (B)Y (&6 (4) (0) (318) .80
&.  Rhythm and Musical 4 4 2 0 0 10 HA
Variaticn (203 (1e) (&) (0) (O} (42) 4,20
7. Interpretation and 2 b 2 1 0 10 HA
Meaning (L0 (20 (&) 2y DY (ER) HL.ED
8. Ferformance and ) = i i ] 10
Timz Allokmet (13) (20 (3 (2) (Q) (4, £4.0)
P - A T e o 0O 80
Tertal 125 1024 1 (4m I8y (M (3L J1.2
Grad HA
Weaighhec = 4 13X 2 130 F.90
Mean
L.egend:
4.0 - 5.00 EA 2.8 - 3.80 MA TLo0- 1,80 NA
E.81 - 4,50 HA 1.5 ~ 2.30 5A



B—S.. As Perceived by the Viewing Fublic

Ireticators/ Eo op HA F oM | B MY | Tobal (keighted
Criteria G D T 9 B Y ) {1} Meam
1. Appearance and 13 4 2 Q B0 HA
color Permey (155 {82) (12 (4) (D) (23 4,44
2. Economy of Costoms 26018 5 1 0 50 HA
and Paraphermalia A3 (72 (19 {2y (0)  (219) 4,728
Fe  Aabhenticity s 15 27 a 8] O B0 HA
Origimality {PEVCL0EY (24 (D) (DY {207 4,14
4. Felevarce to the | 210 £ £ =0 iy
Title of Dance (F0) (B8 (30)Y {4y (0)  {(208) 4,14
5, Formsetion, Figure, 24 1x 1Z i £ = A HA
and Step Vardation (120} (52 (36 (2 (o) (21, L
&.  Fhvthm and Masicsl 2x 14 1z ki 0 50 ey
Variastion (118} (846) () (2 (D) (EE) 4.18
7.  Imterpretation and 2220 © 2 i 50 HA
Meariing {110} (BO) (18)  (4) () (212) 4.2
8. FPerformance and 24 i7 8 1 0 S0 HA,
Time Allobmesnt (1200 (&B) (24) (2 (DY (214} 4,20
185 {144 | &5 810 410
Terkal PLE 1676 198 (&) ) [ (A702) | 34.04
Graric HAS
Weighted & 4 1 & 211 [4.25 L 25
Mear
Legeris
4,81 — H.00 EA 2.81 -~ .50 MA 1.00- 1,50 NA
.81 - 4.80 HA 1.81 — 2.30 BA



Table 3—A—4

Acceptability of "Pahot—FPahot”
Thiree Categories of Respondents

138

as Perceived by the

Students| Eval-|Teachers Eval—- MWiswing|{Eval—
Criterial—————r—— =S e R e uation uation
Wt. Mean Wt .Mean Fubilic
1 3.94 &S 4,10 HA 4,38 HA
2 X.8B0 H& Z.80 HA 4,20 HA
3 F.63 HA .70 HA 4.26 HA
4 .82 H& .80 HA 4,14 HA
3 SRt HA .80 HA 4.14 HA
& .82 HA 4,20 HA 4,54 H&

7 3.68 HA .80 HA 4,20 HA

8 3.72 HA 4 . Q0 HA 4,556 HA
Total E. 14 F1.2 34 .04
ver—
all m=an I.758 HA F.90 HEG - 25 HA

The viewing public, likewise, are unanimouws in thelir

evaluation with weighted means ranging from 4.14 to 4.46
and  grand weighted mean of 4.23 which are also  “highly

acceptable’

as shown in Table 3-RB-X.

Table 3-B-4 summarizes the acceptability of the three

categories

Wiy

respondents

as

indicated

by the grand

weighted means of 3.76 for the P.E. students, 3.920 for the




Table 3—B-5

ANDVA Table on the Acceptability of "Pahot-Fahot’
As Perceived by the Three Groups. of Respondents

Sourge of S of Degrees of | Mean Complrted Tabtalar

Variation Souare Fresdon of | Sguare F-Value FValue
Fetwaen 1.01968 (k-1}= 2 LOR0eE: 25.088 X447
Within 0eA257%  (MN-K)= 21

Terkal 1. 44439 M-l = 23 Bignificant

F.E. teachers, and 4.25 for the viewing public., which are
&}l indicators of “highly scceptable’ evaluation.

Pahot-Pahot as a Creative
Samar Folk Dance

Shown in Table 3-B-5 in the &MOVA in the acceptability
af  the Pahot-Pahot as & Creative Samar Fuih Dances., The
computed F-values ot Z3.08BR which is greater than the Table
value of F.47, is ‘signlificant’ as .03 level and 2 and 21
df, hence the need to proceesd to further testing to find out
where the difference are found.

The RBeheffe' s test shown in Table Z-B-4 reveal that the
gignificant difference ars found among the thres categories

o f respondents. This MEANE that, while their



Takle 3-B-&

Comparizon of Means for ‘Pahot—Pahot”

Mears Difference |[Computed . | Oritical Bignificance/
Comprsired Fechelfe s Fecksffe s Evaluation
Vil Valus

X 1 {Stucteihs )

VE. L &8 89 4,935 Significant
Koo (Teachers)
Ky (Btuckerrts)

= .48 74,48 4. FE -Bigniticant

Far (MePulbrlie)

XE {Teat:hers) .
Vi 0. TH 25, 5 4,95 Sigrificant

Xz (Mo Fublic)

"evaluation are &1l ‘highly scceptable’, there acceptability

still differ to a certain degree.

fpcceptability of the Latak-latak as
& Creative Samar Fallk BDance

A presented in Table 3-0-~1 to 4 the F.E. students, the
P.E. teachers, and the viewing public svaluated the latak-
Latak’ as “highly sacceptable’ with grand weighted means of

2F.54, 35.0, respectively.



Table 3—LC

Acceptability of the ‘Latak-Latak’ as a
Creative Samnar Folk Dance

£-1I. #As Ferceived by the F.E. Students

141

Indicators/ AL HA LM | BA | NS | Total (Wedighted
Criteris (3 1) 3 [ (&) (I M=am
1. fppearence and 16 16 12 5 1 o He
calor haermony (B0) (&4 (36) (10) (1) (191} S.82
2. Economy of Costume 14 19 12 ] O o0 HA
and Faraphermalia (70} (76) (36) (1) (D)  (19) .84
Fe fathenticity and g 2 i1 a 2 50 HS
Originality (45) (F2) (35 (A0 (2 (igE) RS
4. Felevance to the i 22 13 3 2 50 HA
Title of Dance (50} (B8 (37) (&) (3F)  (1m5) F.F0
0. Formatico, Figure, 12 14 AE 7 2 g0 HA
and Step Variation (&0) (36) (43) (14) (2 (117} )
&.  Rhythm and Musdical o 22 1 g 0 o HA
Variation (E0) (88 (30) (16 {0y (184) J.48
7. Interpretaticn and 11 i3 i1 10 8] 0 H&
Mearing (G5 (72) (5 (2O 0y {180 b0
B. Performance s g o@ 15 4 O S0 HA
Time Allotmsnt (43 (88) (43) (8) (O) (184 R T2
L | 1586 99 | 47 | 7 400
"otal 405 1 GRAERT (R4 (7)Y 1{1477) | 28.54
Brand HA
Wighied a8 4 13 ERE B T i B e i
Whaar
Legends:
4,851 - 5.00 EA 231~ E.50 MA 1.00- 1.050 NA
F.81 ~ 4,50 HA L.831 - 2.50 84
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C-2. As Perceived by the P.E. Teachers
Indicators/ Ea | HAS | Ma | 88 | M | Total |Wedghted
Criteria (3 ¢4y [CRY LD (1) Mz
1. Appearance and 4 & = 8 G 10 HS
color harrmory (20) (1&) (b6y (L) (O) (4 4,550
2. Economy  of Costuns 7 2 1 n ] i HA
arid Farapbeynalia FEY OBy ()Y (o) (O 144 2 &0
F. AutheEnticity and ) = 1 1 Q 10 HA
Driginality {15y () 5y (2) (0} (40) 4.0
4. Relevance to the &4 4 1 1 e 10 HA
Title of Dance {20} (16) (3)Y (&) (0) (41} 4,10
%, Formation, Figuwe, 4 = 2 1 0 160 ey
and Step Variation (Z0Y (12) (&) (2} (0) (40} 4,0
& Rhythm and Masical 2 & = 0 0 16 HA
Varistiom (10) (24 (B6Y (O (Q)  {40) 4.0
7. Interpretation and 4 4 ] 2 O 10 H
Meanding (20) (16 (DY (4 (O)  (40) 4.0
8. PFerformance o = a 2 0 0 10 HA
Time Allotment (1%) (20 (&) () (O)y {41} 4,10
=1 FEL AL 5 0 80
Total 185 221(ER A0 ) (E50) I
Szt HA
Meighted 8 4 1 3 21 1 14425 144285
Man
begend s
4,851 - .00 BEA 28 - EB0MA 0 1,00 1,50 NA
F.ol - 4,570 M 1,01 - 2.50 84



£—3. #As Perceived by the Viewing Public
Indicatoys/ Ea L HA MR BA NS Total [Weighted
Criteris (B |4y (3 (&) (I} Mesainy
1. Pppearance and 25 16 2 0 0 i H3
color bharmory (125 (&) (Z7)y (0} (O (218 4,352
2. Boorndmy of Costumes - 12 10 8 0} 50 HA
awd Paraphernal ia f110y (72) (30} (O)y (D) (212 a2
Fa Authenticity and B 3 3 1 0 =0 HA
D-iginality (PO} (92 (24 2y (0 (208 4.16
4. Felevance to the i 22 g 1 L & HA
Title of Dance (95) (BRY (24)  (2)y (0)y (20w 4,80
ora  Formation, Figurs, i7 3 17 i 8] o HA
and Step Vardalicn (93) (8 (81 (2 (0}  {(200) 4.0
b Bhyths and Pusicsl 19 22 8 1 £ 50 He
Yeariation (95 (8R) {(24) (2y () (209) 418
7. Intgrpretation and 2@ 10 ] £ = i
Meariing (100 (B (30 (0 (0) (213 4,20
8. Performsnce and 20 13 12 O 0 S H&
Time &1lotmsnt (125) (G2) (3&) (D) (D) | (E15) 4.2
67 (447 | 82 ( 4 0 40
Total EENGINER 1246 | (8)Y (O}1(1877) EZLO40
Giraiod HA
Weichhed o 4 1= 211 14.19 4,19
Megiy
Leqerts
4.5, - 5,00 BEA 2.80 ~ FEBEO MY 1,00 1,50 NA
.51 - 4.5 Ha 1.81 - 2.50 84
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Table 3-C-4

Acceptability of “Latak-Latak’™ as Perceived by the
Three Categories of Respondents

Students) Eval—|Teachers Eval— |VYiewing|Eval-—
Criterial-——————-— vationi-———————— uation uation
bt. Mean W Mear FPuhlic
1 5.82 H& 4,20 HA » | HA
2 . 3.4 HA 4,60 HA 4.2 HA
3 E.H4 HA 4.0 HA 4,14 H
4 F.F0 HA 4.15 HA 4.18 HA
al .64 HaA . 400 HA 4,00 HA
& F.68 HA Ll H 4.18 H&
7 b HA 4,00 HA 4.2 HA
& E.72 H& 4,10 HA 4, 52 HA
Total 29,54 . EE.0 FE. 34
(vy— .
all mean He i 4.1 Hé 4.19 HA

ANOVA on the Acceptability of the
. Latak-Latak as a Creative
samar Folk Dance

fe gleaned from Table 3-0-5%, the computed F-value of
2R.74% is greater than the table value of 3.47 at PEa ks
level and 2 and 21 degrees of freedoms. Therefore, the Hj
is- rejected. Since the F-value is significant, further

testing is necessary, as shown in Table 3-C-4&.  The resultl



Table 3—-C-5

AMNOVA Table on the Acceplability of “Latak-Latak’
s Perceived by the Three Groups of Respondents

i43

Srawve of Sum of Degress of | Mean Cemnprrbet Takilan
Variation Souare Freedom df| Souars F-Value F-Value
Bevtwesen 1. A778% (f=1i)= 2 L5EEmN 28,749 K47
Within Q. 4301, (M-f)= 21 204805 EE8

Total 1.&0773 M-1 = 23 Sigrificant

of the Scheffe's test reveal that the gignificant

differences

This means that while

lie among the three categories of

respondents.

there evaluation fall on the scale

of

*highly sascceptable’;, they still differ in the degree of
acceptability.
Table 3-C—-&6
Comparison of Means for ‘Pahot—FPahot’
Feans Difference |Domplited Critical | Significance/
Compated Focheffe s |Fecheffe’ sl BEvalustion
Value Value

Xq (Students) .45 g83.98 4,93 giFferent

VSiw
A (Teachers)
Ry (Students)

Vi 0, 50 G763 4.93 different
X (V.Fublic)
X (Teachers)

VS 0,07 ST 4.9% different
¥ (Vo Fublic) R
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A tabilit f the Bi ]
as a Creative OSamar Folk Dance

Table 3-D-1 TO 4 show the evaluation of the ‘Binus—
kavan® by the respondents. Like the other folk dances
already discussed, this folk dance is also ‘highly
acteptable’ to the F.E. students a8 well & to the P.E.
teachersand the viewing public as evidenced by the grand
weighted means of 3.96, 4,20, and 4.30 repectively.
ANOVA the A tabilit

of the Binuskavan

As shown  in Tabhle 3-d-5, Ehe computed F-value for
‘Binukayarn' iis L6.22. This value, being greater than the
table value of .47 at .08 level of significance annd df
ggqual  to 2 and 21, the H, that ‘there is no significant
difference among the perceptions of the three categories
af respondents on the acceptability of the "Rinuskavan® as
a creative Samar Folk Dance’ is rejected. This means that
the respondents differ in their perception on the %cceptm
ability of the foregoing Tolk dance.

RBased on  the Scheffe’'s test in Table 3-D-6, the
Etudéntﬁ’ ciroup differ in their perception beth from the

viewing public and the teachers,
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Table 3-D
fAcceptability of the ‘Binuskayan’ as a
Ereative Samar Folk Dance
D-I. As Perceived by the P.E. Students
Indicators/ ES HA MA g4 2 Total Wedghted
Criteris () (4) 3} {23 (1) Mean
1. HAppearance and g 20 &8 4 G 50 H
color haramny (90 (80 (24) (&) {0y (2032) 4 .04
2. Economy of Cos-
tuns & ppataphsr—
P&l ia 16 20 7 e 2 e8] ey
(80 (BD) (27} (&) (2) (193) F.50
. Authenticity and 18 20 = a3 2 o0 HA
Originslity (50} (80 (1%) (1 2y  {197) I.594
4. FRelevawe to the 15 o 7 3 2 =0 HA
Title of Dance (73) (92 (20 {6} () (198} F.92
8. Formation, Figwe, 17 18 10 3 P e} HA
gnd Sten (83 (72) (3 (&) (2 (193 F.90
Varistion
&.  Fhythn and Moasical 19 20 i0 1 o &0 HA
Variation (FE) (B (30) (2) {0y {207 4014
7.  Interpretation and 13 22 11 4 8] S0 I
Meaning (6G)  (BB) (%) {8 {0y {(194) F.68
8. Performarcs soo 14 = 14 0 0 50 HA
Time ALlotment (700 (88)  (42) () () (200) 4.0
170 1465 74 =3 a ALK
Total (630} (660} (ZZ22)  (48) (8) (1385 31.72
Gramd &
Weighted = 4 A 2 1 E.945 i
Mz .
Legenc s

4,51 ~ S.00 ER
.51 ~ 4.50 HA

Ze0l o~ 5,50 MA
1.8 — 2,50 BA

1.00 ~ 1.850 NA



D-2. #fAs Perceived by the P.E. Teachers
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Indicatorss EA HA '] o4 M Total |[eighted
Criteria {3 {4} R) (&) (1) Mean
1. Pppearance anc & = 1 0 ] 1 H&
color  harmony  (30) 0 (42) (&) {&) () (4% 4.50
2. BEroncnry of
Costimne & z i 1 8] 10 HY
artd Paraphermalia(d) (&) (Fy (&) (W (43} 4.30
F. Authenticity and O i 3 & O 10 HA
Originality (28} & (Fy {0y () (42) 4.20
4, FRelevance to the 5 2 2 1 0 10 H
Title of Dance =3 {&) (6} {22} (D) (41)  4.10
. Formstion, Figuare, 3 i = 0 0 in HA
& Step Variation (15)  (13) {7} {0 {0} (40 4,00
&.  Rbwblen & Masical & s pe) 1 £ 10 HA
Veriation 28 {&) (&) {23 {41y {41y 4.0
7. Interpretation &0 4 3 2 i Q 10 H&
Mearing (20 (A3 {&) {2} {0 {400 4.0
8. PFerformance snd i 4 k4 Y ] 10 HA
Times Allotmsrt (35 (14 (=) {) {0 {44}  4.40
X, = 1% 4 s] ]
Total (195 {8 {48) {2 () (33h) 2.6
Grarc HA
Welghted bl 4 3 2 O 420 450
Flezary
Legenids
.51 — S0 EA 0 2201 - F.O00MA O 100 1,50 NA
Bt o 4,00 HE O 1.5~ 2.00 8A



D~-3F. As Perceived by the Viewing Public
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Indicators/ EA He I Rl [V Total |kedighted
Criteria {3} (4) (F) (2 {1} Mean
1. Pppearance and 268 11 8 = C S Hey
color harmony (1400 (44) (24) {&H) {0} (214 4.28
2. Economy of Cos-
tume & Faraphsr— &5 14 7 2 O 50 My
nalia (125 (86) (53 (4} (o (212) 4,24
F. Futhenticity & =8 13 = 1 1] 5D HA
Qriginality (140 (&)Y (34) {2} {8} (21 4.36
4. Relevance to the 26 A 10 1 0 b} HA
Title of Dance (130 (B2 (3 {2 (o (2143 4,28
. Formation, Figuwre, 24 20 i 1 Q o0
& Step Variation (1203 (80} (1%) {2) (<) 217} 4,34
Ha.  Rhwtlen & Mosical 27 20 g Z 0 50 HA
Variation (135 (82)  (24) (43 {8} (215} 4,750
7. Interpretation & 23 = ba 2 o 0 A
Meaning (Lis)y (B (18 {4) (0} (214} 4.28
2. Performeance and 27 13 7 1 £ 50 HA
Timez Al lotment (138) (82) (27) 3] () {(21&) ?.EE
208 0 117 &2 A 4] 40K .
Total {1040} (458) (184) (24) (0 (4720 34,40
Er-and A
Weighvted 5 4 3 2 8] 4.750 4,30
Mzan
Legends
4.5 - 5,00 B4 2.51 — EE50MA - 1.0 1,80 NY
Fa01l - 4,50 HA  1.84 — 2.50 84



fAcceptability of

Table 3-D—4

*Binuskayan’

150

as Perceived by the
Three Categories of Respondents

Studentst Eval—{Teachers Evafﬁ Viewing |Eval-
Criteria|——————— vwationf-————=—mm—— wation uvation
Wt. Mean Wi . Fleran Fuklic
1 4 .14 HA 4, 50 HA 4.28 HA
2 E.90 HA 4,30 HA 4 .24 He
= .94 HA 4 .20 HA 4. 36 HAa
4 .92 HA 4,10 H& 4.2 Hé&
5 FL.70 HA 4,00 HA 4 .54 H&
& 4.14 Hé 4,10 HA 4.30 HA
7 z.88 HE 4,00 HA 4.28 HA
& 4,00 HA 4 .40 HA 4,372 HA
Tovtal F1.75 8.6 4.4
Over—
all mean X.946 He -2 HA 4.3 HA




Tahle
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3-D-5

ANOVA Table on the Acceptability of 'Binuskayan”’
As FPerceived by the Three Groups of Respondents

Source of |Bur of [Regress of M & Computed] Tabular

Variation|Soguare|Fresdomn df Soaquare F-Valums F~-Valus

Bebwsren LA7EE {E-1) 2 ~ETAE R 47
1&. 22

Withirn P S0EE (M-K) 21 0 L,0I4580%

Total Y, FIRAE M-t 23 Bignificant

Table 3-D-&

Comparison of Means fTor

*Binuskavan’

Means Compared

Compyted
Soheffe’'s

Test [Significance

WV a

(Students}

(Teachers}

%y (Btudents)

Wi .

o (Vo.FPublic)

R

(Teschers]

(V. Public)

15.8015%

F1.TLET

2.7455

CBignificant

Significant

Mot Significant




; tabilit £ the Sinadul
as a Creative Samar Folk
Dance

A ouwrsory glance at Tables 3-E-1 to 4 the 'Sinadukan’
is generally evaluated by the three categories of respond-
ents as ‘highly acceptable’ with weighted means of .93
for the F.E. students, 4.27 for the P.E. +teachers, and
4.3% for the viewing public. ‘

ANOVA the A tabilil
of _the Sinadukan

Table 3I-~E-~-3 shows an F-value of 21.113 which is
" greater than the table value of 3.47. This leads to the
rejection of the Heo. Since the F-value is significant at

L0 level and 2 and 21 df, the Scheffe's test was resorted
toy in order to determine where the significant
differences are found. This test reveale that the
differences are found among all the three categories of

respondents



Table 3—E
Acceptability of the "Sinadukan” a
Ereative Samar Folk Dance
E-I. As Perceived by the F.E. Students
Indicators/ A iy A 8A 4] Total [keighted
Criteria (5) {4) {3) (2} (1) Maan
Appearance and 17 21 7 A 2 50 H
color Farmorsy (85) (B4 =1 (&) {2 (19g) Z.F6
Economy of Costumse 16 2= & 5 ] 50 HA
& Paraphermalisa (80) (92) (18 (1) () (200) 4.0
Anthenticity and 18 18 & 4 4 50 HA
Original ity (9Q} (72} (18) (&) {4) (192) .84
Felevance to the 18 172 g8 = 2 s HA
Title of Dance (90} {7&) (24) (&) (2 {198} .96
Formation, Figuwe, 1é 1% 7 7 1 D A
& SBtep Vardation (80 (78) (2l) (14} (1) (192) T.04
Fhythe and Masical 17 8 9 4 2 & HA
Variation (B3 (72 27) (&) {2) (124) .88
Imterpretation and 19 i8 9 A 1 o HA
Meaning {(98) (72 (&%) {8 (2) {194) .08
Ferformance and i3 17 i 5] 1 o &
Time ALlobment (93}  (&8) (=) (&) (1) (o) 4,00
140 1S3 &2 32 13 4K
Total T (612) (1B6) (&4)  (13)  (ABF3)  31.8
Grand o HA
Wedghted B 4 3 2 1 J.REVE LRI
Mean
Legends
4,81 - 5,00 FA 2.5 - .50 M .00 I.G0 NA
F.8I - 4.50HA  I.G5I ~ 2,00 84
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Acceptability of 'Sinadukan’

Table 3-E-4

Three Categories of Respondents

, 1564

as Perceived by the

Students| Eval-|Teachers | Eval- |Viewing(EBval-
Criterigaf——————m R R o T e watdon vuation
Wt. Mean Wt . Mean Public
1 T.7h & 4 .60 H& 4.54 S
2 4.0 HA 4,440 Hé& 4 .34 He&
3 F.84 HA 4,40 HA 4,758 HA
4 2.96 H& 4. 40 HEy 4, 4% HA
G .84 HE R.80 H& 4,52 HA
b x.88 HA 4. I0 Hé& 4,34 HE
7 4,02 H 4.20 HA 4 .58 HA
8 4.0 HA 4,30 He 4.356 . HA
Total 31.5 34.2 L
Dhvgp—
all mean EL.BE HA 4,27 HE 4,39 H&
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Table 3—E-35

&MOVE on the Accepitability of the "Sinadukan’
As Perceived by the Three Groups of Respondents

Souwrce of Suam of Degress of | Mean Computed {Tabular

Variation [quare Freedon SguareF-valug F-wvalues

Belwesn L BEEOE {R—1 )= 2 WA REES E.47
21,113

Within GL. 440150 {H—k )=21 0, 0207595

Total 1.5%3282 | R Significant

Tahle 3-E-45

Comparison of Means Tor ‘Sinadukan’

Meane Difference Compadbed | Critilosl Signd ficance/

Comparerd Facheffe' s|Fecheffe’'s Evaluation
Xy (Students)

VB 0.734 & 87 4,95 Different
¥ {Teachsers)

Xt(SﬂmMnﬂﬁ
W, 0 45 8588 493 DiFferent
A (Y.Fublich

e (Teschors)
ViEa .11 2.9 4,93 Differaent
K (V.Fubslic)




as shown in Table 3-E-6. Take the first thires folk' dances
slready discussed, the respondents differ to some degree
gven if their general evaluation is "highly acceptable’.
Acceptability of the “Pagdaveg” as a
Creative Samar Folk Dance

The acceptability of the Pagdayag is shown in Table
3~F-1 to 4. As in the "Waray Erit’, ‘Pahot-Pahot’, ‘Latak-
Latak’y, and ‘8inadwukan’; the ‘Pagdayeg’ is also highly
acceptable, to the three categories of respondents as e
vealed by the weighbted means of 30,584 for the P.E. stu-
dents, 33.3% for the P.E. teachers, and 34.3 for the viewing
public, all of which are summarized in Table 3~F-4.

ANOVA on the Acceptability
of the Pagdaveg

Table I~F-5% reveals a compuited F-value of 26,4658 which
is greater than the table value of 3.47. Therefore the Ho
is rejected at 05 level 2 and 21 df. Further testing using
the Bcheffe’'s test indicate that the significant difference
are manifested among all the three categories of respondents
as shown in Table 3-F-4. However, while the general svalua-
tion is ‘highly acceptable’ the théee categories of pre-

spondents still differ to some extent.



Tabhlse 3-F

Acceptability of the Pagdayeg as
Creative Samar Folk Dance

F—I. As Perceived by the F.E. Students
Indicators/ EA HA MA 54 MA L Total | Hedghited
Oriteria (3| (43 (=) 2) {1) Mesar
1. Oppearance and w17 7 7 1 a0 HA
Corlew Harmory (Foy (&80 (21L)  (14) (1) {194)  5.088
2. Eoonomy of Costune & 15 14 1= & 0 =0 H
Faraphernal ia (73)  (&4)  (FR)Y  (ABY () (190) Z.BO
e Authenticity & Ori—- 14 i9 4 ) i a0 HA
ginality (B8 (7&6) (27} (10} (1) (1943  5.88
4. FRelevance to the 15 0 13 2 ] 50 HA
of the Dance (75) (B0) (39) (4} () Q9a) 35.98
%, Formation, Figws and 17 1t 17 b} o =0 HA
Step Variation (83 (44 (1) {10y () (1903 .80
&.  Rbythm and Musical 16 15 ) f 0 o Ha
Vauriabion (B (603 (39 (12} (03 (193} 3.85
7. Interpretation & 13 20 10 3 4 50 HA
Meaning (&%) (80 (30 (&) (&) (185 .70
8. Porformance sl 2 9 14 2 A &0 HA
Time &1lotment (&0 (76) (43 4y () (183 370
Total 22 1357 S 5 & A
(e10) (5348 (2EEY (7Z2) (9) (15E7) 3054
Granc HA
Wedghted e 4 K1 2 1 38175 =.8173
Mewar
Legand:
4,81 - 5.00 EA 2.51 - Z.50 MA  1.00 - 1,50 NA

2.80 8A
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F—2. s Perceived by the P.E. Teachers
Indicators/ EA Firy My &4 MEy | Totsll Wesdghted
Criteria (E3) (4) {5 () (1) Mear
1. fppearance & Color i 4 1 7 0 10 HA
Harmony (25 (b)) 5y () () (44) 4. 40
2. Eronomy of Costums & 0 03 = z ] O 10 H&
Faraphermal La (25 (1) {&) {0} {o (43) 4,20
3. Aukhenticity & ri- = & 0O b 0 10 H3
ginality (15} (20 {10)) (2 (0 {413 4,10
4. PFelevance to the 4 4 2 .0 4] 10 HA
Title of the Dance (2 (16 =Y (101} () {42 4,2
. Formation Figwes and 5 2 2 i 0 10 HA
Step Variation (2%} (&) (&) 2} () {441 410
b. Rhythm and Musical 1 & 3 0 £ 10 e
Var-iation (5} (24 ) {7} () (2} (-33) SeER
7. Interpretation & = 3 2 0 O 1o HA
Meaning (15) (2 (&) (0 (0} (4L 4,10
8. Performance and 4 A i 0 O 10 HA
Timz Allotment () (203 {4 { ) (43) 4,50
Total 2 AE7 G R & 4080
(610) (34EY (e (72) (?y (A527y  30.79
Sranid A
Wedghted ) 4 ) 2 1 38175 8175
Misaey
Legends
4,51 - 5,00 EA 2,581 ~ JF.50 MA  1.00-1.30 NA
LAl - 4,80 HA  1.51 2.50 2A
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F-3. As Perceived by the Viewing Public

Indicators/ EA H& My 54 BE ] Total] Weightsd
Criteria {8y (4 {3 (&} (1) Maan
1. Appearance & Color 29 1% £ 2 0 =0 HA
Hamory {148)  (&0) {12) {4) oy () 4,42
2. Economy of Costume & 0 25 s B 2 0 =0 HA
Faraphortalia {125) (&) (24} £4)  (10) (243 4,26
I, Authenticity & Ori- B 24 7 1 L8 =00 H&
ginality (72 (94} (21} {2} (0} (2093 4.18
4. Relevence to the Title 20 25 & 2 ] 50 MY
of the Dance (10} (22) (13 (4} Q) (E1) 4,22
e Formabion. Fiogws and 26 14 8 2 0 A Ha
Step Varistion {130y (B8 (34 (43 (0y (214 4.28
& Fhythn ancd Musical 21 s 7 A 0 =] HA
Var-iation (LO%)  (72) (32N {4) () (208 4,14
7. Interpretation & 28 A7 - A ] o0 HE
Mzaning (140} (&8) (9) (43 () (21 A42
8. Performance and 24 21 4 1 & S 5
Timz Allotmert (1200 (B4) (1) {2) {0y (218}  4.35
Trrbal L 147 48 14 0 4600
(F035) (SEE (144) (2B (O (1713 4.3
Gitrard =1
b= igghviend o £ = b O 4.2879 4.7875
fM=an
legerndy

4,581 -~ 3.00 EA 2,51 - E.850 MA  1.00-1.30 NA

B.81 - 4,80 HA  L.EL - 2,050 8/



1&2

Since the gensral evaluation of the six folk dances is
urtiformly on the scale of ‘highly acceptable’; the interpre-
tation is apparently controversial because among  the six
follk dances, evaluated, five yielded computed F-value which
indicate significant differences. Thig situation, however,
iw justified by the fact that the number of cases (N)  which
is only eight, is small to warrant & big differences. In
such ocases the significant differences may hbe shown  even
with a mere fraction of a decimal, Hence, the rejection of
the hypothesis is determined by a computed statistical value

which is egual of greater than the table value.



Acceptability of ‘Pagdayeg”

Table 3~-F—4

Three Categories of Respondents

as Perceived by the

Crite~{8tudentsiBEval~ |Teachers{Eval—~ [VYiewing Pub—|[Eval-
Fia Wi, Mo juationit. Mo joationjlic We. uation
1 x.88 Sfa 4 .40 HA 4,43 HA
2 BuTh Hfy 4. B0 H& .28 Hé
E .88 He 4,10 M 4.18 HA
4 2.76 HA 2O H .2 H&
b EL B0 & 4,10 HA 4 .28 H&
éa A.8b4 H& 2.80 My 4. 1é HE
r HBJTO A H, 10 H 4,42 H&
& 5,70 HA 4,30 HA 4, ERé H#&
Total H0.54 EERGA 4. A
g
#1l A.84 & 416 Hes 4.28 H&

Mean




Table 3-F-5

AMDVA aon the Acceptability of the '‘Pagdayeg”
As Perceived by the Three Groups of Respondents

Seiroe of ;

Sum of Denroeas Df!ﬁ@aﬁ Comptited | Tabular

Varistion Bpuare Freadomn Sguare|F-value F-valus
Retween JPAET4 (k-1 o= 2 0, 474707 .47
2. 4658
Mithin F7EAG (W-ky o= 210 0.0177855
Total 1.32159 M-t = 23 Bignificant
Table 3—F-54
Comparison of Means for *Pagdaveg’
Flemaam Difference | Compuied | Oritical Sigrificentss
Conmparec Fechetfe s|Fecheffe’'s Evaluztion
Xy (Btudents)
W 154G Fia. A7 ) Significant
X (Teachesrs)
B (Students)
T v 0.47 105,72 4,95 Significant
K:-' (VoPubdic)
Koo (Teachers)
N 0,15 29.524 4,95 Bignificent

Xy (VaFPublic)




Chapter 5

SUMHMARY, CONCLUSION AND RECOMMENDATION
This chapter presents the summary of Jfindings, the

conclusions annd recommendations.

g F Findi

Based on the specific questions posed in Chapter 1,
the following findings are herein suwnmarized:

1. T e cultural practices e3f chifferent
manicipalities i Bamar which are made a5 hases for
creating  the Samar folk dances and songs associated with
them are bthe following: (1) courtship ordeal for "Waray
Erit", (2 HMat smbroidery for "Pahobt-Fabot", (3} Sang-
sterism for "Latak-Latak", (4) Shell acraft for "Hinuskay-
an", (8 rice farming for "Sinadukan”" and (&) religion
Fitual for "Fagdaveg”.

2 The components commorn to the siy dances coreated
are the following: (1} nmnature and characteristics,
(2 memberes of dancersy (3} costume and paraphernalia,
{(4) basic step pattern, (3) tempo/time signature/meter,
{&) formation/variation, (7} figures/dance step, and
(8 perfarmance timg allotment.

Fe As to the acceptability of the folk dances, all

the six Creative Samar Folk Dances were commonly evaluated

145
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by the three categories of respondents as "Righly
acceptable”, with respect to the sight oriteria enumerated
as follows: (1) appearance and color harmonys; (2) econo-
my of  costume and paraphernalia; (3) authenticity and
originalitys (3) formation, figure and step variation: (&)
royvthm and musical vardation; (7) iﬁterwretatimn. and
meEaning, and (8) performance time &llotment.

4, There are significant differences among the
parceptions of the three categories of respondennts on the

atceptabiility of the folk dances with respect to the

criteria.

Conclusions

Im the light of the foregoing findings the following
conclusions are mades

I The cultural practices of the different
minicipalities in Bamar are reasonable bases in creating
folk dances and songs.

2 The different dance components are C Omme
conslderations for all oreative folk dances.

F. The high scceptabillity of the crestive dances in
the study may lead to the creation of more dances and
songs  as  additional contributicons  to  the Waray-Waray
Cultuwre.

4., The significanct differences in the perception of
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the categories of respondents are indicative of the
differences in the ardientation and stature of the

respondents.

Recommendations

1. The Waray-Waray, particuwlarly the Ssmar  Oultural
heritage should be preserved and perpetulted, especially
thi-ough the dances and SRMNGS .

2 The different dance compornents shouwld always be
taken into consideration in creating folk dances.

F. Despite the high acceptability of the folk dances
as evalua%ed, it dis necessary Lo organize a dance troupe
composed of skillful, graceful, and wall-coordinated
members  who can execute the movements with precision  and
bheauty.

4 More Samar folk dances should be created and
presented  to intensify the cultwral wvalues trf Lhe

Samarenos.
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APPENDIX A

Republic of the Philippines -
SAMAR STATE POLYTECHHNIC COLLEGE
Catbalogan, Samar

Detober %, 1991

The Deann of Graduate Studies
Samar State Polytechnic College
Catbhalogan, Samar

Sirs
I wmy desire to start weiting my thesis propossl, I
have the honor bto sabmit for approval one of the following

research problems, preferably No. 1:

1. CREATIVE SAMAR DANCES: A SPRINGBOARD TO PHYBICAL
CULTURAL. DEVELOFMENT IN SAMAR .

2. RAYHAL  CULTURAL  GROWUF OF SAMaR  COLLEGE: AN
OUTLET FOR CREATIVE SoMAR DAMCES AND THEIR MUSICAL
SBOORES

X CULTURAL DEVELOFMENT OF SaMaR COLLEGE VIA  SAMAR
CREATIVE DANCES AND THEIR MUSICAL BCORES

I hope for your garly and favorable action on this
reguest.

Very truly your,

(56D) YGLQNDA M. MARANON
Researcher

Recomnnernding Approvals

(S6GD) TERSBITO &. ALIPOSA, Ph.D./Ed.D.
Dean, Research and Extension Services

APPROVED :

{56D) SEMECIC D. AYONG, DPA/ED.D
Dean, instructional and Related Services
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Republie of the Philippines
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DANCES & SFRIMBROAMD T FYHE I CAL-CLL.TURAL
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(8ED) YOLAMDA M. MARANON
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{(SGD} SLEIAMDRO E. CAMANIS
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APFROVED 2

{SEDR) SEMECIO D. AYONG, DPASECS.D.
Deman, Instruction & Related Services



APPENDIX C

SAMPLE COMPUTATION OF THE ANOVA ON THE ACCEPTABILITY

PERCEIVED BY THE THREE

CATEGORIES OF RESPONDENTS

Ko Yo Ko™
17 .64 4,78 19.1844
19.36 4.2 17,6400
2025 4.26 18.1476
18,49 4.4 17,1396
17.64 4.14 17.1796
16,00 4.3 0096
20,25 4.20 17,6400
17.64 4.3 190096

OF "HARAY ERIT" AS
. e

Criteria X:L X ™ KE
1 4,0 17.8084 4,20
2 F.T2 18.734484 & A0
= HLPh 15,6814 4,50
4 F.82 145524 ¥
bl L) 158.05204 4,320
& R ¢ 15,2100 4,00
7 F.80 14 4400 4,50
g AR 158404 4,20

X =31.54
1 1 2

2

EX® = EX,C

Ot E I

+ EXE® 4+ EXx* = 124,4628 + 147.27 + 144.,9104

-+ n-s =

8 + 4

TXC=124, 4600 EX=TA.E0  EXC=147.77 EX=R4.04  EXS=144,9104

2 ) =

2%.83

Bl.84 + E4.% 0+ 34004

416,64

+ B8 = 34

1188t = EXE~(EX}E i 41&n6432*(??"88)2*415.&&728*???é,0144

M

24 24

=416, 6432415, 66726 = 0.97594

2GSk (EX )T+ (EY ) P (EX

= (L .54

= 124.,35344645

= 4142479 -

B8Rh= 0.,58064

yE — (Y

!

M

}2

PB4 EYRH(TA, 04 ) P= (59, B8) T

+147 . 081258 + 144

4156672

24

~F974H 0144

- BAND2 - 418467264
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T EGw=E8T -850 D.97554 0, 3804

S8w= 0, BFHER

ﬂHBUﬁ TaRLE

Bouwrce of [Sum of |Degree o Mﬁan Computed] Tabular
Variation |(Sguares F gedom{d?) |Sguarg{F-valus |[F-valug

Betwean 0. 88064 (K-1) 20 29032 1R.A423028 .47
Within 9. 3953 (MY 21 00188258

Tata] 0, 97594 M—-1 23 Significant

4 Y MER 0. 2P0RE

It

AiM8Sw = 85w = O,3F53 = 00188238
ol 21

Fo= MBh £, 202

&)

MGw

Derisions

., 01882358

15,423

Since the computed F-value of 15423028 is greater
than the tabkle value of 2.47 at .05 level of significant
ard df egual to 2 and 21 the ho that “there is & significant
difference among the perceptions of the three categories of
respondents  on the sceeptability of the "Waray Erit"  as &

eroative Bamar Folk Dance" is rejected. This means that the

respondents differed in thelr perceptions on te acceptabili-

ty of the foregoing Tolk dances.
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AFPEMDIX B

COMPARISON OF MEAMS FOR "WARAY ERITH

Means Difference Computed Critical |Bignificance/
Compared Boheffe's [SBcheffe' s |Evaluation
¥ (Sludents)
1 V. Q.35 74 .57 4 .59 Qigrnificant
X {Teachers)
=
X (students)
i VE . Q.52 HE, 00 4,539 Significant
X (V.Public)
X (Teachers)
2 VE . Q.05 Ha 37 4, =G Significant
X (V.Fublic}
X o= E = Zl.54 = F,74
L U
M g8
1
X =KX = G430 = 4,209
2 L)
™ a8
¥ = EX = B4 .04 = 4,2
s 8
N3
Fecheffe's = ¥ - ¥ = 2,94 —~ 4,29 = Q.38 = 0,35
1 =2
MSE (N0, 0188238(84+8) . 01882381410, 2011808
iz
N WM g (8} &4 &b
1 2

= 0,358

L OO4TOEF N

Fecheffe's = X — X = 5.924 — 4,26 = 0,32 =67.999=48.00
1 =

MBE (N—N3} 1825 (8+E) 004709090
1 3 !



174

- -
e -
Facheffe s= X ~ X% g.39 ~ 4,25 0,03
= =

== = = h,E749
MEE(N--N) 0188Z38(8+8)

o
i aat

M B &4 SAATOREIE

Gritical Fecheffe' s =

{N—13 (F.0h)

FOAE. A7

24,29

Hi

Critical Fecheffe's 4,59
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APPENDIX E

Samar State Polytechnic College
Catbalogan, Sanar

October 30, 1972
Dear Fespondent,

This guestionnaire is designed to elicit information
from vyouw, particularly on the ‘Creative Samar Dances: A
Springhoard to Physical-Cultural Develapmert in the Frovince
of Samar’ , & study to be conducted in partal fulfillment of
the reguirements for the degrese of Master of Arts in Educa-
tional  FProgram Management in Fhysical Bducation. Yo will
view the cultural presentation of the SBamar College Dance
Troupe on & Betamax. ATter viewing please accomplish  Tthis
guestionnare honestly and sincerely Tilling up the spaces
provided fTor. Rest assured that vowr responses will be kKept
highly confidential.

Very sincerely youwrs,

YOLANDA M. MARAFDN
Fesearcher

SURVEY OUESTIOMMNATRE
(For F.E. Students, F.E. Teaschers, and Viewing Fublic)
PART I. PFERSONAL INFORMATIOM

Name of Respondent (Optional)

Age Bex Civil Status

Fespondent Category: (Plgase put a check mark on the spate)

PWE. Student F.E. Teacher Viewing Public

Highest Educational Attainment

If yvou are a teacher or a student, please write the name of
yvour school below:
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FPART I1. {HIESTIOMNAIRE FROFPER

Flease observe the cultural preszsntastion carefully nd
evaluate the dences by putting & check mark under the
descriptive and numerical scales that correspond to  the
indicatore ar criteris at the leftmost column, such as:
under & if exwtremely scceptable (EA)y 4 if highly accept-
able {(HA); 2 if moderately acceptable (MAY: 3 if slightly
acceptable (B&)y; and 1 4iF not acceptable (NA).

. Haray Erit

Indicators/Criteria Ef Hi Fa of MNA
{5) (4] {3 (2) {1}

1. Appesarance and color harﬁmny

2. Economy of Costums and
FParaphernalia

Z. Authenticity and Originality

4, Relevance to the Title of
The Daroe

B. Forastion, figure and step
var-iation

6. Rhythm and musical variation
7. Interpretaticon and Meaning

8. Ferformnance time allotment
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Pahat—Pahot
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Indicators/Criteria

EA
(3)

HA
(4)

MA
(35}

8a
(23

MA
(1)

Appearance and color harmony

Foonomy of  Costume and
Paraphernaliaz

Authenticity and Originality

Relevance to the Title of
the Dance

Formation, figure and step
variation

Fhythsn and musical variation
Interpretation and Meaning

Ferformance time allotment

Latak—Latak

Indicators/Criteria

(5}

Hiy
{43

Ma

3)

B8R

{2}

2t
(13

fppesrance and color harmony

Economy of Costume and
raraphernalisa

Authenticity and Originality

Relevance to the Title of
the Dance

Formation, figuwre and step
variation

Rbythm and musical variation
Interpretation and Meaning

Fearformance time allotment




D-

Binuskavyan

is4a

Indicators/Criteria

EA
(%)

HA
(4)

M
(3}

84

(22

MA
(13

Appearance and color haroony

Economy of Costume and
Faraphernalia

futherticity and Originalily

Relevance to the Title of
the Dance

Formation, figure and step
variation

Fhvithm and musical variation
Intgrpretation and Meaning

Ferformance time allotment

Sinadukan

Indicators/Criteria

Ha
(4)

MA

3)

MA
(13

Appearance and color harmony

Economy of Costume anhd
Faraphernal is

Authenticity and riginality

Felevance to the Title of
the Dance

Formation, figure and step
variation

Fhythm and musical variation
Interpretation and Meaning

Ferformance time allotment




18=

E. Pagdayveg

Indicators/Criteria EA Héy M Sa NA
(5) (4 (X} {2} (1}

1. Appearance and color harmony

2. Eronomy of Costumes and
Paraphernalia

He Authenticity and Originality

4, Relevapce to the Title of
the Dance

G. Formation, figure and step
variation

b. Rhyvthm and musical variation
7. Interpretation and Meaning

8. FPerformance time allotment

FART I11. CGeneral Comments and 8Suggestions

FPlease general comments and suggestions that may con-
tribute to further refinement of the dances.

THANK YDOU VERY MUCH ! !
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LYRICS
BENGELSH VERSIOMN

Al



WARAY ERIT

Music — A

This iz a dance of no surrender
A story of a man and a woman engaged
Ter Iy marrisd

& herothal i= being rendered
Befors the woman's parents following
the old customary

A man who gave his body to sacrifice
Betting woods and fetohing water

even it he is annoyed

By affectation he is showing happy

ig7

But in reality, hardship drove him weary

Music — R
Body moves and swings in this dance
fre showing its story of bappy acting

Displaving good things to the parents
For he really the daughter to pray

How hard to 111 the mountain farm
Ignoring it with without serrendering

Accepting the great pains he incurred
Juet o achisve his sweetheart’'s love
Music — C

MNever surrender nor give up come what
With hise avid desire and love to show

Going the ways with struggles though
He blown down and falls

This is the meaning of this dance and

to be

Tk love

&y

that

& man who aspired to marry & woman who will
Mever surrender until happiness in love is

pudred.,

= iy
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SINADUKAN

Come sweetheart, let’'s plant rice
While it ie ranny days and soil is wet
We shouwildnt let this season pass

You don’t have to worey and think
0F being wet furthers are ‘Anhahsaw’ hats
To protect ouwr bodies of geltting wet

At Gandara, where the 'Anahaw’ hat
Sre made durable and beaotiful

Let's have them for those are nesded
burng rice planting times

This i=s fit to farmers who need
This during hot or rainy davs
fAs thelr protection in tilling the farm.

{Chorus)

A lady who wears ‘Anahaw’ hat
She looks so beautiful which resembles
A Filipina woman

Let’'s dance while making 'énahaw’ hats

‘Follow the steps and body moves in fixing
‘Anahaw’ leaves and tightening the ties of ‘hMeto’
Fope

This dance is originated here
So let’'s show this even in other nations
With pride as this is famous and appreciated

This was first introduced in Gandara
A dance with “Anabhaw’ hats called "Sinadubkan”’
Mow nice to see ths kind of native dance



*PAGDAYEG”

f native dance of the people of Pagsanghan
Called ‘Fagtayeq’ shows during fiesta

Long time duripng the Spanish regime
This is usually celebrated by the pesople
In honor of Sto. NifSo

The sick prays before the patron
To heal the ailment out of bthe faith

They use to dance in the streets
Following the ethnic traditions with
RBeautiful and colorful costumes

(Chorus}

With different music instruments
e could bear during this revelry
That people and vou would be happy

We can ses only in Pagsanghan
Where old and youngs are praving for
Feace and tranquility

This iz wusually being held in
All fiesta celebrations of Pagsanghan
We can see aftenly

The celebration is really intended
For the homage of Senor Sto. Nifo
Who have an unending love.

g9
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WARAY —WARAY VERSTOM
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WARAY ERIT
Sayaw Samarnon - 3/4 Lively (8low and Fast Movement)

Music — &

Ernil nga sayvaw nga waray erit
Susumaton hin magkonsuslo nga nasaret
Han mga kag-anak han babave

Subay hankadasn nga pasgl

Fenetensiva han lalaki

Ferit mangahoy — mag-aaicog biisan kon urit
Mahiyom~hivom kunohay ha atubangan

May-an kay kEinukurian

Music — B

Kiwa ngan Ei-ay hen nga sayvaw
Ha estorya nasubay nga naparayaw
Akon ma~-taratay — akon ma—-naranay
Gugma ke tim—os kan ivo Iday

Butlaw na ha bukid hin pagpanaw
Faghkuri padavon kay gugma huwedaw
Mag—aantos hin waray pabuway
Maankorn la kamot ni Iday.

Music —- C

Deri ma—-erit bhisan ano pa

Gugma nga lus—ay handom nga ipakita
FPadayon an ve pakigdiscg

Eisan mapukan—bizan mahulog

Eni nga sayaw paspanglitan la lalaki
MNge derl na-erit han paghiguogms
Luyo han iyva panalimbasog

Iva kalipay gin papaureog.



Fahot— Fahot
(3/4 Lively)}

1

A Fahot~ pahbolt nga sarayawwan
Mo han mgs Basayrnon

A paragpaholt nga malipayon

& havhon mahlvom—hivom

Bigan kon damo an trabahuon
Dire mabudlay paghkit-on
Basta andam na an parabuton
Matikang, magpadayon.

IT

Damc nga lugayr, dapit =8 Basey
AN banig puros magbhayeay

Ira dibuho nag-aarangay

Ha buot nakabkalipay

Fumpas han kamot, sikwat ban pahot

Ha tikog pasuhot- suhot

Bigarn ang postura sugad bin buktot

Lipay gihapon ha buot,

Chorus

An pahot- pahot saupay paghit-—an,

Dakuna ug kabataan,

Mga okaston ug kalipsvan,
Himudlay ban kabiduan,

Salit na-angay nga lgparayaw,
Ang pahoi-pahot nga sayaw,
Bisan pa diin naton ilgsangyaw,
Kay an kadam—an madayaw.

192



Latak—1t atak
(2784 and 3/4)}

Latak- latak nga sarayawon

Oyvag hadton mgs katan-—on

Kada grupo may pasulong —sulong
Mayda nira pabalong- balong

Mga lugsar dra  dadayohon
Forntra nira an ighkasi batan-—-on
Ay malatak sakit gin hibilom
Uvag ine han dodgagayorn.

{Koda}

Hala labay na, hala lataksa
Basi umatras an kontra
Halarompagas, hala atraka
kay basi magdaog kiita

Loyvoe nga baryvo, lain nga banda
A aton mga pangontra

Hala sulong na, hala lataka
ay base makabhuloskita.

A Latak— latak nga sarayawon
Nakaali-aw paghilt-on

May pag-atras may pasulong— sulong
A bola pahalong-halong

Marpsyo inee nga Sarayawon
Lahi mna han mga batan-on

Maravhak an ira mge bavyhon
May pagtawa may paghiivom.

{Repeat Koda and Extro}
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BINUSIKAYAN

{Z/4 Lively)

May isla, may nge gutiay dapit ha Tarangrnan
Binuskayan nga baryo Tigdaranao an iva ngaran
tBraz hin may-ada hira bhags kalipayan

May sarayawon nga gin ngaranan nga Binuskayan

I
Kon may BRislita labi na an mga balikbavan
Fagregalo hin buskay ira na kabatasanan
Fahalipay nga para mayvda nira hinumduman
Faypay nga buskay nga makaslilipay o hingangalim-—
tan.

(Refrain)
A =avaw nga Binuskayvan kamaresyo pagkit-—an
Kon imo oobserbahan sugad bhhin nakura dang
May pag-alsa hann kameot, an hawak may paglubay
Mga paki-ay ki-ay tinuheog nga buskay kamabkalipay.

{Repeat 1, II and Refrain}
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SIMADUKAM

{3/4 Lively}

i)

Fade na Iday pagtanom kita
Miton bumay kay tag—uran na
fAvaw naton pagpalabava

A panabon tona hulos pa

I3

Avaw gadla hin kabaraka :
HMin kkahbulos ayalw pinsars

Fay may sadok man ada kita
Mgas protiher biton lawas ta

ITI

Ha Bandara pahimo dayon

Hiton sadok kau-pay pagkit-on
Himo pira hiton kat~tanom
SBalit peresil gud la masurong

v

Angay eni hit parag-oma

Fort trabaho end gamit nira
Banga ine hit adlaw ngan wran
Ha peg-—oma kinahanglan

{Chorues )

Sinadukan nga daraga parag-oma

Daw kabaysay hit nawong paghkit-on niva
Labi ma gud kon hiva nakapustura
Ladawan hin babayve nga Filipina
Faghimo hin sadok ba—upsy sayswom

Mgae kiwa ug ki-ay aton pagsundon
Faghur-ip bin anahaw nga mga dabon

Mgan pagbutock hiton neto paghuhugton.
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SINADUKAN
{(Cont’'d.)

Dinhe tikang mga savaw
Angay naton nga igparayaw

Ha dinhe ngan iba nga nasyon
Bantog eni nga dadayawon.

Vi

Ha BGandara ine nagtikang
Sayaw eni nga Sinadukan

Hin nga lugar an gintikangan
Sinadukan kawpay pagkit-—an.

{Repeat Chorus and end)



FPAGDAYEG

{2/4 Sinulog Tempo!}

trihinal nga sayaw han tuminongnong han Pagsanghan

Finag-ulchan Fagdayeg salida han kapistahan

Tiempo Espancl pa hadto ginsaurog han tawo
Maloloy-on ngs Fatromnm nga amo ang Banto Nino

197

Dalangpan hadton mga magkasakit gindadayeg nivra’ n hingpit

Maguliat nagsasangplit nga maupay ira sakit

Ha kadalanan sasavawan etniko nga rayvandayan
Fadam—arn nalilipay haditon pasisan—isan.

Ehorus
Mga lain—lasin ngs turonggon an mahibabatian naton
Ha pagsawrng hiton Fatron mga tawo maglipayon
Ha Pagsanghan makikits kalagsan ngan mag bata
Nag—aampa ton Fatron Kamurayvaw magpadavon

Savaw-savyaw ta eni ha mga pista nga masgil
Ha pagsanghan eni sige mahihikit—an oga pernil

FPagdayeg ngs savaw halad haditon may mga panaad
Sto MNifdo maghahsatan gudma waray paglubad

{Utro hkan Chorus}
—~Bridgs—

A Fagdayeg - « . - A pagdayveg . . o« .
Savawon naton . .« .

{Repeat while fading)



CURRICULIUOM VITAE

igg



199

CURRICULUM VITAE

NAME
DATE OF BIRTH
FLACE OF BRIRTH

ADDRESS

FRESENT FOSITION

STATION

CIVIL 8TATUS

EDUCATIONAL

Elementary. e 4w o w w om w W

Secondary . s % = = W o a w

College v « o« v 2 & w 2 ©n =« =

Graduate Stuwdies. « &« « w2

CurFiculum Pursued w8 m om w
L

CIVIL SERVICE

FPhilippine Board Examination for Teachers,

YOLANDA MACABARE MORAMON

Movembar 2, 1953

¢ Lathalogan, Samar

Rizal Avenue
Catbalogan,

rd

. Samar

Secondary School Teacher

an

Bamar College
Catbalogan, Samar

H Married

BACKGROUND

Catbalogan I Elementary
Schocl , Catbalogan, Samar
1R860~-19469

Samar Schopl of Arts &
Trades, Catbalogan, Samanr
19466—1969

Divine Hord University
Taclobhan City
19711974

Samar State Felyiechnhic
College, Catbalogan, Samar

Master of Arts in Fhysical
Echucation

19711992
ELIGIBILITY

1990, Fassed



200

AWARDS AND DISTINCTION

Certificate of Spprecistion . As Demongtration Teacher
Filipino
SERF Mass Training
May 18 - Jupe 1, 1992

Certificate of Commendation . Az Trainor
Bround Demonstration
Bamar Day 188 Celebwation
o Meritoricus & Valuable
services rendered for the
sucocess of Samar Day
Celebration, Mov. 23, 1988

Certificate of Appreciation . For Valuable Assistance
as Judge (Folk Dance)
during the Academic’
Cultural Contest, Samar
Mational School
Septembsr 2830, 1788

SEMINARS/WORKSHOP/TRAININGS ATTERDED
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