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Hula is the language of the heart, therefore thartieeat of the

Hawaiian people
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Introduction

In Hawai‘i dance traditionally functioned to proreoprestige, power, status, and social
distancing. Today Hawaiian dance has an addedigabldimension in that knowledge and
understanding of this cultural form are valued migredient of ethnic identity.

Adrienne Kaeppler (1993:234)

Introduction

The hula is a Hawaiian tradition and dance withpdeeots, a challenged history and
enormous popularity in Hawai‘i and throughout thstrof the world. While originally having
the function of preserving stories, legends andhsybf the past, it has faced many
interpretations and ascribed meanings throughaigtary of colonization, impacts of tourism
and struggles for the preservation of Hawaiian gadeity. It has functioned both as a
metaphor for the feminine, the strange and exatid, as a metonym for Hawaiianness, both
for outsiders and for Hawaiians themselves. Whedyshg this tradition one is encouraged to
not only devote oneself to the bodily challengestiod hula dance, but to the social,
philosophical and spiritual attributes of the htradition. While learning Hawaiian history,
myths, legends, cosmology, language, kinship systama relationships between people and
land, the hula tradition teaches its students whaeans to be Hawaiian in the setting of the
increasingly American and international Hawai'i.

| want to use this chapter to provide an introductio central themes and problems in
this thesis. While presenting my main argumentdola and Hawaiian identity, | will also
briefly introduce anthropological theories that vk used in promoting these arguments.
Through a short presentation of existing researchhe Hawaiian hula tradition | seek to
position my contribution to the study of hula dameel Hawaiian identity. | will also present

the advantages and challenges of my method of ndsead give a brief description of my



use of the Hawaiian language. Finally, an introdurctto all following chapters will be

presented by means of a chapter outline in therlptrt of this introduction.

Central themes and problems

According to the Hawaiian Homes Commission Act 821 the terrmative Hawaiianrefers

to “any descendant of not less than one-half pathe blood of the races inhabiting the
Hawaiian Islands previous to 1778” (Kauanui 20084&wai‘i Nation 2009). In this act
approximately 200,000 acres of land spread througtiee main islands were allotted by the
U.S Congress for leasing nptiveHawaiians (Kauanui 2008). Apart from definigwaiian

in biological terms this act also defines who daes] even more important, who does not
have rights to land in Hawai‘i. Based on this audl #s consequences Jehaulani Kauanui
has written a book that “critically interrogate<e ttwvay that blood racialization constructs
Hawaiian identity as measurable and dilutable” @8R Kauanui writes about the
differences between a Hawaiian genealogical systeinan American “colonial imposition of
blood quantum” (2008:3), and claims that the im@ace of blood quantum was originally
suggested by colonists through bureaucratic legsia and bills. Currently, the state of
Hawai'i still definesnative Hawaiian as someone who has at least 50 percewaitdaa blood
(Kauanui 2008:2). However, Hawaiians, as a biolalfycoure ethnic group, are disappearing
more with every generation that passes. It migatetfore be necessary now and for future
matters to redefine the terms for being Hawaiian.

Hawai'i is a melting pot of ethnic groups and ttamfis, a result of labour immigration
during the sugar industry era. Very few Hawaiiaagena hundred percent Hawaiian blood, in
fact, of the approximately 1.28 million people tgiin the islands, less than 10 000 can say
they have (Britannica 2009). Every Hawaiian | haver met has some kind of preference
when it comes to their identity; a common traitrigeihat they are all Hawaiian, which in this
case means they claim a “belonging” to the plaak space of Hawai‘i, and exclude those
they define as non-Hawaiians from this notion. d@ltiterences lie in the definition of what is
Hawaiian and in to what extent they consider théwmseAmericans. Sometimes Hawaiian
identity is overlooked in an effort to embrace westmodernity and ideals, other times
Hawaiian identity completely overshadows westerenidy. One can therefore with
confidence say that identity in Hawai‘i often isfided by situation and becomes visible

across boundaries (Barth 1969). Identity is, adogrdo Barth’s classic perspectives on



ethnicity (1969), created in the social processesoription and self-ascription, meaning that
your identity is defined by yourself and others whe social interaction. Hawaiian identity
becomes visible in interaction with other ethnioups, but is often also claimed when in
interaction with other Hawaiians, and especiallsotiyh evidence of high blood quantity.
Biology has become a major means for identificatod whether or not this trend has been
created by Hawaiians themselves or by other ettmoaps, it is often mentioned in situations
where identity becomes important.

After the 1970s, the decade for political movemefaisopposing the nation state and
for redefining ethnic groups and minorities, bekhgwaiian was something people started to
be proud of, instead of hiding behind layers of Aigenness. During the last forty years
people have explored the Hawaiian part of theintitfe by learning the Hawaiian language
and taking up traditions like hula dancing or can@@&ng. Today both traditions are bigger
than ever and even stretch into the sphere of s@orl competitions outside the islands.
Hawaiian music has also spread to the far cornfettseoWorld once again, only this time, as
opposed to theapa haoghalf white) music of the 1940s and 1950s, it contains lyrimsua
Hawai'‘i written in the Hawaiian language. Hawaiiasa has never been more visible to the

world.

Resistance, identity and the continuity of cultdoains

Even though the 1970s was the decade for explairdy projecting one’s Hawaiianness,
Hawaiian resistance against the colonial powerd, Hawaiian identity-making, have a long
history. According to Jonathan Friedman (1993) eéheocesses started as early as the mid
19" century and have been present in the islands smee. Resistance was back then for
example promoted through disobedience of missiobanning of the “heathentadition of
hula. According to Friedman (1993:740) there wa® ah the beginning of the 1820s “an
open opposition to missionary morality on the pefrta faction of the ruling aristocracy”.
Friedman further gives an account of thdumanuwho consisted of “a group of young men

in the entourage of [Kamehameha IllI]”:

[The hulumanu] were renowned for their open anddiresistance to the missionary morality,

and for several drives to revive ancient pastirsash asula, medicine and rituals. Much of

! Hapa haolemeanshalf white(Pukui and Elbert 1986) and is used to definexaghHawaiian and western
traditions. It also defines individuals with a mixkiological ancestry. The hapa haole style wablhigisible in
music and dance in the 1940s and 1950s.
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the opposition to the converted and pious membktleoroyalty was expressed in symbolic
terms, in extravagance, public drinking or in offime acts(1993:740-741)

The hulumanudisappeared by the 1850s, but resistance andl gwotast continued through
different prophetic based movements like thapu cult of the 1840s and numerous cults
worshipping the goddess Pele (Friedman 1993:74troiling to Friedman (1993:744)
Hawaiians must have become more and more awareiofHawaiian identity after th@reat
Mahel€ in 1848 (Chinen 1958), a land division act Kingnikehameha Il signed that placed
foreigners in positions to buy Hawaiian land, areftainly after the overthrow of the
monarchy. Friedman (1993:744) argues that “Hawaigsnstance is not a new phenomenon,
but it was carried out and developed during a lpagod of increasing American hegemony
in the islands”.

During all these times, though not always so Vstb the public, hula people, that is
the people who practiced hula and were involvethenhula tradition, continued passing on
knowledge to younger generations. Sahlins (199ai8ues that “the hula as a sign of
Hawaiianness, of the indigenous, was not born y@gyenor merely as the construction of the
Hawaiian Visitors Bureau and prurient Haole intesesThroughout the missionary era, they
continued teaching hula away from the public ar@mé the missionary centres, ignoring the
excommunication they were facing if the word abitwgtir hula practices spread. Throughout
the monarchy period, the annexation process, bathd\Vars and the statehood process
they passed on knowledge to dedicated studentsrthatiged to continue the tradition. In
addition to being banned, the hula experienced ¢égrer bumps in the road when facing a
brutal depopulation caused by the waves of westisegases hitting the islands in post contact
times. A big part of hula knowledge was lost insiiaéimes, but the parts that survived are the
origins for thehula kahikg ancient hula, we see today. Needless to say,epses of
development and modernity have also taken thdir ok the hula has survived and is still
being passed on to young hula students of today.

Considering at the continuity in the hula traditibcan certainly say that | will not

treat the hula as anventedtraditiorit (Hobsbawm and Ranger 1983). | will however tréat i

2 The Great Mhele is a land division act Kauikeaouli, King Karaeteha IlI, signed in 1848. Mele means
division, portion, section, zone, lot, piece, quata. (Pukui & Elbert 1986). This act will be fuetrr discussed in
chapter four.

3 For a historical overview of important periods awents, see chapter two.

* Hobsbawm (1983:1) presents invented traditiontaleeh to mean a set of practices, normally govehyed
overtly or tacitly accepted rules and of ritualsymbolic nature, which seek to inculcate certainesand
norms of behaviour by repetition, which automaticahplies continuity with the past.” Invented tidns are
fairly recently created, but claim anchorage indistant past. Hobsbawm (1983:2) also arguestthdition
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as a tradition, by which | mean, following Kaeppl@004:294), a “continuous process -
constantly adding and subtracting ideas and pexticonstantly changing, constantly
recycling bits and pieces of ideas and practicas mew traditions”. In my attempt to define
the hula as an authentic continued Hawaiian t@diti turn to a debate on cultural
authenticity that was played out between three lachof the Pacific region during the early
1990s; Roger Keesing, Jocelyn Linnekin and Haurkéay Trask. Graham Harvey and
Charles D. Thompson (2005:20) have described thatde“in a nutshell” inindigenous
Diasporas and DislocationsKeesing and Linnekin were keen on assertinglethenticity
of certain cultural and political phenomena in t@ntemporary Pacific, and Trask was
refuting their authority and legitimacy as arbitefsndigenous culture”.

Keesing suggested that indigenous peoples of thi#idereatedpasts and “myths of
ancestral life” as symbols for postcolonial natiema and indigeneity (2000:233). Strongly
supporting Hobsbawm and Ranger’s (1983) argumentented traditions and questioning
the authenticity, the genuineness, of indigencaditions, Keesing believed that these created
mythical pasts invoked and enhanced indigenouditgieRle also suggested that the spiritual
relationship between people and land throughoutPefic could only be a result of land

struggle and alienation imposed by the colonial g

In Fiji, contemporary Hawai‘i, New Caledonia, th@l@mon Islands, New Zealand, and
Aboriginal Australia, land has become a powerfuhbgl of identity and a site of contestation.
An ideology and attachment to and spiritual sigaifice of the land could achieve such

prominence only in a historical context of invasand colonization. (2000:241)

Trask (2000) ventures, in light of this articletdra rather heated discussion with Keesing.
Her argument is with Keesing’'s notion on inauthattiin and invention of indigenous
traditions and values, in which she heavily cr#&s the voice of western scholars in non-

western societies:

Among Hawaiians, people like Keesing are descrdmdaha‘oi haolethat is, rude, intrusive
white people who go where they do not belong. les{eg’'s case, his factual errors, cultural
and political ignorance, and dismissive attitudealifyy him perfectly asmaha‘oi Unlike
Keesing | cannot speak for other Natives. But réiggr Hawaiian nationalists, Keesing

neither knows whereof he speaks, nor, givemtaba‘oiattitude, does he car000:255)

must be distinguished frooustomin that tradition is characterized by invariandeeveas custom leaves no
room for innovation or change.
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Trask (2000:261) also criticizes Linnekin for iaity claiming that tradition is fluid; “its
content redefined by each generation and its tisseless may be situationally constructed”
(Linnekin 1983:242), but later moves on to criteciHawaiians for a “reconstruction of
traditional Hawaiian society in the present”. Trasgues that “what constitutes ‘tradition’ to
a people is ever changing” and that “culture is sattic, nor is it frozen in objectified
moments of time” (2000:261). While agreeing thatMdaans were transformed “drastically
and irreparably” with colonization, she also argubat “remnants of earlier lifeways,
including values and symbols, have persisted” (2880). Thus Trask’s definition of
Hawaiian cultural forms, symbols and values empeasscontinuity, an argument Friedman

also supports:

[...] there is plenty of evidence for a continuitfycultural forms in transformation, as well as
fundamentally authentic relation between the predsiof cultural forms and their conditions
of existence. Building walls, reviving thila, and the current Hawaiian movement are not, in
this view, inventions, but transformations of cudtulnvention implies discontinuity and pays

little regard to the cultural conditions of cultlcaeativity. (1993:749)

In further definition of cultural forms, and moreesifically, the hula tradition, Kaeppler
(2004) attempts to verify the hula aseaycled tradition She argues that the hula in its many
forms is recycled in order to fulfil certain needsd that the newer versions thus are not
simply invented but broken down to inhabit a newnfpmeaning and function (Kaeppler
2004). Though seeing Kaeppler's argument, | finddtessary to rephrase her definition in
order to understand the hula tradition. Using tleéinition recyclableinstead ofrecycled
opens up the possibility for future change withie tradition along with the transformations
it has already undergone. Based on Trask’s, Friathvaand Kaeppler's definitions of cultural
forms and traditions in Hawali'i, my argument wik bhat the hula is a cultural form, and a
tradition, subject to change when influenced byedtlyment, modernity and public demands,

and its authenticity is found in its continued brgt

Knowledge, blood and Hawaiian identity
During my fieldwork in Hawai‘i | found that knowlgg about and dedication to Hawaiian
cultural forms were often looked upon as qualifiactors for defining Hawaiian identity. A

person with great knowledge within Hawaiian histaapd tradition, and in my case
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particularly knowledge about hula, accumulates desgpect from the rest of both the
Hawaiian and non-Hawaiian population. Mymu hula(hula master) born and raised in Hilo
and an excellent example of this, is a large porfiapanese and a tiny portion European by
blood, but seems an ever lasting source on Hawaiistory and traditions. She is highly
respected by my hula sisters and by hula peoplsidauburhalau hula (hula school) and
practices Hawaiian traditions and philosophy & tid a greater extent than any other person |
have met.

Building on Kauanui's work on blood quantum in teda to colonialism, sovereignty
and indigeneity (2008), and on Jonathan Friedmaoik vwon politicized identities and the
continuity of cultural forms (1992a, 1992b, 199Byill argue that Hawaiian identity should
not be defined by blood but rather by a possessidmowledge, and that the obsession with
blood quantum is rooted in the relationship betwkkamvaiians and the legislative colonial
power. | seek to portray ways in which a senseaf/élianness is created among residents in
the Hawaiian Islands today, and what this identiigrker entails. What requirements need
fulfilling to be able to call one self Hawaiian? Aths the more important; blood quantum or
knowledge of Hawaiian traditions? | also seek tadawal ways in which knowledge is
accumulated and continued throughout generatiodshaw it to some extent can outrun the
importance of blood quantum.

My main argument, following Sahlins (1985) theoriea Hawaiian society as
performatively structured, will be that Hawaiiarimdity, in its self-ascribed form, is produced
and reproduced by acts that signify it, and is fherdormatively structured. Hawaiian identity
is a product of performance, or acts that promaéatity traits, and is constantly reproduced
through these acts. | will argue that hula dance psrt of the performative structure, in the
sense that by performing hula, you produce andbdeme what it means to be Hawaiian. In
light of this argument | maintain that engagementand dedication to the hula tradition
enhances Hawaiian identity. With hula you self-decand project Hawaiian identity through
performance, and you are ascribed Hawaiian idebtitgpectators of your performance.

Existing research on hula dance

A lot of writing has been done on the hula as acddnorm and cultural expression. The first
written documentation of hula dance was producedxplorers from the Cook expedition

who explained in their journals that Hawaiians vemuch liked to dance and used a
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considerable amount of time dancing: " The youngnea spend most of their time singing
and dancing, of which they are very fond’ obserizavid Samwell, minor Welsh poet and
surgeon of the Discovery" (Sahlins 1993:8). Lateiktten documentation on the hula is found
in the description and illustration of the huladiteon by Emerson iidnwritten Litterature of
Hawai'i: the Sacred Songs of the H(E998). Major studies have been conducted by achol
like Amy Ku‘uleialoha Stillman, Adrienne Kaepplené Mary Kawena Pukui, considering
the history, form and function of hula. All threave attempted to trace the hula as far back in
history as possible, and have written well documérdrticles and monographs containing
exclusive material from documents found in the BstiMuseum Collection in Honolulu.
Pukui has with Dorothy Barrere and Marion Kellepyded thorough documentation on the
history of hula dance inlula: Historical Perspective€1980). Pukui has also been the leading
scholar in standardizing the Hawaiian languagevaittd Samuel Elbert she published her first
Hawaiian dictionary in 1957, a source that has laeeome the number one authority for the
Hawaiian language.

When it comes to anthropological studies of thiahtlne leading scholars within the
field are Stillman and Kaeppler. Both have writteroks and articles on ancient forms of hula
and analyzed the dance and the tradition on bothr@wological and ethnomusicological
levels. Kaeppler (1993) writes about the ancieninfof hula pahuin Hula Pahu: Hawaiian
Drum Danceswhere she thoroughly analyzes and illustratek bwo¢ history and movement
patterns of different hula pahu traditions. Sheuasgthat the hula pahu tradition has only been
“tenuously associated with the Hawaiian renaissaBeeause of its specialized background,
the limited number of practitioners, and a lacksotirce materials, there are few places and
people from which to learn” (Kaeppler 1993:234)eTiula pahu were originally ritual dances
in honor of the state gods, e.gar€, Kanaloa, K and Lono, but has been transformed when
facing the challenges of Christian values, intodwing ancestral god¢Kaeppler 1993:2).

Stillman (1998) has conducted a thorough studyhefhula ‘ala‘apapa an ancient
form of hula which she breaks down and analyzetetail in the same manner as Kaeppler in
her analysis of the hula pahu. Stillman’s (1998)lgsis contains a history of the dance form,
selection of chants, description of instrumentst thecompany the dance, an account of
sacredness and religious aspects and a compadsathdr types of hula. In addition to the
study of the hula ‘ala‘apapa Stillman has writtateasively on the hula tradition, concerning
issues of the globalisation of hula and the sprefaéiawaiian cultural forms outside the

islands (1999); Hawaiian hula competitions (1996),which she emphasizes how hula

® This will be further discussed in chapter three.
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competitions originally are designed to presene lhla, but have rather been nurturing its
transformation and providing modern interpretatiafisthe ancient tradition; and she has
written several pieces on the mustbantandmele(song), that accompany hula (e.g. 1982,
1987, 1989, 1994, 1995, 1996, 1998).

Both Kaeppler and Stillman have approached hula a&slued ingredient in ethnic

identity, as exemplified by Kaeppler:

Recently, cultural identity has begun to take omare political dimension as it has been
transformed into a visual aspect of ethnic identgnce as part of a political construction,
can be an aural and visual statement of distineéise — and in some cases divisiveness — and
need not be associated with cultural understanditage ethnic Hawaiians are beginning to
appreciate and champion the importance of theitdgger. More and more Hawaiians — male

and female — are studyitglain order to become part of the ethnic moveme981255)

My approach to the hula tradition will to a greagatent follow Kaeppler's notion of hula as
part of a political construction of identity, thas a dance form. Building on these previous
works of Stillman and Kaeppler, my analysis wilushcontribute more in the debate on the
social meanings of hula, and on hula as ethnictityemarker, than to the analysis of the

dance itself.

Methodology

Choosing research objective

Music has always been a part of my life ever siheas a toddler sitting on my dad’s lap
while he played the guitar. Growing up | alwaysfpened songs in school productions and
concerts but eventually grew a little shy and sthréxposing my voice exclusively to the
shower curtain. Stepping out of the shower, | stheinging on stage when going to folk high
school in 2003-4, and after that started pickingingtruments that fascinated me. When
travelling to Hawai‘i via an international studentchange program during my B.A. in 2007, |
found myself captivated by the sweet relaxing sguoidthe ukulele, steel guitar, slack key
and falsetto techniques, and became very fascineitbdthe elegant movements of the hula
dance. While writing my B.A. essay on nationalisnd &ocial protest in Hawai‘i | became
aware that Hawaiian music and dance are both ctethéc Hawaiian identity and decided to

focus on this relationship in my M.A. project. Thusith my project approved by the
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Department of Social Anthropology in Bergen, | ebed to Hilo in 2009 and became

absorbed in the hula tradition for six months.

Participant observation and experiential ethnogrgph

Participant observation has been the main methags#arch in social anthropology since
Malinowski climbed down from the ‘veranda’ and weatlive amongst the ‘natives’ of the
Trobriand Islands between 1915 and 1918 (Singer519&his method of collecting
information has been praised and critiqued bothiwiand outside the field of anthropology,
and the fine line between subjectivity and objattjithe balance between mere observation
and “going native” (Geertz 1988) can sometimestmdlenging to find. The way in which a
fieldworker chooses to use the anthropological tkeba this subject and the outcomes of it is
somewhat based on personal preference and acadackgrounds. However, there is an
agreement about using yourself as a pawn in your @search. How far you should go to
collect the information you need depends on thareatf the project you are working on and
also moves the discussion into that of ethics. H@amewhen no ethical lines are being
crossed, are you free to be as much a particimagba prefer to be, or will this completely
overshadow your objectivity?

Seeing that my project has revolved around theakmeeanings of hula dance, a
physical as well as spiritual tradition, the needhtive a very active participation became
crucial to my understanding. By choosing the mettagical approach of experiential
ethnography | was able to understand the soceblfithula on a level | would never be able to
reach through mere observation. Experiential ethapggy is, according to Sands, a method in

which:

the ethnographer actively and intensely participdiethe culture as one of its members.
Instead of writing a narrative that focuses onrtationship of experience to the ethnographer,
the fieldworker attempts to access the culturdityeaf all cultural members, not only through

his or her experiences but also through canvasgher cultural members. (2002:124)

| adopted an experience based methodology in whiibcame a very participating observer
and an “insider” (Geertz 1974:28), using my ownyoad a tool for understanding my cultural
surroundings. According to Sands (2002:123), “livthrough the body, the ethnographer can
access feelings, ambiguities, temporal sequendaset experiences, and other aspects not

uncovered through participant observation.” By diagcside by side with my fellow hula
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students and subjects of my study, | experiencedt tey experienced, in the sense of bodily
challenges, spiritual influences and psychologietiécts within the settings of practice,
dining together and performance.

This methodological approach has been crucial instogly of hula and Hawaiian
identity. However, it is important to emphasizettlexperiential ethnography should not
enable the ethnographer to make his or her ownrexmpe the focus of the written work.
Sands (2002:124) argues that “the ethnographepsreence is not the central focus of the
ethnography [, ijnstead, it validates the expereand behaviour of many or most cultural

members”. Tamisari elaborates with her experieafigroach to Yolngu dance:

Far from interpreting the significance of Yolngundang from the recess of my idiosyncratic
experiences, my participation in dancing — indeeaking and negotiating political and

emotional statements about my increasing involvemath others — brought to light aspects
of Yolngu performances which would have otherwiserbbeyond my grasp, both at the level

of experience and of analysis. (2000:276)

In the process of experiencing the hula as anendicdditionally conducted fieldwork with
the aid of interviews, attending and observing évefreld notes and the life histories of my
informants. My interviews were usually open ended @onducted through conversation
rather than fixed interview settings. Seeing thait &n early stage discovered that my subjects
of study seemed uncomfortable with the “stagedrvide situation”, open ended interviews
seemed less strained on both mine and their parts.

Another important part of my fieldwork was the atleng and observation of events
that involved Hawaiian music and dance. While uguakintaining an observer role at these
events; writing field notes, using a tape recoraled taking pictures, | decided p@rform
music at the weekly “Open Mic Night” at a pub in\Ba@own Hilo, in order to gain access
into a group of Hawaiian musicians. While not oohallenging my physical abilities, which
were usually my biggest hindrance when dancingiebsured myself psychologically way
beyond my comfort zone, in standing alone on aest@ith a guitar in my hands, singing to a
large group of strangers who initially had shownimierest in interacting with me. With my
whole body shaking like recently poked jelly andwamaturally stabile vibrato attributed to
my voice, | managed to come off as humble to tmangers and thus gain their respect
through my talent. | was instantly embraced as péarhe group and invited to jam with

several of the regularly attending musicians.
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The most important part of my fieldwork, in whichyrmethod of research became
most advantageous, was the decision to joialaubhula. | was lucky and was embraced by a
traditional and incredibly knowledgeable kumu hwldo had recently started amiki
(graduate) class, which | later found out meantagscthat trains hula dancers to become
kumu hula. Thus | had been so lucky to be acceaptachula class where my hula sisters were
all at advanced levels of dancing, and a class ribatonly taught you how to dance, but
everything there is to know about my kumu’s hubadition. However, my presence was not
equally welcomed by all, and a couple of studetdped showing up after a while because |
was there, primarily, | was told, because of myistalour and visitor status. In the beginning
my patience was tested in every class as mosteobther students were sceptical to my
presence, but after a couple of months of humbtecgzhes on my part, and with getting to

know me, they eventually accepted me as part ofjtbep.

Understanding meanings through movement
Tamisari has, in her analysis of the meanings olndio dance, documented her initial

experience with dancing:

Like Yolngu toddlers, | learnt how to dance befbreould properly speak one of the local
languages of Northeast Arnhem Land and like therad encouraged to observdndama the

dancing movements of older people and later taai@ithem yakarrmar). (2000:276)

Isadora Duncan, a world known modern dancer froenetlrly 1900s, once stated: “If | could
tell you what it meant, there would be no pointlancing it” (Bateson 1972:137). My starting
point as a hula dancer was that of a very narroemwkedge base on movement systems and
meanings, and a very clumsy and uncoordinated bwatyhad not been engaged with serious
dancing at any level before, but was still in ratheod physical shape and could endure the
hard knee bends, back rolls and strain on my thighcore muscles. Given this physical base,
it took me quite some time to get all the movemeighkt. However, the meanings of the
movements stuck with me rather quickly. Without witg the Hawaiian language before
engaging in hula, | found it easier to understdr& words when | put them into describing
movements.

In my first hula class my kumu put me in the middfehe group to make sure | had
dancers | could imitate on all sides. There werentimductions to feet or hand movements

and | was left to try and follow my hula sistersaag/ay of understanding the basic steps of
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hula. The very first step | learned was the basia Istep, in which you move your feet from
one side to the other on three out of four beatsth@ fourth beat you rest. This is the number
one basic rhythm of hula. After getting this stepler control | started concentrating on hip
movements by moving my hips in a vertical and tgpeer figure eight. It took me my whole
six month stay to figure this movement out, andlll lsave a long way to go to make it look
decent. | eventually understood that my knees fei$teld in a bent position throughout most
of the dances to be able to move with the chargtiteswaying motion of the dance. While
focusing on my feet-work and trying to discover higs, | also started learning basic hand
movements. The first movement | understood was twopick a flower, in which | use both
my hands, palms facing down, to grab hold of imagirflowers and flip my hands over to
make the shape of a flower bud.

As much as | could document hand movements, feetbowmtions and dance
choreographies by writing them down or arrange tirenables and systems after observing
dancers on stage or in practice, | would neverlide 8 understand the hard work that lies
behind every hula without dancing it myself. | wbuhever understand just how much
practice someone who has never danced before nedus even a decent hula dancer, this
also a level | obviously could never reach durimjycsix months of dancing. | would also
never get the kind of access to what was goingbakstage’ (Goffman 1959) as | did by
joining a lalau, or gain any kind of trust to my own interestlearning about Hawaiian
traditions. As it is, Hawaiians are rather scepttoahaole (white) people, and it has been
challenging to get people interested in talkingi®. For instance | faced a major challenge in
getting Hawaiian young men to talk to me about fddace, as they either would not speak
with me at all, or approach me with romantic ins¢seresulting in my having to break off the
connection. Thus the empirical part of this analysill not emphasize gender issues in the
hula tradition.

| was told that due to the history of interactigiviieen haole tourists or immigrants to
the islands and Hawaiian locals, my pale face s@ated with ruthlessness, disrespect,
exploitation and egoism, and does not inspire fd¢altalk to me. However when | have
stated my intentions, emphasized my genuine ctyiasid stripped off all layers of academic
scepticism, habitual cultural traits and generalteviess, | have been accepted and to some

extent embraced by informants.
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Language and orthography

This thesis is written in English, my second largpjdbecause it feels more natural to discuss
problems involving Hawaiian hula in the languad®ve used during my fieldwork. While in
Hilo | was surrounded by three languages: Englitdyaiian Creole English, or Pidgin, and
Hawaiian, one of which | spoke fluently. For meveis not appropriate to try to speak Pidgin
but very important to understand it, and as muchvasuld love to be able to speak Hawaiian,
the restricted length of my fieldwork did not allowe to learn more than what | needed in
order to understand what was going on in my hudas|IThe Hawaiian language is poetic and
rich with metaphors in which natural features aseduto describe feelings, personality traits
and moods. In order to completely embrace a Hawairaderstanding of social, physical and
spiritual surroundings it is crucial to learn thesguage. As Trask (1999:114) puts it: “Not
merely a passageway to knowledge, language isna dbrknowing by itself; a people’s way
of thinking and feeling is revealed through its mus

Throughout this thesis | will use a variety of Haian words, and to make it easier for
the reader | will present each word with italicletyletters the first time they are mentioned.
A glossary will be provided as an appendix at the ef the thesis. For all my translations |
will use theHawaiian Dictionary written by Mary Kawena Pukui and Samuel H. Elbert
(1986). The Hawaiian alphabet has 12 letters @asad in the latin alphabet; a, e, i, 0, u, h, kK,
[, m, n, p, w. It also contains thakina which is a glottal stop, and considered a sepdettr,
marked throughout this thesis with an upside dowastaophe. Theéahiko is a macron
placed above the vowel to make the letter longaralfy, all Hawaiian words end with a

vowel.

A terminology for social categories

Before embarking upon the remaining chapters of thesis there are several terms and
definitions | wish to problematize and unravel. fiehare many terms used to describe people
who live in the Hawaiian Islands and to clear ugy aonfusion | will here give a brief

explanation of the main terms used in this thesis:
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Hawaiian
A person who is born in, or has genealogical teethe Hawaiian Islands. Throughout this
thesis | will use the widespread normative notioat to be Hawaiian you also need to have

knowledge about, and live according to, Hawaiiastdry, traditions and philosophy.

Native Hawaiian

This definition has had increasingly politicizedaneng since the Hawaiian Renaissance and
the birth of the Hawaiian Movement. Following thgf@d English dictionarynative (adj.) is
defined asof, connected with, the place of ones hidinda native (noun) is defined as a
person born in a place, countfiRuse 1988). In struggle for land this term hasnbadded to
Hawaiianto promote a claim on behalf of the Hawaiian peapi the Hawaiiatslands. Used
interchangeably wititHawaiian Native Hawaiianhas also been ascribed the meaning of
someone with at least fifty perceptire Hawaiian blood. | will stay clear of this definitio
throughout this thesis except when authors of citedk have used the definition in their

argument, and define people that claim a connettidtawai‘i asHawaiians.

Indigenous Hawaiian

| will use this definition to refer to Hawaiians agpeople before western contact.

Local

This term is rather vague and confusing to an datsin Hawai‘i. Throughout this project |
have interpretetbcal to mean a person of non-(pure)Caucasian biolbgieestry, resident,
but not necessarily born in the islands, and ohdigsocial status among Hawaiians than
haole.Local can also be used in referenceHawaiian, but not necessarily. Local can often

be used as a defining term when a person’s Hawhaakground is not established.

Haole

White person. This term can be used as a neutfatitten for white people, or with
negatively charged meanings with racist undertdoesvhite people who do ndielongin
Hawai‘i. The meaning ohaoleis contextualized and might be experienced assife and
threatening in some situations, while in othergléa simply a way of identifying a person’s

appearance.
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Chapter outline

Throughout this thesis | will analyze the socialami@gs of hula using analytical tools such as
established theories in anthropology, ethnograplitings about Hawai‘i and hula, and
interpretations from my own fieldwork in Hilo. Byeaving together my own observations
with comparable ethnography and theories | wishiricavel some of the complexities and
politics of hula and ethnic identity in Hawai‘i.

Chapter One: Introduction

This chapter introduces the central themes andlgmabof this thesis. In order to place the
hula tradition within the anthropological landscdpkave turned to the mid 1990s debate
between Keesing (2000), Trask (2000) and Linnek®88) on the invention of indigenous
traditions. | have suggested that the hula isiaditradition that is continuously produced and
reproduced, and is valued as an ingredient in thegss of forming a Hawaiian identity. |
have also suggested that Hawaiian identity is lasdriand self-ascribed across boundaries,
following Barth’s (1969) classic theories on etlityicThis chapter has also presented existing

research on hula dance, and given an account ohetlyod of research.

Chapter Two: A Hilo au (I was at Hilo)

The second chapter will introduce the reader to fralgl of research. By presenting the
geographic, demographic and topographic featuréseoislands | aim to bring the reader into
the Pacific, and into the Hawaiian Islands. In $peit of hula, | will use a Hawaiian chant to
tell the story of where | have done fieldwork andene |1 came to know hula. | will provide

essential background information, significant pla@mes and historical events, and | will
also give a presentation of mgléwu, Halau Hula o Halia A brief overview of hula history as

well as an introduction to the cultural resurgemtehe 1970s, known as the Hawaiian

Renaissance, will be presented in the latter dareochapter.
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Chapter Three: Native dance and foreign desiresdarch of authenticity in hula dance

This chapter will dive into the hula tradition ofaldu Hula o Halia, and explore the joys,
experiences and challenges that lie in being aestudf hula and a master of hula. While
using this hula tradition as an example for hulalawai‘i, | seek to provide an understanding
of the complexity and comprehensiveness of the knadition, and move away from an
understanding of hula as merely a dance form. Euttine chapter explores the relationship
between the Hawaiian hula and the internationalmamnity. Looking into different meanings
of hula throughout the world | seek to provide asan for why authenticity in the hula
tradition has been a subject of debate. Using kedgé from my #lau as well as written
works of Amy Ku‘uleialoha Stillman, Haunani Kay Bikaand Jane Desmond | will focus on
what is authentic to the Hawaiian hula dancer ahyl this is different from what is authentic

for the tourist industry and the international coumity.

Chapter Four: Dancing the land: Relationships betwg@eople, land and hula

This chapter will focus on the connection betweewkiians and the land, and how the hula
tradition can enhance this connection. Hawaiiane lzsdways had a very close relationship to
the land, though this relationship has been chgdldnon several occasions by different
developmental issues. Using the theories on thenmgs of landscape by Hirsch (1995),
Morphy (1993, 1995), Kichler (1993), Bender (19884 Toren (1995), | will argue that the
Hawaiian landscape is defined and understood bylpethrough cosmology, legends and
history, and revealed through the process of mentdayvaiians associate their history and
present with place names and topographic featurdseapress a very strong identification
with their birthplace or place of residence. | velso argue that hula, through various chants
and songs, describe myths, events and the landswiapiee Hawaiian Islands and thus
strengthen the relationship between people and Foltbwing Toren’s (1995) work with the
Fijian landscape | will emphasize that the dan@erces the land through various descriptive

movements and that she/he thus becomes part taritie
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Chapter Five: Children of the land: Hula as Hawaiiadentity

This chapter will promote a critique of the fiftyeqgent blood quantum rule that was
established through the Hawaiian Homes Commission ok 1921. | will argue that this
legislation is one of the reasons why some Hawsiae so concerned with blood quantum as
a unit for measurement of being Hawaiian. Furthexjll use knowledge about Hawaiian
history and traditions as an argument for being @ss(if not more) Hawaiian than someone
with a high percentage of blood and little knowledgbout their cultural heritage. While
maintaining that the obsession with blood quami&g inflicted on Hawaiians with American
and western influence, | will present the Hawaligditional way of looking at genealogy, a
system in which spiritual kinship constitutes threajer part over biological kinship. Using
empirical examples from my own fieldwork, the wigs of J. Khaulani Kauanui, Barth’s
(1969) theories on ethnic identity, and Sahlin®88) theories on performative structures, |
seek to provide an alternative for defining Hawaiiess through the discussion of spiritual
and biological kinship, and Hawaiian identity aoguced and reproduced through hula
performance. | will argue that Hawaiian identitycbmes visible across social boundaries and
is created through actions that signify it. | wdlso argue that the hula is a part of a
performative structure in that by performing it yooduce and reproduce what it means to be

Hawaiian.
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2

A Hilo au: | was at Hilo

Field location and ethnographic context

A Hilo au e la, Ho'olulu ka lehuazl At Hilo, | gather the leh(fa

A Wailuku ed , | ka lua kanaka la At Wailuku, The man-destroying pit

A Haili e lz, | ke kula manud At Haili, A plain inhabited by birds

A Pana‘ewa ed, | ka moku lehuail At Panaewa, with its grove of lehua trees
A Lele‘iwi e i, ‘Au‘au i ke kai & At Lele‘iwi, | swim in the sea

A Moloka'i e l, ‘Ike ala kzhi la At Moloka'i, | see one road

A Mauna Loa aud, | ka lua ko'i hala & At Mauna Loa, is the adze quarry

Ha'‘ina mai ka puanad, No ka lani @ he inoa & Tell the refrain, In the name of the chief

He inoa @ Kauikeaouli The name-song for Kauikeaouli

Introduction

A Hilo Au is a chant written for Kauikeaouli, thers of Kamehameha | and the ruler of the
Hawaiian Kingdom for 30 years from 1824-1854 (Dal@68). Kauikeaouli took the name
Kamehameha Il and is best known for his resistanaeards Christianity by bringing back
Hawaiian traditions like the hula; for lifting thgenalties for adultery and sleeping with his
sister, following ancient Hawaiian tradition; forriting the first constitution; and for
proclaiming the Great Bhele, a land division act that enabled foreignerown land in
Hawai‘i. The latter action made Kauikeaouli onetleé most importarali’i nui (high chiefs)

in Hawaiian history, measured by the consequentdsact. When Christiaali’i (chiefs)
witnessed the immoral life of Kauikeaouli they fedchim to restore the Christian values of

former queen Ka'ahumanu. As a means for protestiuheed to alcohol and abandoned

® Flower of the shi‘a tree, native to Hawai'i, and often used inauut is said that if you pick the blossoms from
the ‘Shi‘a tree, it will rain.
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affairs concerning the state, and at the same tosang some of his authority to the
missionaries (Barnes 1999:44).

A Hilo auis a name chahtand as with many other Hawaiian chants, it takes
listeners on a journey, following Kauikeaouli’s feteps from Hilo on the Big Island to
Molokai. It is often performed with a form of hutalledhula pa‘i umaumaa chest beating
dance in which the dancers use their palms to theat chests following a specific rhythmic
pattern and hand motions to describe the meanitigeothant. This is one of the first chants |
learned to dance and because of its ability toggyal through the landscape on the Hilo side
of the Big Island | want to use it to describe nsld of research. While firstly placing the
Hawaiian Islands within the World, presenting geqdpic location, population statistics and
its rich landscape, | will secondly specify my lboa and present, by ways of the chant, a
guided tour throughout the town of Hilo. After inttucing my field location I will give an
account for important historical and political et&em Hawai‘i and provide a short version of
the comprehensive history behind the hula traditinally | will elaborate on the Hawaiian
Renaissance, a cultural re-awakening that tookepilache 1970s in Hawali'i, and claim its

importance to the cultural awareness that is pteadiawai‘i today.

The Hawaiian Islands and the city of Hilo

Geography and topography

In the middle of the Pacific Ocean between 15 ahdi€grees north of the equator rises the
Hawaiian ridge that connects over one hundred id@fand uninhabited islands. Located on
top of the Pacific Plate they constitute the masthern part of the Polynesian Triangle. The
volcanic chain is one of the most remote islandrcha the world and is located about 4 000
km southwest of California (Brittanica 2009). Thght¢ main islands vary greatly in size from
the Big Island, or Hawai‘i, which is approximately) 438 square kilometres, to Ni‘ihau,
approximately 180 square kilometres in size (Bntaa 2009). The oldest island is Kaua'i
which is said to be over 5 million years old. Alam islands have been created from volcanic
activity and on the Big Island lies the most actwdcano in the world, Kilauea, which has

had a constant lava flow since its breakout in 198 state capital and the biggest city in

” A name chant is written to honour the name olpésolder; in this case in honour of Kauikeaouli.
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Nﬂau

Map of the eight main islands of Hawai‘i (Worldatl2010)

the islands is Honolulu, which is located on Oahd &olds about a million people when
including the surrounding area (Britannica 2009)mpared to the second biggest city, Hilo,

Honolulu life is fast and consumed by western @digin and the tourist industry. In Hilo on
the other hand, people lead a slower, more locglofidife.

A Hilo au e la, Ho'olulu ka lehua la
At Hilo, | gather the lehua

Hilo is a rather small town on the north-eastede 9f the Big Island, though second biggest
in the state with about 40 000 inhabitants (Britear2009). As one of the wettest places in
the world with a lack of typical tropical paradisénite sand beaches, it is not the most
touristy place, but holds a very charming Hawaliéastyle not easily accessed other places
in the Hawaiian Islands. Hilo people are hard woskdedicated family members and have a
loving connection with their hometown that lies e bottom of the slopes of the

28



approximately 4200 meter high Mauna Kea. Being @ pathis world, it is not hard to
understand the passion residents have for thiepldito’'s beauty with its lush vegetation,
pounding waterfalls and smell of sweet plumeris divine.

A Wailuku ed , | ka lua kanaka la

At Wailuku, The man-destroying pit

Downtown Hilo, known for its beautiful buildings; any of which are on the National
Register of Historic places, is located right asrtise Singing Bridge when going east on
Kamehameha Avenue. The Singing Bridge reaches akasluku River, a river that is best
known for separating two major lava flows from MauKea and Mauna Loa, and for
drowning random swimmers by dragging them down mtoomplex system of lava tubes.
During my stay, a local college boy was victim oNMku’'s cunning wrath during a jump
session at Boiling Pots, a section where the iivelescending via a series of deep pools. He
was dragged down into a lava tube by a currentn@vdr managed to fight the powers of the
water. According to a Hawaiian myth, Boiling Posstihe resting place of a large mo‘o (a
lizard-like creature) who wakes up when the rivefhoiling”, that is when the water levels
are high, and drags its victims down beneath tiase. Warnings about dangerous waters in
this river should thus not be taken lightly. Howew/ailuku River also features popular
sights like Pe‘epe‘e Falls, the already mentionedililly Pots and Rainbow Falls, all
breathtakingly beautiful natural features thatfaeguently visited by both tourists and locals.

On the riverbank of Wailuku lies the Wailuku Iran,bed and breakfast place that is
situated in a large Victorian style house on top till. Surrounding the hill, a lush rainforest
provides privacy to the property, and even thodghWailuku Inn is close to Downtown Hilo,
it seems completely separated from car noise asg Weekdays. On the Wailuku Ihanai
(porch) I danced hulaauana(modern hula) every Wednesday. My kumu offeredss#a here
in order to introduce the Inn visitors to the hutajts Hawaiian forn?. Therefore the number
of participants was never consistent, and on skwaeasions we had an audience while
rehearsing.

Parallel to the Wailuku River runs State Highwa0p2 starting with Waianuenue
Avenue that takes you up to Rainbow Falls, oveilagpiKaumana Drive, which brings you
by the town of Kaumana, and finally ends in SadRted, the only road that crosses the

8 Flower with a very sweet scent often used in floleés.
° Different types of hula will be presented in clephree.
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island between the mountains Mauna Loa and Mauraa Kbout half-way up towards the
town of Kaumana is number 612, Kaumana Drive. T\as my house that | shared with my
‘ohana (family); three college kids from the mainlandr &x months. Though | originally
wanted to live with a Hawaiian family to get closereveryday life in a Hawaiian household,
my living situation proved to be an advantage gsihed access through my roommates to
both Hawaiian and non-Hawaiian students. This acesmbled me to discuss matters of
identity, tradition and interaction between Hawasand non-Hawaiians in relaxed situations
where these topics were a natural part of our csawiens. Through my household | also got
to participate in growing vegetables and fruits éating purposes or for trade at the Hilo
Farmers Market, and with this develop a closettiggiahip to my natural surroundings whilst

growing increasingly aware of the meaning of apemial relationship to lant.

A Haili e lz, | ke kula manua
At Haili, A plain inhabited by birds

Moving further east from Wailuku and Waianuenuédimwntown Hilo, in an area that once
stretched over a plain but is now a residentiadayeu find Haili Street. Though no longer
famous for holding a large density of birds, H&treet is probably the place throughout Hilo
with the highest density in churches. Alongsides thireet lies also the Lyman Museum, a
museum that holds a permanent missionary exhibd, \&rious changing exhibits with a
concentration on Hawaiian content.

Further down the street is the Keawe Pub. Keaweviraghone of my main locations
for observing Hawaiian music performances, bothfgasional and amateur, and for
experiencing spontaneous hula dancing. Attending/dtlan Music Night and Open Mic
Night every week | gradually gained access to timeii circles of amateur artistic life in Hilo,
and witnessed everything from random people plapings ofawaiian'* music, to recording
Hawaiian artists like Kaumakaiwa Kanaka'ole playsaft, yet hardcore protest music. The
Keawe Pub is only one of many places in Hilo thii¢re Hawaiian music and open mic
nights, and is also one of many scenes for hulaalan

A little further down Haili Street lays the Palatkeatre, a historic theatre that is run
and maintained by a non profit organization. Thea€aTheatre is one of the larger scenes in
Hilo for events such as concerts, music festivalgrnational film festivals, plays and dance

1% Relationship to land will be further discussedmpter four.
1 Jawaiian is a music category that has become ppjuHawaii in recent years. The music is a mixagfgae,
r&b and Hawaiian island music.
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recitals, and has hosted recording artists like Mekaha Sons. The theatre also hosts
Hawaiiana Live! a show originally established as an offer forisgdiner tourists. The show
features host Leilehua Yuen, and Bob Alder playimg famous Hilo Palace pipe organ, and
aims to teach the audience about the expredsamaiiang which, according to Leilehua,
meanghe very best of Hawaiian culture

Moving south-east in Downtown Hilo you pass sumbsh souvenir shops, a natural
foods store, furniture and interior design shopssigal instrument shops, restaurants and
finally at the end of the Downtown “strip” you firttie Hilo Farmers Market. Throughout the
market, which is located at the end and on botessaf Mamo Street and has its busiest days
on Wednesday and Saturday, you can find all kifdsuds and vegetables, food stands that
offer free samples of their products, flower stanith the most wonderful tropical flowers, a
therapeutic massage stand and lots of arts ant$.c@rginally the Hilo Farmers Market was
an outlet for the produce of local farmers. Howetiee market grew bigger and the demand
for fresh island grown food products exceeded toall farmers’ abilities to produce. Thus,
today much of the products at the Farmers Marketraported from both the other islands,
and from international businesses. However, lo@meérs, small businesses and sole
proprietors still use the market to sell and matketr products. The Farmers Market is also a
social scene, where you always run into people wneady know, and make new
acquaintances based on continuous trade or gesmal talk. My household tradeohut
jolokia, also known as Indian ghost pepper and the spipeggoer in the world, with a man
who made incredibly popular salsas and dipping esuS&eeing that we were the only
producers of this particular pepper in Hilo at time, the salsa guy gladly provided us with
top quality salsa and dipping sauce whenever weiged him with fresh peppers. Also, the
biggest businesses at the market would uphold d gostomer relationship by maintaining a
high level of recognition and provide continuingstamers with freebees and “special prices”,

thus also ensuring the customers return.

A Pana‘ewa ed, | ka moku lehuaal

At Pana‘ewa, with its grove of lehua trees

Moving even further south-east, following Kino‘di#reet towards the area of Pana‘ewa, the
University of Hawai‘i at Hilo and Hilo Community dege stretch over the Manono Campus
and the Upper Campus. As a former exchange stuatetite University of Hawai'i 1 was

gualified to gain access to the University Librargeneral and Hawaiian Collections. At the
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University | also got to talk to my former professowho guided me in the right direction by
recommending further readings and referring me rgortant informants among the
University staff and students. Since my last exasisn undergraduate at the University of
Hawai‘i were conducted only a year before returniogmy graduate fieldwork | was still
listed as a current student and was notified uaad-about on-campus events of interest, i.e.
Hawaiian Club meetings and student hula classes. Uhiversity Campus also provided
event information and notifications through sevdeabe poster boards, which | checked
regularly and from which | got information abouettelau | later became part of. With access
to the on-campus Student Life Center | was providé@t a large dance studio, in which |
could practice my hula, which, unlike my kumu’s Beufeatured mirrored walls. Throughout
my fieldwork the University of Hawai‘i campus pravgo be an invaluable source for

information.

Halau hula o Halia
Further south-east of Hilo in the area of Pana‘Basamy kumu’s house. This area used to be
covered with forest vegetation, but is now in coatus residential and industrial
development. The house has been in my kumu’s faimilg long time, and is the place where
she grew up. The property is about 20x20 metrescamdains a paved single parking lot,
trees and bushes of different kinds, and the sesbvered by a green lawn that is usually
drenched in rain water transforming the ground iatslippery mud slide. Like on most
Hawaiian properties, ti plarifs both green and red, have been planted in the oataers to
provide protection for the property, the house dsdresidents. Next to the entrance a
jabuticabatree, a fruit-bearing tree also called Braziliaage tree, stretches about 3.5 metres
towards the sky. In the back of the property yon fiad a drying rack for clothes, and even
more flowers and bushes. On the other side of thesdnis a carport that, judging by the
definition, should function as a shelter for my kusicar. However, this area is filled, floor to
ceiling, with boxes and all kinds of indefinablguf”, much like her car, in which | found
what looked like an entire tree once.

Up towards the entrance is a ramp under whichag st and three kittens reside. On
the right side is a recycling station with fourfdrent trash cans and on the other side is a

bushy tree with compost at its roots. The entrama® like nearly all Hawaiian houses, a

2 The ti-plant Cordyline terminaliy is a woody plant with a long stalk and tightlystered oval shaped long
green leaves. It has been used in traditional nmedlas a way to reduce fever, and in cooking, fatleating
and for wrapping food. It is also widely used withihe hula tradition for costumes and lei, andelielved to
bring good luck. It is common to bring a pieceiaofhen travelling on airplanes, and to plant tiward your
house so Pele, the fire goddess, will spare yaypenty and your house during a lava flow.
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screen door outside the front door. When my kumhoise the screen door is usually closed
while the front door is only closed while she igeging. All windows are composed by
shutters, made from several glass plates, and $ereens on the outside. The shutters are
usually open, allowing a cool breeze to pass throtgg house and play the wind chime
outside the front door in the evening. Throughftibat door, you enter into a small room in
which two couches are placed in a ninety degreéeagninst the walls, a wardrobe is placed
next to one of the couches, and a desk with a desk, a computer and a printer occupies the
space against the third wall. Shelves with bookstupes and knick-knack fills the space
above one couch, while a framed certification framy kumusiniki*® class and several
hanging pictures decorates the wall above the secomch. Next to the front door is a
Hawaiian lunar calendar with detailed explanatiabsut events and rules to follow during
the different moon phases.

Entering through an opening draped with thin wideric you find the living room
and kitchen, and the room in which | spent mostgftime when at my kumus house. Within
the living room is a piano and several hula insgata in one corner, accompanied by a CD
player and a huge stack of Hawaiian music CDs enrigjht hand side. On the floor is a
lauhalamat (a mat made from the leaves of the Hala, ndgaus, tree) and several pieces of
furniture are scattered throughout the room. Théswaae covered in different Hawaiian art
pieces, photographs and tkemulipo (a Hawaiian creation chant) is placed right abthes
piano. The kitchen counter is somewhat organizet! @iourfully filled with my kumu’s
recycling projects, i.e. with cereal boxes, tincamd bottles of different kinds. The kitchen
shelves are stacked with foods of both homemadegeoaery store origins, and the cabinets
holds bags of rice, jars ¢abuticabaandliliko'i (passionfruit) jams and cooking pots and
pans. In the middle of the kitchen, separated ftbenkitchen counters, is a gas stove with
four burners, and counter space on each side. bfasty hula classes were situated in this
room. When dancing we would shove away furnitute the kitchen and use the floor space
in the living room. My kumu would sit on the floaext to the CD player and we would face
her from the floor in front of her. When we weraished dancing, we would replace the
furniture and cook dinner in the kitchen. The reSthe house consists of two bedrooms, a
laundry/storage room and a bathroom placed in #neb&ck, none of which | spent any

considerable amount of time in.

13 Can be translated as graduation. Wheniyuki in your Hlau, your kumu gives you permission to call
yourself a kumu hula, and to start your ovitab.
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A Lele‘iwi e Iz, ‘Au‘au i ke kai &

At Lele‘iwi, | swim in the sea

Leaving my kumus house in the Panaewa area, moowards Hilo Bay, you pass the Afook
Chinen Civic Auditorium and Edith Kanaka‘'ole Staaiiuboth primary arenas during the
Merrie Monarch Festival, which is the largest hégstival in the islands and the most
prestigious hula festival in the world. Hilo hasstead this festival since its establishment in
the early 1960s. The stadium is originally desigasd tennis stadium that seats about 3500
people, but is used for several kinds of evente likartial arts competitions, concerts,
graduation ceremonies and the Merrie Monarch Huwang@etition. The Civic Auditorium
hosts during the Merrie Monarch Festival a Hawaigats and crafts fair that offers hula
supplies, music instruments, books and knick kn&mkdecorative purposes.

Moving further down towards the bay, crossing Khameeha Avenue, you reach
Liliu‘okalani Gardens, a Japanese styled park naaitat Hawai‘i's last queen. On the south
side of the park runs Banyan Drive, a road thétaished by Banyan trees, planted by famous
people, on both sides. Each tree has a sign wim#me of its planter, and names such as
Amelia Earhart, Franklin D. Roosevelt and Richarctdd have made this road a popular
tourist site in Hilo. Banyan Drive also takes yoy &ll major hotels in Hilo, which are
conveniently clustered in this area right on therek of Hilo Bay. On the other side of the
park lies Moku‘ola, or Coconut Island, which acdogdto a Hawaiian legend is a part of
Maui. Functioning as a place of refuge for warriorg&ncient times, the island was destroyed
in a tsunami in 1946, but has later been restaad,now has a paved pathway around the
island, bathroom facilities and several benchek waiiperstructures. Moku‘ola is the location
for the Kamehameha festival, a Hawaiian culturadti@l that is part of the larger
Kamehameha Day celebrations, and for the openiregqramny of the Merrie Monarch festival.

Following Banyan Drive and moving further eastHito is the harbour area through
which cruise liners and cargo ships provide Hilthvtourists and all kinds of necessary cargo.
On the other side of the road from the harbourHés International Airport, the only major
airport on the eastern side of the Big Island. lkrriout towards the ocean you pass Hilo’s
most popular beach parks, starting with KeaukahacBePark, Onekahakaha Beach Park,
Four Mile Beach Park, Richardsons Beach Park amallyi at the crossroads of dead end
Leleiwi Street and Kalanianaole Avenue, Lehia P&t&ne of these parks have white sand
beaches, but offer great snorkelling opportuniteghose who would like to discover the

underwater world of Hilo.
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A Moloka'i e ki, ‘lke ala kzhi la
At Moloka'i, | see one road
A Mauna Loa aud, | ka lua ko'i hala &

At Mauna Loa, is the adze quarry

Many Hawaiians express that Moloka'i is the moswH@an of all the islands, and it is here a
truly Hawaiian life is being lived. Moloka'i is gei, with a lack of large department stores,
high buildings and large roads with rushed trafficeated from the two volcanoes Mauna
Loa and Kamakou, Moloka'i is located between thHand of Maui and the island of Oahu,
and is probably best known for hosting a leper mplérom the late 1800s up until 1969.
Compared to Oahu, this island might as well be redhed years away. Compared to the Big
Island, and especially Hilo, the difference is musrhaller. Although Hilo is larger in
population and in size than any city on Molokalietslow pace Hawaiian life is much the
same. As with connections to Moloka'‘i, and thenslaf Ni‘ihau up north, connections to
Hilo are also usually proudly announced by the agerJoe in the street as well as by
musicians and artists on stage both in Hilo, oeotslands, and outside the Hawaiian Islands.
Being from Hilo is of high value to Hawaiians, amds something even | experienced as a

very positive trait when visiting other islands.

Ha'ina mai ka puanad, No ka lani & he inoa &
Tell the refrain, In the name of the chief
He inoa @ Kauikeaouli

The name-song for Kauikeaouli

A brief history of politics in Hawai‘i

In ancient time¥ Hilo was known and appreciated for its coastatiJdats many streams and
rivers, and the fertility of the land. Many indigars Hawaiians lived in this area and Hilo is
mentioned in many chants and legends from that.timéhe 1700s Hilo became a center of
political activity under the rule of King Kamehanaeh the first chief who managed to gather
all the islands. Because of its lush vegetationland coastline, Hilo was the perfect location
for producing war canoes, and for setting out ongoering quests. Kamehameha thus used

Hilo as base during his efforts in gaining politiaathority over all the islands.

% The time before Captain Cook arrived in Hawai‘lifi78 is usually referred to ascient times
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During the 18 century several important events took place thanged Hawai‘i for
all time. In 1848 there was a remarkable shift amd ownership as Kauikeaouli, or
Kamehameha lll, realized an economic advance woeler happen if he followed the land
divisions of old (Chinen 1958:15). The GreailMle shifted the land from being a communal
trusteeship to private ownership (Chinen 1958aldb promoted a shift in power, as anyone
now could come to Hawai‘i and buy land. The diseahetween the ali‘i and thmeakazinana
(people of the land or commoners) grew larger asallii no longer demanded a portion of
the harvested crops and the maksna no longer could turn to the ali‘i for proiect White
westerners gained more power as they now could lamt, and the relationship between
indigenous Hawaiians and western newcomers sttotgdt a little tense. The Greatahele
will receive further elaboration in chapter four.

After the privatization of land, Hilo soon becaraeplantation town as the sugar
industry grew in the islands. Americans and Europezame to Hawai‘i, bought land and
started a plantation industry with workers importeain all corners of the world. Japanese,
Filipinos, Samoans, Portuguese and even Norwegmgsated to the islands, and the ethnic
diversity that was created during these timesasiin reason for Hilo being a melting pot of
ethnic groups today. Simultaneously as new peapieecto the islands, indigenous Hawaiians
were fighting battles against western diseasesmFan estimated 300 000 to 1 million
indigenous Hawaiians at first contact in 1778, fapulation decreased to under forty
thousand by 1890 (Trask 1999:6). As Hawaiians galigllbecame a minority in their own
lands the Caucasian and Asian populations wereiggow

A growing European and American sugar elite stanbatting their way into politics
and swiftly outnumbered the Hawaiian political @litn 1876 the sugar elite managed to
establish a reciprocity treaty between the U.S.ladai‘i in order to lower the tax on sugar.
According to Beechert (1985:79) “the planters knenat if Hawai'i became part of the
protected U.S. market, the amount of the duty theyw paid would become a guaranteed
profit”. The treaty also gave the U.S. the rightuse Pearl Harbour as a military base, thus
enabling an extension of the U.S. military bordemf the west coast to the middle of the
Pacific Ocean. The reciprocity treaty was renewadséven years in 1887, based largely on
the same reasons it had been initiated. King D&waldkaua was during the renewal process
“forced to accept a drastically revised constitatizvhich reduced the monarchy to a
figurehead and radically restructured the goverrifm@&eechert 1985:83). The monarchy was
fading, slowly alienated from sovereign power whife Caucasian sugar elite grew more

powerful, as landholders and with obtaining higlsipons within the government.
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In 1893 Queen Lili‘uokalani’s government was ovesthin by these sugar elites after
several protests from the Queen herself, and firerHawaiian political elite who formed the
protest organization Hui Hawai‘i Alohaina (Silva 2004:130). The Queen was imprisoned
for some five months in her room at lolani Palaite royal palace, and was never again
restored to the throne (Trask 1999:15). An illegahexation was finalized in 1898 under
President William McKinley, and, finally, statehoags declared in 1959. Hawai‘i became
the 50" state of the United States of America.

A historical overview of hula

To be able to discuss the hula in any sense itetessary to provide a short historical
overview of the role of the hula in Hawaiian sogieHowever, it is difficult to give a
mainstream account of this history as there areymary valuable versions to be considered.
In Hawai'i, the sayinga‘ohe i pau ka ‘ike i ka @ilau ho‘okahi —all knowledge is not
contained in only one school is commonly used around the aspect of knowledge,isn
especially used within hula, to remind people #@ilbhknowledge is valuable and that there is
no right or wrong way of doing things. Hawaiiansvéaa very strong oral tradition and
knowledge about hula has found its way to hula demof present times through channels of
variouskupund®. However, as missionaries of the 1820s forbade, lauliat of this knowledge
was lost, and the so called ancient hula we sderpezd today are mere interpretations of the
chants that survived the Calvinist missionarieseerination of this “heathen’ and
‘lascivious™ dance (Barrére, Pukui & Kelly 1980:1)

There is some written documentation on what tha uas like when James Cook and
his men arrived in 1778. As mentioned in chapter, david Samwell, a minor Welsh poet
and the surgeon dhe Discoverynoted that “the young women spend most of theneti
singing and dancing of which they are very fondééglehole 1967:1181). However, as for
written documentation on the oral traditions of iant Hawalr'i there is one book that has
somewhat become a bibfdor hula dancersUnwritten Literature of Hawai'i, the sacred

songs of the hulavas written by Nathaniel B. Emerson, the son ofédRend John S. Emerson

15 Kupuna means grandparent, ancestor, relativeosedtiend of the grandparent’s generation, granjau
granduncle (Pukui and Elbert 1986).

'® The wordbible is here used as a synonynttie most authoritative book in the fiekhd has nothing to do
with the Holy Scriptures of Christianity.
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who came to the islands as a missionary in 1832e(Eom 1998:4). As suggested in its

introduction by Keone Nunes and Glen Grant,

Hula described by Emerson was not the lascivious gdmatry perceived by his missionary
parents, but the poetry of a race that transcewdédral differences and distances with the
voice of human passion, joy, fear, triumph and ld@errectly stressing thaula, song and

chant was the opera house, library and culturaecdar the Hawaiian people [..(1998:7)

Emerson opened his mind to the Hawaiian way ofrfifere than his parents had done before
him and with this gained access to wise kupuna laid: glelo*’ (Emerson 1998:6-7). He
collected chants, songs and hula and wrote themmddva time when Hawaiians lost many
valuable sources of knowledge to different dise#isaischallenged the islands post-contact.

The missionaries arriving in the islands in thds sought to Christianize ali‘i and
ali‘i nui to make easier the transformation of the Hawai&ainds from a, in their opinion,
heathen to a Christian community. Makaana would by default follow their ali‘i and
conform to whatever rules the ali‘i set for thens 80, the queen regent Ka‘ahumanu, a
Hawaiian woman, “issued an edict forbidding pulgherformances of the hula” in 1830
(Barrere, Pukui & Kelly 1980:1). The queen diedwkger, in 1832 and in the years to come
this edict was ignored (Barrére, Pukui & Kelly 19B0 During the following years there was
some uncertainty as to how Hawai'i should be ruded the regent king Kamehameha |Ili
swayed back and forth between the Calvinist waythadHawaiian way before he abandoned
his own ways and “the kingdom returned to the datiam by Calvinist beliefs and concepts”
(Barrere, Pukui & Kelly 1980:1). However, the hwas continued in hidden areas away from
the seat of the throne and the missionary stations.

In 1851 public performances of hula became mordrolled and required a licence
and a rather heavy fee from the performer. In tB601k hula schools started to appear
throughout the islands and the ali‘i revived an whtlition of having “hula people, or po‘e
hula, available to provide entertainméfitBarrére, Pukui & Kelly 1980:1). Theo'e hula

were the ones responsible for keeping the art [ &live and who passed on knowledge that

7K aka‘slelo means orator, person skilled in use of languagunsellor, adviser, storyteller, oratory, tater
18 |n older times a hula dancer was not just a dabcea storyteller, a news caster and an entertalieir
dances were often embodied narrations about mgttesits, people of old and whatever was happeniag in
neighbouring village. My kumu once said that thap to some extent be associated with the newsrsaxteld
Europe who ran around in the streets shouting ewsrio town residents. This is also why the ahafnting
cannot be looked upon with ease, the tremendousomyeamd articulation skills of chanters is someghihat
needs years and years of practice and is highpertsd in Hawai'i.
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became the hula kahiko we see today (Barrére, P&ikkelly 1980:1). A real shift in the
banishment policy was seen under the reign of DReildkaua. For his coronation ceremony
in 1883 and his birthday celebrations in 1886 lddacers prepared a wide repertoire of hula
dances ranging from the traditional dances to datita were composed and choreographed
for these special occasions (Barrére, Pukui & K&f880:50-52).

After the Kalkaua reign the Hawaiian Islands were annexed irv 180the United
States after an illegal overthrow of the thronda&93. During Liliu‘okalani’s house arrest she
composed many well known Hawaiian songs and canggreatly to the Hawaiian Music
we hear today. After the annexation the hula trawdlihad another set back. However, after a
quiet decade or so, the entertainment businessildegehow interest in the dance. According

to Barrere, Pukui & Kelleythe hula became a:

feature of carnivals and pageants and then becatnenehed as standard entertainment for
Hawaiians. It had undergone a radical change, fittah of a dance form subordinate to the
poetry of the chant to which it was danced, toyéestf dancing in which gesture became the

important features. (1980:64)

The people of the hula traditions expressed witlstfation that the hula projected to the
world was nothing like theeal Hawaiian hula, and continued to dance the hultsiancient
form away from the public in privatealau hula (Barrere, Pukui & Kelley 1980).

The entertainment and tourist industries expresseslighout the beginning of the
1900s an escalation in demand Farda girls to entertain island visitors. By the end of the
1920s the hula was as commercialized as ever, amindted by the newly formed hapa
haole hula. According to Desmond (1999:97) witlnis time period “the hula and the image
of the hula girl had replaced the allure of natwahders as the primary signifier of Hawai‘i”.
Instead of promoting pictures of natural features hula girl was now put in focus in
marketing tourism in Hawai‘i. An attempt to revitee hula and Hawaiian traditions in its
original form was made by George Mossman in thed$3@ith the founding of Lalani Village.
Mossman'’s village consisted of traditional Hawaigaass huts andlgiau(place of worship)
all of which he built himself. Kanahele (1979:1)fided the village as the first Hawaiian
culture center, as Mossman “offered classes inuageg, chant, hula, crafts and some of the
ancient rituals”. However, Mossman did not quitevake a cultural renaissance with his

efforts in the 1930s. Kanahele writes;
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| remember him as a great white kahdfja[he didn’t look Hawaiian at all) who had a
booming voice which seemed to grow louder whendaeispoke Hawaiian. But he was a
tragic figure as neither the public, Hawaiians ugield, nor Waikiki was ready for what he
hoped would be a great cultural awakening. His avasice in the wilderness that could not be
heard above the din of oaths of allegiance to Acaer({1979:1)

This was a time when being different was not timething” to do, and when ethnicity was an
unspoken word (Kanahele 1979:1). Throughout theédd3awai‘i functioned as a place for
R&R, rest and recuperation, for American soldiensd hula dancers became objectified as
sensual bodies on display (Desmond 1999), as witulther discussed in chapter three.

In the 1950s Malia Solomon developed a similar eph¢o that of Mossmans village
and called it Ulu Mau Village (Kanahele 1979:1). wéver, according to Desmond
(1999:134), Hawai'i still was not ready for a culiliresurgence and Hawaiian traditions
remained suppressed and hidden for another twesdysy during which the “era of mass
tourism” began. Commercial jet travel was develgpihroughout the 1960s and travel to
Hawai‘i was suddenly quick and affordable. Now aoty the social elite, but also the middle
class could travel to Hawai‘i, and the demand falahyirls to entertain the visitors had never
been bigger. AlImost simultaneously and triggeredthy rise of ‘ethnic pride’ movements on
the mainland”, a new interest in Hawaiian tradii@nd cultural practises was being formed,
and “the late 1960s and early 1970s marked thenbagj of what is known as the Hawaiian
Renaissance” (Desmond 1999:134-135, Kanahele 1979).

The Hawaiian Renaissance

The late 1960s and 1970s are known for politicavenoents of peace and human rights, i.e.
the hippie movement fighting for peace in Viethamd aexpressing hostility against the
government, the gay movement fighting for equahtsgand the right to express difference,
and the feminist movement fighting for politicalda@conomic liberty for women. In the wake
of the black civil rights movement of the 1950s d®$0s, the “age of ethnicity”, ushering a
fight for civil rights, emphasized that “there wasthing wrong in maintaining one’s ethnic
identity and, certainly, nothing un-American abatit(Kanahele 1979:2). Already in the

1960s Hawaiians “showed an increasing concernhir political rights and grievances and

19 priest, sorcerer, magician, wizard, minister, exmeany profession (Pukui and Elbert 1986).
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their cultural identity” (Kanahele 1979:2). Withhlo Dominis Holt'sOn Being Hawaiian
published in 1964, the Hawaiian’s place in histeigs reaffirmed and re-remembered. The
establishment of the State Council on Hawaiiantdge in 1969 proved a recognition on part
of the State of Hawai'i, that the culture shouldpeepetuated in its manner.

Hawaiian culture and traditions were starting t@neerge, and, as Kanahele argues;

There were other Hawaiian cultural happenings sagshthe growth in the popularity of
Hawaiian canoe paddling, the emerging and comebhtike male hula, the formation of Hui
Kukekuka and Hui Na Opio and similar cultural greugll by the late 1960s. And finally, the
first political demonstrations that began with Kaka Valley in early 1970 when protesters

sought to prevent Bishop Estate from ousting damiger.? (1979:2)

Throughout the 1970s Hawaiian music also sprung adife and young people started
turning to this instead of the rock music that daled the 1950s, 1960s and 1970s in
continental U.S. More young and old people statteldéarn how to play slack key and steel
guitar, and radio stations were devoting more timélawaiian music. The Hawaiian Music
Foundation was set up in 1971 as the first orgéioizato perpetuate Hawaiian music
(Kanahele 1979:3).

Another exciting aspect about this period was ‘téeval of hula kahiko and male
hula” (Kanahele 1979:4, Desmond 1999:135). Dandmp had for a long time been
considered feminine, and males that danced wesesn dfioked upon as “sissies” (Kanahele
1979:3). However, the tables turned during the $9@0d male hula once again became
masculine, and very popular. The interest in hudhiko was also beyond anything seen
before during the 2D century and the hapa haole hula of the 1930s, 1848 1950s was
ignored by Hawaiians who wanted to learn hula. Kata argues that Hawaiians during the

1970s took back the hula from the tourists and @gaén made hula Hawaiian;

It is important to note that today’s interest igaper for the ancient than the modern or hapa-
haole hula. The more traditional the dance, thed&ethe interest. It is as if people want to get
as close as they possibly can to the first hula Klaka did. And because of this, | think the
Hawaiians have finally retaken the hula from tharists. (1979:4)

The establishment of pageants and hula competitikeshe Merrie Monarch Festival, the

King Kamehameha Hula Competition and the PrinceHut Festival strengthened the non-

2 This incident will receive further elaborationdhapter four.
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tourist presence of hula as did programs and wogpshsponsored by state and local
organizations that sponsored training workshops hola teachers (Desmond 1999:135).
Several hlau hula were established in this period, lead bsnk hula who had learned the
ancient hula from their kupuna and who took in shid foraniki training. Combined with
the popularity ancient hula now held, this wouldwe the survival of the hula tradition. The
students who graduated from thairki classes, formedatau hula of their own based on the
tradition they had been taught by their kumu, aaslspd on the knowledge to new students.
The efforts of this time period are the reason sk extensive as it is today.

During the renaissance the Hawaiian language ¥gasgiven much attention, and the
University of Hawai‘i established a Hawaiian stugdigrogram in which Hawaiian language
played a great part. The program has developedisandday extended into involving a
language program at MA level, being the only indiges language in the U.S. with such high
status and ensured continuity. Additionally, a vee@ interest in canoe racing appeared
during the renaissance as island high schools @g@rhe first canoe racing league, laying
the groundwork for a sport that today is very papamong Hawaiians (Kanahele 1979:7). A
fascination for ancient Polynesian navigation teghes also developed during the 70s, and
resulted in a well known canoe voyage to the s®abific. The Hokule‘a, a double hulled
canoe launched from the island of Oahu, sailed fidawai‘i to Tahiti with the help of
traditional navigation skills. The voyage was amaly an experiment to “disprove the
accidental-voyage theory of Polynesian settlemeatiti ended up being one of the most
important events during the renaissance (LinneRi83i245).

Last but not least, a Hawaiian movement formegbrtatect the destructions of the
sacred island Kaho‘olawe by the U.S. Military (MegGor 2007:250). In 1976 first efforts
were made to stage an occupation of the island‘‘@&ans to draw national attention to the
desperate conditions of Native Hawaiians” (McGreg007:251-252). In 1990, the bombing
of Kaho‘olawe finally stopped after over a decadéhard work on behalf of the Hawaiian
movement.

The Hawaiian Renaissance continued for years &féerahele wrote his speech in
1979. It laid the groundwork for the cultural awsees and widespread cultural practice in
Hawai‘i today. In the case of hula, the culturavival in the 1970s was of uttermost

importance for ensuring survival and continuanctheftradition.
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Concluding remarks

Throughout this chapter | have introduced Hilo atawai‘i as my field of research by
presenting important locations for my fieldwork. Bging the chant for Kauikeaouli my
intention was to firstly recreate the guided totiHdo | visualized when learning to dance
this chant, but also introduce Kauikeaouli as apartant political character in Hawaiian
history. His importance will become increasinglydent in chapter three where | discuss the
consequences of the GreatiiMle, the land division act he signed in 1858. Thiapter has
also provided important historical and politicakats within the Hawaiian Islands and within
the hula tradition, finishing off with the invaluabcultural revival called the Hawaiian
Renaissance.

Throughout the next chapter | will present the ldaan hula tradition in its Hawaiian
form, and in the form that has been adopted througlthe world. While discussing the
impact of tourism on the tradition | will explorbe desire for authenticity within the hula
tradition and within the tourism industry.
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3

Native dance and foreign desires

In search for authenticity in hula dante

Our much referred to notion of authenticity meaiffeient things to the anthropologist and to
the individual engaged in the forging of a cultud@ntity. For the former it is a question of

originality or even aboriginality. For the lattdris a question of identity itself, a relation

between the individual subject and the culture.h&aticity in this case refers to the state of
integrity of the members of an identifying groupalithenticity would thus consist in the

relative alienation from the cultural model, a laok engagement, a social distance with
respect to the values and categories embodietrat@ion or program of action.

Jonathan Friedman (1993:761)

Introduction

When announcing my plans for my MA project to fderand family in Norway | often got
the reaction “aaahh, you're gonna wear grass shimt$ coconut bikinis while doing the
hulahula and drinking tropical drinks on the bedchalso got this reaction from foreign
visitors to Hawai‘i and from people | met on my wiagm Norway to Hawai‘i, and it got me
thinking that the international image of the Hawaaiihula hasn't changed much in remote
parts of the world since it was created in theyea®l00s. In Norway, | have been invited to
Hawai‘i themed parties where girls wear raffia &kiplastic lei and bikini tops, and clearly

try to promote asexualandtropical image of a hula dancer. Hula dancer is also alpopu

L The title of this chapter is played off the titlethe bookNative Lands and Foreign Desirby Lilikala
Kame'eleihiwa (1992).
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Halloweerf” costume, and a quick search through various omirstéume distributors shows
the very same image. Growing up in Norway, a vemate place to Hawai‘i, and having
never lived in the U.S, the Pacific region or EAsta before moving to Hawai‘i in 2007, my
image of the Hawaiian hula was a perfect matchhéodne | have described above. In my
mind | contained an understanding of hula as atewigit tourist attraction. Clearly my image
was overall insufficient, but it represents the ggahidea of hula outside the Hawaiian and
international hula community.

After living in the islands for a year in 2007dturned to Norway with an impression
of hula that was still to be corrected when | wéaick in 2009. During my year of
international exchange | didn’t study hula at altiahe only information | had was based on
touristy hula showd;7‘au®® and sovereignty demonstrations that took plackiminy year as
a resident. Based on these scarce observations & gastinct impression that the kahiko
dances were profoundly more authentic than thenawkances. To me it seemed the ‘auana
dances were strictly for tourists and the kahikgestvas thereal hula danced by and for
Hawaiians. Like a group of visitors and audiencetite Hula Kahiko Series in Volcano
National Park, Hawali‘i Island, put it when explaigiwhy they had chosen this particular
event: "We wanted to see real nativela and not that touristy stuff* (Volcano Art Center
2009). Looking back at this impression | realizam not the only visitor to the islands that
has approached the hula in this manner at some, @oid it is a very interesting contribution
in the debate on authenticity in hula.

In this chapter | want to describe the relationdtepyeen the Hawaiian hula tradition
and the international image of hula danééile arguing that the two are rather different |
will also emphasize their connectedness to onehan@nd suggest they are both part of a
bigger whole. Hula has, like many other traditidmsen questioned on its level of authenticity,
as already mentioned in chapter one. In relationht overall argument of this thesis, a
discussion on authenticity within the hula traditibecomes important when hula is
considered a key ingredient in Hawaiian identityh&l searching for authenticity in such a
complex tradition, as Friedman (1993) also argiteis, crucial to consider from whom the

desire and demand for authenticity comes. | wiluarthat while the international community

2 Halloween is a catholic holiday that celebratéstsand martyrs. In the U.S. Halloween is celedstain the
31 of October when children dress up in costumesmaakie candy rounds in their neighbourhood, during
which they exchange candy for a promise to notgoerfpranks on their neighbours. The American way of
celebrating Halloween has taken place within th®. tbr many decades, but within the last 20 yeasndhe
tradition has been adopted by several countriesidrithe American continent.

% A li‘au is a Hawaiian feast featuring traditional Haiamifood and “exotic” drinks like Kalua Pork and Ma
Tais and entertainment. This feast is offered Ispnts throughout the islands as a tourist attractio
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finds authenticity in a hula performance as londhesdance is kahiko style and the dancers
are wearing the proper traditionadtive attire, Hawaiians find authenticity in the geneglo
of hula and in the connection between the daneechiant being performed and its place in
Hawaiian history. | will argue that when searchiagauthenticity in a complex tradition like
the hula, it is important to look at the historydasontinuity of the tradition. | will also suggest
that answers to the question of authenticity in thea tradition are not found in the
relationship between the tourist industry and tlaeveiian hula, but rather in the relationship
between the dancer and the tradition. Howevers itriportant to consider that authenticity
often is determined in the eyes of the beholded,thns means different things to an outsider
than to a dancer. Throughout this chapter | wMegan analysis of the hula tradition, and of
what being a student of this tradition entails. tRer | will elaborate on the relationship
between the hula and the world, and finally disdhssrole of tourism and history in relation

to a question of authenticity in the hula tradition

Hula in Hawai‘i: the tradition

Origins

In Hawai'i, the roots of the hula tradition are @dd grow deep. Originally the hula was used
as entertainment, but also as a vehicle for maimgithe stories of old. The dancing was
always led by a chanter and/or drumbeats of vakinds. Seeing that Hawaiians at this time
did not have a written language the language dd kapt the myths and stories alive and the
movements were reinforcement to the words of tletciCreating a visual image of the story
to accompany the chant made it easier for peoplenb@mber.

People who had knowledge about the hula traditioth \eere skilled in performing
were called hulgeople notdancers This linguistic twist indicates that knowing hudaln’t
only mean knowing how to dance. The hula peopleevesitertainers, newscasters, flesh and
blood historical resources and were always up te dhout what happened in and around
their village. They were an absolute necessitythersurvival of Hawaiian myths and history
and as Nunes and Grant put it in the introductioBrmerson (1998:4);"Whenkapuna(elder)
dies, a library has burned to the ground”. Throughzhallenges like first interactions with
colonialists, missionary excommunication and bagniand industrial development, hula

people have preserved the hula tradition by passinghowledge to dedicated students.
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Kumu hula and kuleada

The responsibility that follows the title &imu hula hula master, is not to be taken lightly,
though this title is subject to misuse. To beconk@rau hula, your level of knowledge about
the tradition must be elite and you must understhedresponsibility you have to pass this
knowledge on to younger generations. Learningithe process that starts at a young age in

which dedication and endurance are key factorso/liog to the late Uncle George Na‘ope;

In the old days, Hawaiian children were selected gbung age to devote their lives to the
hula. They were dedicated to Laka, the goddeskeohtila and lived sequestered for years in
their lalau (hula school) under the strict teachings ofkbmu hula, a master and teacher in
the hula arts. Students were not to be taintednlgyosher influence, and it was not until they

graduated, often in their teens, that they weren eallowed to mingle with anyone outside

their Halau. (2006:20)

Though dancers that strive to become kumu hulayt@ta usually not shielded from the
world outside their #lau, their level of dedication combined with thergjency of their kumu

is what determines the possibility for themdataki; graduate. Usually, dancers that become
kumu hula have been brought up surrounded by Hawaraditions in their everyday lives
and this way of living comes natural to them. Hoeredancers who do not possess Hawaiian
traditions as embodied habits can still accumulaite knowledge through serious dedication
and become respected kumu hula.

As already mentioned, to become a kumu hula yastomiki from your talau. This
process can take a long time depending on botktettehings of the kumu and the dedication
of the dancer. Stillman has shared some thoughth@mprocess in hedn the kuleana of a
kumu hul&’® in which she lists 127 questions you should be &bhave a positive answer too
before considering yourself a kumu hula. Though lkalmu have different terms for
graduating their students, Stillman’s list has bpersented as a guide to the study of hula on
several Blau websites. | was presented with this paper orfiralyday of hula class and was
instructed to read it thoroughly. What is importdat understand during the graduation
process is that once you become a kumu hula, yde mdifelong commitment to the hula
tradition. You will forever have responsibilitieswards your kumu hula’s teachings and to

your own students, and you become a pricelesop#re preservation of hula.

24 Responsibility.
% See Appendix B.
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Theuniki process ends when your kumu thinks you ardyé¢a go through thaniki
ceremony. In my #au this ceremony usually took place at midnighg.aAdancer you would
perform your entire repertoire of dances, songsduathts and be judged, based on your level
of knowledge and dancing skills, by my kumu. Aftee performance we would gather to
enjoy a meal together, where we would eat a whigjeéf pve were many and a whole fish if
we were few. The reason for eating the whole animaluding eyes, brain, heart, and liver,
was to accumulate its senses and wisdom, and g kinis wisdom into our own teaching.
The ceremony also included a name giving sectiomhich the dancers were given Hawaiian
names based on their personality traits. This nesa® well thought through by my kumu
after getting to know her dancers over severalsygahula class. When the ceremony was
over my kumu would arrange a public performancefinch the dancers again would perform
their repertoire, and at the end of this perforneatie dancers would hawveiki’'ed and with

that recieved kumu’s permission to start their dalau.

Making a living

The market competition in the hula business is laaud living off the salary of a kumu hula
can sometimes be challenging. Depending on whaissigu have as a kumu within your
local community and on how long you have had sttgdenyour falau, the salary and amount
of students differs. My kumu had only just starggdting serious with teaching hula. Though
she finished her uniki training and officially b@ea a kumu hula in the mid 1980’s, she
always had a job on the side of her hula teachftayvever, in the fall of 2008 she suffered a
bad heart attack that required surgery for heetmver, and her doctor ordered her to remove
stress related factors from her life. She had tolger job, and started working as a fulltime
kumu hula. Living in a very modest house on a prigpiat had been in the family for many
years, she had a simple lifestyle to which extranag was a foreign concept. She held two
kahiko classes at her house every week and on@aaciass at a Bed and Breakfast place
located on the banks of Wailuku River in north westHilo. The kahiko classes cost $100 a
month and the ‘auana classes were a “donation$ dabj.

During my six months in thealau the students came and went as they pleased. The
only student who was there almSstvery class was me, everyone else were gone rigeto
periods at a time. This caused my kumu’s incomieetery unstable and she eventually had
to supplement her hula classes with what she céiesance cultural classes. The cultural

% | missed a couple of classes due to inter-islaameetling.

48



classes usually entailed teachieif’ making,lauhala® and chanting, or having “talk story”
sessions in which she would perform pieces of Hanwdiistory and mythology.

Though living off the salary of a kumu hula canHaed, there are many examples of
kumu who make a very decent living on the incomemftheir falau. These kumu usually
have hula classes and workshops on a daily bagiss@me are also dedicated musicians and
recording artists (e.g. Keali‘i Reichel) in additito their work with hula. Some of these full
time kumu work with hula at a competing level arairt their advanced dancers solely for
competitions and big productions.

Before anyone can become a kumu hula you have toha student, BaumanaAs
already mentioned being a haumana takes a grelbfdéedication and focus, as diving into
a tradition as comprehensive and complex as thetradition can be rather challenging.

Haumana — a student of hula
Hula Class April 3rd,

I am a little late as usual, completely conformeéiawaiian time and can never seem to get to
anything on time anymore. For today’s potluck | édamade Norwegian style pancakes with
blueberry jam and powdered sugar sprinkled on ltbiave also brought my homework from
last class, a headpiece dage'e anklets and wristlets made out of weeds, fermsflwvers |
found in my backyard. As | approach my kumu’s houstrt going over the chant | have to
do before entering her house, hopefully Hokularil & there to do it with me. Today |
expect we are going to work on our program for kherrie Monarch performance; three
dances, one chant and a song | have to sing (whydaimg this to myself again?...). | walk to
the door and shout “huuuuuiii!”, a preferred waydbpeople know you are at their door, and
all my kumu answers is “you have to chant!”. Alood, no, how does that chant go again?
Hmm... Kunihi ka mauna i ka la‘'i e ao Waialeale Wailua... As | finish my chant my kumu
replies with a welcoming chant and | realize myrachy has been accepted. | enter the house,
get a big warm hug from my kumu and greet my hideess with the same warm hug. | get
my pa’u on, sit down in the circle, chant Pule ehk&u (Our Father) and my kumu talks to us
about Merrie Monarch for a while. Then we warm ggt our costumes on and go through the
program. I'm definitely getting more confident onyndancing now; even though my

movements will never match Hokulani’'s gracefulndss, least have the choreography down

27 A lei is a garland of flowers, leafs or ferns.
% Lauhala is the art of weaving the leaves oftthl tree. It is usually used to make hats, mats, beter even
purses.
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so | won't make a fool out of everyone. | have &y shough that | do favour our kahiko
dances and that the ‘auana often seems a lithletsilme (like this one song where you are
supposed to tell a story about riding a donkeyymdslap your behind and shake your head
to explain the stubbornness). However, my kumu tb&s me repeatedly that a good hula
dancer doesn’t favour the one over the other arehislly graceful when dancing either. |
have asked her in several ways and on differerasions if kahiko is not more traditional and
authentic than the ‘auana and she has told me é lkmyemember that the hula is a living
tradition made to tell stories. As the stories &né time changes, so do the dances. “To
understand the relationship between the hula, ameé authenticity you have to study our
history.” This is why every time we learn a new canve have to study everything about the
story it is telling. People names, place names,tithe period (politics, fashion, language
being used) and the purpose of telling this pakicstory. After an hour and a half of dancing,
we finish up, sing Hawai‘i Pono'i, Hawai'‘i's antherand Ho‘onani, a customary hymn for
appreciation, before we eat while watching a DVBttbummarizes the past 30 years of the

Merrie Monarch festival. Hula class lasted for arddive hours today.

As a student of hula you quickly learn that theailag, the physical and performative part, is
only a small part of what the hula tradition ergakirstly, when joining aatau you do not
simply join a hula school, but you are incorporateda family, your Blau becomes your
‘ohana. The ‘ohana is the fundamental unit in tleveiian kinship system and consists of
immediate and extended family. Family is not onktedmined in biological terms, but
includes adopted and fostered members. Thus, icdke of the #lau, your kumu becomes
your kupuna ((authoritative) elder) and your fellol@ncers become your hula sisters and
brothers. Like in any other family you are respblesifor your family members and it is
expected that you partake in their lives and inmmeshare your life with them.

Even though the hula tradition reaches far beybedohysical aspect, performance is
the part that is unquestionably more visible to plelic. There are many different types of
hula. Today, hula has been divided into two maitegaries; hula ‘auana and hula kahiko,
also known as modern hula and ancient hula. Wittnancient hula, or hula kahiko, there
are several different types that should be mentioi® begin with, the three basic ancient
dances hula pahiyula ku‘i and hula ‘ala‘apapa provide the starting point for the kahiko
dances we see today. The hula pahu dances wecedimgrto Kaeppler (1993:2), originally a
part of heiau, or temple, rituals and were dancedanor of “theakua- Kane, Kanaloa, K
and Lono - the ‘state gods’, who had been recognigeall Hawaiians and were intimately
involved in Polynesian cosmology and the orderifiglawaiian society”. Kaeppler separates
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the original pahu dances from the hula and terramtha‘a, which she translates taual
movementsgperformed only by men (1993:6-8). After the oliestv of the Hawaiian religious
system in 1819, by the Hawaiians themselves, thealsi were transferred to honour
‘aumakua’® (deified ancestors) who had not been overthrownh sas Pele, Laka and Kapo
(Kaeppler 1993:2). During the nineteenth centusy tla‘a was however discarded from the
Hawaiian language and all structured movement eéiaet as hula (Kaeppler 1993:8).

The hula pahu dances are defined by a certailhmhgtpattern and by certain chants.
They are danced to the beats of pladau drum a “single-headed cylindrical membranophone
that stands vertically, the carved footed basaglitionally from coconut or breadfruit wood,]
raising the spectrum above the ground”, and is av&vith a “tightly stretched shark skin
which [is] lashed with cordage made from coconbeffiandolonz (Touchardia latifolia)
(Kaeppler 1993:5-6). The movements of the hula paiginally objectified or embodied the
work of kahuna(priests or spiritual mentors) and was accordiniggiend, brought to Hawai'i,
along with the pahu drum, from Tahiti by La‘amaikah

The hula ku'i originated in the Kaltaua era, and had its first public appearance gurin
the coronation ceremonies of King Klehua in 1883 (Emerson 1998:250). The hula ku'i is
accompanied by mele, and usually instruments lilee duitar, theukulele the taro patch
fiddle or the mandolin (Emerson 1998:251). The piaan also accompany this hula, by itself,
or in combination with the mentioned instrumentbeTdance style is softer than the hula
pahu, yet not as soft as the modern ‘auana. Stll(d898:3) categorizes the hula ku'i as a
modern form of thédaula ‘olapa, a form of hula that was danced to the beat ofighedrum
and accompanied by chant instead of mele. Kaep®93:4) however, presents different
usage of the terndfapa, where some use it to refer to dancers ralfagrto a type of hula, as
a way to separate the dancer from Hweopa‘a (musician). Others have used the term to
separate the hula of the Kkhua era from the hulala‘apapa.

The hula sla‘apapa is an ancient hula that is accompaniechiant, and danced to the
rhythm of the double gourdpu, ipu heke with “vigorous and bombastic” movements
(Stillman 1998:3). The dance is performed in a ditag position, and the ho‘opa‘a is
responsible for both the rhythm and the chantirtge Blapa/ku‘i dances and théla‘apapa
dances are very much alike to the untrained eyedifierences lie in the movement and
rhythmic patterns and the flow of the chants.

Other types of hula that can be considered unaeuthbrella term hula kahiko are the

hula ‘ili‘ili , dances where stone pebbles are used for rhythrindoydancershula pz'ili

29 +Aumakua will be further elaborated on in chapter four.
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dances in which the dancers use bamboo rattiéds;Pele dances dedicated to Pele; hula pa'i
umauma, chest beating dancksla ‘ul‘ulz, dances that are accompanied by feather gourds,
carried and played by the dancers; aoth ma‘i, procreation dances for the chiefly class. As
already mentioned, most hula pay tribute to ‘akwa. As one of my hula sisters told me:
“Most hula are a tribute to Laka, most chants &@uaLaka”. However, the Hilo tradition is
known for its focus on Pele, the fire goddess, arabt hula from this tradition are thus
tributes to Pele; e.g. Holo Mai Pele, a renowneld Iperformance that tells the story of the
rivalry between Pele and her youngest sister Hiiak

The hula ku'i of the Kalkaua era inspired the modern hula we see today tdubna
are always accompanied by mele, and have softlaatifig movements. The ‘auana is also
inspired by the hula of the #@entury up until the late 1960s, including thedhpole styled
hula mentioned in chapter one, and the mele peddrare often from this time. The hapa
haole hula was usually sung in English and addsessech concepts as going to a hukilau
(fishing festival), a little grass shack, or lovdiyla hands” (Kaeppler 1972:44). However,
many hula ‘auana are performed in Hawaiian, asaltref the cultural renaissance, but still
have less spiritual content than the hula kahikecda. The costumes of the hula ‘auana are
different from the kahiko costumes, which usuaitydlve apa‘i (hula skirt) and a top to
match the p't for female dancers, andmalo (loincloth) for the male dancers, as well as
anklets, wristlets and a headpiece made from toadit hula plants and flowers. The ‘auana
costumes often involvenu‘umu‘u (long dress or gown) for women and black pantshig
and sash for the men. The women often have largépieces made from flowers and greens
and may wear shoes as part of the costume. Th&dka@ances must always be danced
barefoot, and the dancer is not allowed any jewelhe excessive makeup.

As a student of hula, you must know the differebewveen these dances and be able
to place them within the right time period. The reoctness of your performance will be
judged from whether or not the chant or mele isrmteted correctly and to what degree you
are correctly dressed. In order to prepare youfself performance you must therefore do
research on the mele or chant you are performutdyessing every word of importance, such
as place names, people, flowers, historical setéind natural features. Additionally your
kumu should tell the story behind the mele or chiore you learn to dance it, in order for
you to understand what you are dancing. This isnlest important part of being a hula
dancer; to understand the story and to retell @thers through the dance. As one of my hula
sisters, Akela, put it:’hula is all about storyire$), movements that tell a story. It halsvays

been about telling stories”.
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Halau Hula Kahikilaulanipfrmng under the direction of Kuuhula Rae ik'aﬁonsec
at thepa hula® in Volcano National Park, Big Island, May 2009.

The costumes you use during a performance arelysoatie within the #lau. Every dancer
makes his or her own skirts, instruments, headpjdees, wristlets and anklets, and several
other crafts related to hula. For everything yolkkengou have to gather material from your
surroundings, and you thus need to know what t& foo. In hula class you learn what the
different plants, trees and flowers within your atfadition means, and where to find them.
When you find them, you must chant for permissimiteke the materials you need, and these
chants are also learned in hula class. Through glogess you learn to have a deeply
respectful relationship to land, and you learn Hoveoexist with your natural surroundings.
You also learn how to be environmentally friendhjith an emphasis on recycling and on
showing respect for all living creatures, and feair life according to thaloha spirit

The aloha spirit is, together with the conceptalfdna, the foundation of a Hawaiian
lifestyle. The concept of aloha is a philosophicahcept that addresses social relationships

%0 Hula platform, stage.
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and the relationship between people and land. Tord alohahas many different meanings
but the basic meaning of the aloha spirit is towshove, kindness, respect and patience
towards other people and to your natural surrouggditVhen you utter the word aloha, it is
not simply a word that enables you to greet som@&wnthe same level as the Englistllo.
When saying aloha, you make a promise of love asgect, and you demand that the same
love and respect is given in return. It is thuseapression, but also a demand for reciprocity
in the relationship. The aloha expression encowragelialogue, and functions as a bond
between two parties. An example that illustrates tse of aloha can be seen in the
expressioraloha a hui houin which a hui houmeansuntil we meet agairand the whole
expression translates toay there be love between us until we meet a§shen transferred
to daily activities such adriving with the aloha spirjtit means you should care for your
fellow drivers, letting people pull out in front gbu when in traffic etcAlohadoes not have
the same meaning in Hilo as it does in Whikas aloha within the tourism industry has
become a merchandise, a brand, and the numbeeting €oncept of every store and tourist
operating company in and off the islands (Ohnun@820

In addition to learning about the aloha spirit aalgbut a respectful relationship
between people and land, you learn about Hawapaituality, myths, legends, history and
cosmology in the #dlau. Usually the differentatau have varied takes on this as some have a
Christian tradition to follow alongside the Hawaiitradition. In my hlau this was done by
incorporating the Hawaiian cosmology into the Cimis hymns and prayers that followed our
tradition. Instead of thanking the Christian Goa tlwanked the Father, i.e. the Forefather, in
our prayers, thus implying that our prayers weréamour of our ancestors. You also learn
about Hawaiian creation myths, about the akua ffade gods) and the ‘adkua, the
ancestral gods. Spiritually you learn that hulanmms you to the land through the beating
rhythm of your feet, the swaying movements of yioips and the descriptive motions of your
hands. You learn that the land needs the hula,uah s the hula needs the land. This will be
further discussed in chapter four.

When training hula kahiko there are certain pla®s situations one should avoid. As
a kahiko dancer you are very susceptible to theksvof spiritual powers. Your mind is open
while in training and you are at constant risk eing possessed by spirits. As my kumu said:

“the spirits can jump you!” Therefore it is impantathat a kahiko student stays away from

31 According to Pukui and Elbert 1986 aloha means laffection, compassion, mercy, sympathy, pitgdkiess,
sentiment, grace, charity; greeting, salutatiogards; sweetheart, lover, loved one; beloved, tpviind,
compassionate, charitable, lovable; to love, bel fofn to show kindness, mercy, pity, charity, afiec; to
venerate; to remember with affection; to greetl. hai
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situations and places that they have little conteér. The student must stay away from
alcohol and drugs that make them lose control tar body and mind, and they should stay
away from churches, graveyards and funerals or gemgble. If these are situations they
cannot avoid, they have to undergo a purificatidnat afterwards to rid themselves of

unwanted spirits that have entered their persquadéy.

Hula competitions

Merrie Monarch Week, Thursday April 1€009,

While sitting in the audience during the intermissof the Merrie Monarch Miss Aloha Hula
Competition, | am feeling rather underdressed @ lwearing a pair of green Capri pants, a
grey top, orchid flowers in my hair and a black @ied college jacket covering my shoulders
(the Edith Kanaka‘ole stadium gets a little chidliy night because of the open sidewalls that
enables the wind to pass through). Around me di@rfespectators dressed up in mu‘umu‘u,
with lei around their necks and hats decorated W#hutiful headpieces made out of several
different flowers and greens. The audience ranges tmall children to great-grandparents,
from males to females and from Hawaiians to Chindsgpanese and haole. One of the
sections has been reserved for the competiteuhand is filled with hula troops sitting in
bulks and wearing the same outfit to express theip belonging.

During this week, Hilo has pulsated with life, atté hotels down at Banyan Drive
are all fully booked. Thedtau that compete are of course staying in Hilodlgreout the week,
and also visitors from the mainland (Continentad.)J. Japan and the other islands have come
to celebrate this week of hula. Earlier today | whserving a performance down in the lobby
at the Hilo Hawaiian Hotel by a locaiilau in which the keiki (children) dancers, all dred
up in hula skirts, flower lei and ankle and wrisipk‘e, completely flabbergasted everyone in
the audience with their innocent charm when theyeratheir wonderful performance,
presented us with a plumeria lei and a kiss onctineek while uttering “Aloha”. These
performances have taken place all week at the dmMblcanoes Resort around noon and the
Hilo Hawaiian at 1 pm, and have included both Haamahula performed by several different
local and visiting Blau, and tongan dance performed by the Free Chafchonga. At
different venues around Hilo Hawaiian entertainnaerd arts and crafts fairs have been set up
as part of the festival. On Saturday there will d@arade through downtown as well as

performances by locaklau at Kaiikaua Park, where we will perform four dances.

32 See chapter four, page 84.
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The Miss Aloha Hula contestants have danced throlugih hula khiko performances,
in which they chanted when making their entrance d¢he large p hula (hula stage), and
performed a chant which their kumu chanted andgzh(beat the rythym) either with the ipu
heke or the pahu drum. The costumes were carefhihsen to match the chant and their
choreography seemed flawless (to me). | could elbttat the dancers were nervous, though |
am sure they were, and it is clear that these damae practised hula for a long time. At the
beginning of the ‘auana section, the crowd is whrahe dancers beautiful and the deep
respect for hula within the crowd and from the estants has transformed the stadium into an

almost spiritual space.

Another aspect of being a haumana is the participah hula competitions. Preserving hula
has become a top priority for the hula communibcesithe late 1960s and one way this has
been done is through the establishment of hula etitgqns and festivals. The most
prominent hula competition within and outside tBamds is the Merrie Monarch Festival
Hula Competition, a competition that was establisire 1971 as a result of the Hawaiian
cultural resurgence in the late 1960s and earlp493tiliman 1996). klau participate in this
competition by invitation only, and competing thaasries prestige and status within the hula
community. Participatingahau get the chance to show their skills in bothugréauana and
kahiko as well as individual ‘auana and kahikohe Miss Aloha Hula Competition, and the
hula seen in this competition is in great conttastvhat you see in most tourist shows in
Waikiki. The seriousness of this event is noticeable lothin the audience and with the
dancers on stage, and the production is far lemsalic when it comes to lighting and sound
effects, which are often significant parts @alu performances.

Witnessing parts of the competition (Miss Aloha &)ulive, and parts of it through a
television set at my kumu’s house, | was lucky @oto enjoy the event both with and
without professional comments in the backgroundliReg that my analytic eye was blurred
by my amazement and excitement for how lively aidant this event was for both audience
and participants during the Miss Aloha Hula nighy; kumu’s interpreting of the dances, the
costumes and the chants during the Hula Kahikotmpgbvided me with the ability to look at
hula competitions with criticism, and understand thriteria mentioned over for judging a
hula performance. Seeing that the group kahiko ‘andna dances are synchronized to the
smallest of movements, the performances leave Mty room for originality within the
movements of individual dancers. Choreography besomore important than interpretation
and re-narration of the story, thus overshadowihg general purpose of the dance.
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Competitions like the Merrie Monarch also encourbgau to practice the same dance for a
longer period of time.

Stillman (1996:361) argues that “the intense redsarschedule of the most
competitive groups in the weeks prior to major eésdrelies, to some extent, the espoused
rhetoric of ‘sharing’™”. She also argues that hutenpetitions have become important in the

preservation of hula, but have simultaneously couated to transformation of the tradition:

Because hula competitions provide venues of higibility and prestige for hula performance,
these events have played an important role in teeepvation and perpetuation of the hula
tradition. At the same time, those very competiiomave also provided the stage for

performative innovations that have transformedhthia tradition. (Stillman 1996:358)

My kumu once told me some of the competirsdph rehearse the same dance for a whole
year, and expressed a critical attitude towards phactice as she was concerned for the
broadness of the dancers’ repertoire. She belithagswhen practising this kind of teaching
the hula tradition is challenged on its originallpsophy; to preserve and tell stories, as well
as the responsibility of the kumu hula to conaéyknowledge.

Hula competitions have thus had both positive aedative effects on the hula
tradition, and Stillman (1996:375) concludes: “&dr the controversy they can provoke from
time to time, and for all the changes they haveaaly effected in the hula tradition, hula
competitions have in fact become robust celebratioh flourishing Hawaiian cultural
practices”. They have also played an important paprojecting Hawaiian cultural practices
to the world outside the islands, as competidlgthand audience travel from mainland U.S.,
Japan and other countries to participate and attdad/aiian hula has a large community
outside the Hawaiian Islands and throughout the sestion the meaning of hula within these

communities will be addressed.

Hawaiian hula and the World

The relationship between the Hawaiian hula andirtternational community has for a long

time been predominated by the tourist industry'siecmditization of the tradition by creating

a cash economy of performance by insiders for detsi(Desmond 1999:3). Putting all kinds

of local bodies on display for visitors to the rslls, the industry soon became familiar with
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the foreign desire to witnessnative andtraditional ritual performed bynative performers
(Desmond 1999). As a result of the tourist indydtigla changed from being a daily activity
and lifestyle to becoming a source of income fotehoesorts as well as performers and
teachers of hula. The purpose of the hula in theidbindustry was to create an image that
sold tickets to visitors, and the main purposeheftradition, the story telling, was set aside.

In tourist agency advertisement Hawaiians weregotefd as “delightfully” primitive
through arranged photographs and postcards oflyassted hula girls in grass skirts, and
distributed throughout the world (Desmond 1999:6&@nerally from around 1915 to the late
1960s - early 1970s, and especially during the 4920d 1930s, it was represented to
mainland U.S., Europe and Asia as a vulgar andadieoedl, yet innocent and soft form of
dance, and was dominated by hapa haole hula ga&simg coconut bras or tiny bikini tops
and grass skirts. During the years after the bogbihPearl Harbour in 1941 the islands
witnessed an increase in military presence asrsaluod servicemen waited here to be shipped
out to war in the Pacific. The large groups of ypumen were entertained by dancing hula
girls and many of them carried arranged photograpitls the girls or tattoos portraying
sensual hula girls when they were finished ser{iesmond 1999).

On this feminine and sensual image of the hula elafask writes:

Hawai‘i — the word, the vision, the sound in thencthi- is the fragrance and feel of soft
kindness. Above all, Hawai‘i is “she”, the Westdmage of the Native “female” in her

magical allure. And if luck prevails, some of “henill rub off on you, the visitor. (1999:137)

Desmond uses this argument when analyzing theioe$dtip between hula and the tourist

industry and continues:

Trask’s “soft kindness” is [the] key. The hula gslsexy, yes, but never aggressively so. The
innocence associated with the Edenic trope prahikitowing, aggressive deployment of
sexual allure, making the hula girl nonthreaterimgien and women alike and associating her
more with sensuous heterosexual romance than eitlper se. With her dark hair, bare skin,
grass skirt, beckoning smile, and graceful gestones swaying hips the hula girl image
evokes the feminized lushness of the tropics: aioes hospitable, beautiful, exotic and
natural. (1999:11-12)
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This feminisation and sexualisation of the hulacgsirbecame the primary image of Hawai'i
projected to the outside world. Restoring the iddathe noble savag® European and

mainland American visitors came to Hawai‘i expegtio find innocent indigenous people
who were not corrupted by western materialism ahd maintained a close relationship with

nature. Desmond writes;

With the exception of some missionary denigratidfiawai‘i and Hawaiians have emerged
during the two hundred years since contact withteghias exemplars of European soft
primitivism’s imaginary of an Edenic ideal. Whildere are some shifts in this image
historically, the more remarkable thing is its dhility. (1999:11)

The tourist industry focused on capturing the tddacer in a powerful natural environment
and staged photo shoots at the foot of massiverfaliseor captured the silhouette of a hula
girl standing in the ocean against a breathtakungset. Desmond gives an example of this
“staging of the natural” and of the constructiontbé hula girl image in what she calls

“natural native in Nature”, with the relationshipttveen famous dancer Tootsie Notley Steer

and photographer Edward Steichen,;

Steichen wanted a “natural” look and went to gteagths to create staging technigues. He
told Steer to stop trimming her hair, to cut off kang fingernails and to stop using fingernail

polish. [...] Steichen posed Steer against dramaitioral features like waterfalls. (1999:102)

This staging of the natural became even more @siblthe famous and long running Kodak
Hula Show; a Hawaiian cultural show that was egthbt in the late 1930s and ran for over
60 years. The dancers were placed on a stage yogra “natural” environment with grass
huts, swaying coconut trees and white sand. TheaKbdila show was created by the Kodak
Company and one of its main purposes was to offetaral andnativesetting for visitors to
capture with their cameras. Located in the ilailarea of Honolulu, the show was provided

with a tropical and natural setting that attradtadists from all over the world for decades.

% The Noble Savags an idea that was mainly used by philosophers especially Jean-Jacques Rousseau, in
Europe in the late 8century (Cranston 1991). According to Conklin (38®6) the noble savage comes from
a “long tradition of Euro- American thought thaerdifies certain non-Western “primitives” as innotand free
of corruption, in contrast to the West's destriectivaterialism. At the core of this primitivist ideeas the dream
of “people dwelling in nature according to natueristing free of history's burden and the sociahpkexity felt

by Europeans in the modern period™. Though theafdhis idea has been decreasing since its petidein
Romantic Era, it has not disappeared.
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Waikiks

In downtown Honolulu following the seaside from AMoana Shopping Center via Ala
Moana Boulevard and Kataua Avenue, lies the district of Waik The small area is
surrounded by water with the Ala Wai Canal on tbemeastern side and the Pacific Ocean
on the south western side. According to Expedial@20online search engine for travel
accommodation, 86 hotels and resorts are locatezl had knowing that the places | have
stayed while visiting Wailki were not on this list it is safe to assume tha list of
accommodation alternatives goes much further thgnT®is area hosts over 4.5 million
visitors every year and is the number one distabaf Hawaiian cultural tourism.

When staying in Waiki you can plan an entire day of entertainment bykilop
through the Honolulu Weekly, a free paper you pipkat the information desk at the airport.
Waikiki performances take place at different hotels asdrtge and if you want, you can sit
for hours listening to Hawaiian music and watchindga dancers perform. The entertainers
are often thereme de la cremef Hawaiian performing artists, and the qualitytieé music
and dance is superb. During my stay, the hula giatfin the middle of Waiki near the
Duke Kahanamoku Statue came to life with perforrednem Oahu &lau three times a week.
This event was especially popular and you had toecearly to find a place to sit. The hula of
this event ranged frorkeiki (kids) to kupuna (elders), fromahine (women) tokazne (men)
and the repertoire usually contained both ‘auambkahiko dances.

Most other hula performances | have seen in Waifexcept for thed'au) have a
repertoire of ‘auana dances. Often there are onéy @ two dancers on stage performing as
part of a Hawaiian music act. Of the performancleavie observed in Wal restaurants and
bars the dancer has not been the main attractidns loffered to the audience as a “special
treat” in addition to the musicians on stage. hArlkstontrast to the Kewae Pub in Hilo, where
hula dancers spontaneously popped out of the aceliemowd to dance if they knew a song,
most of the dancing in Wailki was professional and arranged. Only on one oatalsio
witnessed the band encouraging the audience toedirtbey knew the song and a hula
dancer from Kona walked up on stage and danceauatibé hula, for which she was heavily
applauded by the audience. The Hilo bar performameze always more in touch with the
audience and more relaxed than the \fkaikerformances, which in turn were solemn and
promoted tranquillity.

As | understood it, the Hilo performances were giesd mainly for Hawaiians and
were loud, lively and heartily, whereas the Wkilkperformances were designed for visitors,

low key and staged in calm settings with candlatigand tiki torches to create a romantic
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mood for sweethearts and honeymooners. An excepbidhese settings are th&du that
provide very dramatic shows featuring sound effeetd special lighting on their stages. |
never experienced any of theéadu in Waikiki first handed, but | experienced one at a major
resort in Kaua'i, in which the production featurdarge group of professional dancers and a
very dramatic performance of the coming of the Re$jans to the Hawaiian Islands. The
dancers performed not only the Hawaiian hula, boéoPolynesian dances like the Tahitian
tamure, and their costumes were designed to prossstsuality as the female dancers wore
raffia skirts and coconut bikinis and the male @dasavore malo and were rubbed in coconut

oil, both arousing enthusiasm within the audience.

Hula in Japan

A connection between Hawai‘i and Japan was maistgldished when migrating Japanese
came to Hawai'i' to work in the sugar industry. Wehsome of the work migrants chose to

stay in the islands after their contracted work wase, some went back home to Japan
bringing with them pieces of Hawaiian culture. Haama music, especially, enjoyed great

popularity before it was officially suppressed dgrWorld War 1l (Stillman 1999:60).

In the 1980s there was a resurgence of Hawaiiamireuin Japan, and hula became
more popular than it had been ever before. The tnatal started when community cultural
centres offered hula classes for housewives asfia of low impact aerobics exercise”
(Stillman 1999:60). Kurokawa (2004:82) argues thatslow and soft movements of the hula
and the fact that the dancers were usually barajavé elder women a chance to exercise
when the younger generations danced jazz, flamenaxercised with aerobics. The elder
women enjoyed this manageable form of exerciseonbt because of the physical activity,
but also because the Hawaiian music accompanymgldhces made them a little nostalgic;
“While enjoying the physical training and relaxatiof hula, these women also found a sense
of spiritual rejuvenation, much of which came frdistening to the music that had been in
vogue in their youth” (Kurokawa 2004:82). Thesessks also became popular among the
younger generations and formed the basis for aintakest in hula in Japan. Soon dancers
began to pay attention to trends in Hawai'i as wadl attending hula competitions and
observing the competitions that took place overggakman 1999:60).

Starting in the mid 1980s young hula dancers ttesléb Hawai'‘i to find teachers who
would welcome them to theiralau and teach them hula kahiko dances (StillmardD1ay).
The shift in popularity from the ‘auana dancesh® kahiko dances was a result of the kahiko

trend that followed the Hawaiian Renaissance in l#ie 1960s and early 1970s. Soon
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Japanese hula students started to invite hulaustsiis to visit Japan and conduct workshops,
and they adopted thiemoto system, which is “the hierarchical institutionalion of the
Japanese guild system”, to their hula traditionll{§an 1999:60). Adding this feature to the
hula tradition made it a little bit more Japanesd aeparates the Hawaiian hula from the
Japanese. As it is, several hula troops in Japarviawed as branches of “the Hawaiian
master instructorsahau in Hawai'i, and lower levels of students (i.at,the beginning or
intermediate stages of proficiency) are taught $sistiant instructors” (Stillman 1999:82). As
mentioned earlier, in Hawai‘i kumu hula offeniki classes, in which the students aim to
graduate in the art of hula and become a kumu Wittaa halau of their own. The students
will become independent hula instructors with rostsone tradition but with their own
independent and autonomous hula school (Stillm&919

The hula tradition in Japan is thus not identicakiut strongly influenced and inspired

by, the hula tradition in Hawai‘i. Kurokawa arguest;

The Japanese view of Hawaiian performing arts hasged over time, from an admiration of
the modern sophistication of the West to a nostalgarning for the spiritual connectedness
lost in the rapid modernization of Japanese soaéigr World War Il Despite this change,
the history shows a persistent sense of desireOthierness that underlies the Japanese
fascination with Hawaiian performing arts and exest strong influence in shaping the

characteristics of a unique Japanese "Hawaiiamicg@2004:iv)

As with the Japanese “Hawaiian” sound in musicJapanese hula has managed to become
unique. For example, Japanese musicians startgdteoJapanese lyrics to Hawaiian songs in
order for the hula dancers and enthusiasts torbetigerstand the connection between song
and descriptive movements (Kurokawa 2004:83-84js klso different from the Hawaiian
hula in that Japanese are not as interested initgaabout Hawaiian culture as they are in
learning to dance hula. One can therefore assuatehtiia in Japan is generally limited to
being a dance and not a complex tradition asiit ldawai‘i. That is not to say that there are
not Japanese dancers who indulge themselves inildaveallture and make it their main goal
to understand hula the Hawaiian way. One of my luigders, and a Japanese exchange
student to the University of Hawai'i, joined theiki class my kumu offered to solely capture

the essence of Hawaiian hula in Hawai‘i.
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Hula in continental America and Europe

Since Hawai'i first became annexed by the U.S.d87land further made state in 1959, there
has been a flow of both Hawaiians and mainland Acaas back and forth between the
islands. Mainlanders came to the islands intrigusd the tropical climate and job
opportunities in the tourist business as well as shgar, pineapple and macadamia nut
industries. Hawaiians left for the mainland to Isetwith their families and to find new
professions. As a result of this migration Hawai@mmunities outside the islands were
created, especially in California, into which Haiaags brought hula, and the tradition thus
grew within a Hawaiian atmosphere. Though the Hmmatommunities were influenced by
American popular culture, the hula managed to renkawaiian. With the connections to
Hawai‘i through family and friends the mainland Haians managed to stay up to date on the
hula trends and a selection of Californiattaln have been invited to compete in the Merrie
Monarch Festival.

The spread of hula in mainland U.S. started inf@ala and according to Mele.com,
a well known website that has promoted and manatgdaiian music and hula since 1995,
the state has a total of 186ldL>*. While California is definitely the largest hule® outside
Hawai'i** the hula has also spread throughout the resteob)tls., to Canada and to Mexico,
the last in which hula is rather big. According Sallman (1999:62) hula in Mexico was
developed without the involvement of Hawai‘i-basestructors, but a relationship to Hawai'i
has later been established through inviting sudlrustors to judge in competitions. This
relationship has given both dancers and instrudtesopportunity to “forge associations for
future development” (Stillman 1999:62).

In Europe the existence oflau hula is not quite as highly promoted as in the
Americas, but they do exist here as well. Accordimdgstillman (1999) the hula emerged in
Europe in the 1980’s paralleling the increased ey hula had in Japan. As with Japan,
the spread of hula was influenced by the populaftiawaiian music in Europe between the
First and Second World War. Today, about alah hula altogether are found in France,
Finland, Austria and lItaly. 5 registeredldu can be found in the Netherlands and dl&un

have been registered in Germany.

3 The two following sections are based on data fkéahe.com (2010), accessed electronically through
http://www.mele.com/resources/hula.htmi

% According to Mele.com Hawai'i has 175 registerathb, which is less than California. However, wheking
into consideration the area size and populationbarmand density of Hawai‘i compared to Califoritigs safe
to say that hula is bigger in Hawai‘i. The statdHafwai‘i has a rather modest total area of, acogrth
Britannica, 16 734 square kilometres, as opposé&htifornia with its 410 858 square kilometres.dstimated
population in 2008 was 1 288 198, while Califorsiastimated population was 36 756 666 the same year
(Britannica 2010).
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I have found only one person in Norway who offeata on a regular basis, and she
mixes it with Kahi Loa, a massage technique, andalwhich is a healing technique based
on natural abilities that focus on stress reliet an giving peace to the mind (Aloha Senteret
2010). Here the hula is offered as an alternatherapeutic treatment of stress, and its
function can be compared to that function of yogawestern society. Nevertheless, the
instructor has learned her hula from a Hawaiiaredasstructor and seems very dedicated to
maintaining the Hawaiian tradition by teaching Berdents the history and meaning of the
chants, mele and dances. Her teachings also aieduoate her students about the Aloha

Project;

The Aloha Project was conceived by Serge Kahiligdim1973 as a way to join the people of
the world together in a spirit of Aloha to bring calb physical, emotional, mental,
environmental, social, and spiritual harmony basedthe wisdom found in Hawaiian

philosophy and culture (Aloha Senteret 2010).

The hula found in Aloha Senteret is different frbwda in Hawai‘i, Japan and the Americas
by the way it is incorporated in an alternative mabtreatment program.

Today, with the spread of hula throughout the Acsaricontinent tourists generally
have a wider knowledge about the difference betvileerhula you see in Walk resorts, the
hula you see in competitions and the hula you seedre low key performances in local bars
or at local events. However, tourist shows and dbeanent remain the number one source of
information about hula for visitors and outsidentdess they express a deeper interest for the
tradition and seek different stages for hula pentamce.

Hula, tourism and authenticity

A prostitution of hula dance, or a challenge togeeve the tradition?
Though the tourist industry did not wipe out thdahtradition it is safe to say that it has
imposed a huge impact. Trask writes;

In the hotel version of thiaula, the sacredness of the dance has completely eatedomhile
athleticism and sexual expression have been padkége ornaments. The purpose is
entertainment for profit rather than joyful andlyridawaiian celebration of human and divine
nature. (1999:144)
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Trask argues that corporate tourism in Hawai‘i isnpoting the prostitution of Hawaiian
culture (1999:140). She compares the commoditimadtioHawaiian culture to the body of a
female prostitute, emphasizing that every piecet @an be sold for the right amount of
money (1999:140-146). While Trask strongly argueat tourism has destroyed Hawaiian
culture, 1 will, in the case of hula, approach tenr with a slightly more positive attitude.

While agreeing with Trask that tourism definitdhas taken its toll on Hawaiian
culture, | believe Hawaiians have found ways tasjo this phenomenon and use it to their
advantage. Tourism played a big part in the cultteaival of the 1960s and 1970s. By
simplifying and sexualising hula for three decadesdvance | believe the tourist industry
took part in waking the hula people and encouragech to bring back the hula of old, after
decades of being kept in the shadows. It seemsréind promoted by the tourist industry
might have given Hawaiians a last push towardsdinglthe hula tradition we see today. So,
instead of destroying hula the tourist industry Imipave made Hawaiians aware that they
must grab hold of the kahiko style hula and the mlemty of the tradition to ensure its
survival. Another important aspect about the tdumslustry’s influence on hula was the
development of a new style, hula ‘auana, that te@cland performers brought with them
throughout the 1970s along with the born againKabtyled dances. While arguing that a lot
of knowledge about hula was lost during the yedismthe missionary style and hapa haole
style dances were predominant, | also believe thla hs a dance form became richer and
more comprehensive when accepting these stylastlasrdic forms of hula. Today, most hula
dancers recognize the modern, and some would sagtyy ‘auana dances to be as important
to the tradition as the kahiko dances.

Nana i ke kumumeanslook to the sourceand is a commonly used expression in
Hawai‘i. To understand a performance you have ttewstand the story the dancer is trying to
recount through movements. You also have to urasisfrom whom the dancers learned
her/his hula. Who is their kumu, and who is theimki's kumu? To be able to measure the
authenticity or originality of a performance itnecessary to study the history of the dancers’
halau combined with the history of the chant or nee/he is performing. To understand the

authenticity of the tradition, you must look to ttedationship between the dancer and the hula.

Searching for authenticity
An interesting aspect in the “search for authetytian hula dance is that the tourist industry
has been, and continues to be, completely depematetite notion of authenticity. Tourists

seek the kahiko performances, which in their eyedl@e more authentic oeal hula, as can
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be seen in the example of the visitors who expresisemselves about the performance in
Volcano National Park on the Big Island, mentiomedhe introduction to this chapter. In
Waikiki one of the most popular hula shows for touristhésone that takes place under the
banyan tree next to the Duke Kahanamoku Statuahich different lalau provide group
performances of both kahiko and ‘auana dances.ntast tourists this performance seems
more authentic than the bar performances. Howeuestead of treating the tourist
performances in restaurants, bars anaul as separate less authentic units, it is impotia
understand it as part of a larger and more comipéadition. The performers at tourist shows
are in my experience concerned about showing agbarte tradition to make the audience
curious to find out more about it.

Aurélie Condevaux (2009) has written an analysighenrelationship between adri
culture, tourism, identity and authenticity, andespecially concerned with the way the

performers present themselves in tourist shows;

Most of the younger performers were not afraidravigle a stereotyped image of themselves,
because they stress that what is shown during noesftce is only one part of their culture.
According to one of the performers, Melany, for rapée, the impressions generated by the
shows should ideally encourage tourists to learremb think it's good to have a glimpse into
the culture just to say how it was; and hopefullgricourages people to maybe go further with
that. If they could just really go beyond that dind out, you know really how it was, it would
be nice”.(:154)

As with the Miori cultural performances, hula in tourist showsgligsenting only one part of
the tradition. This part is not less authentic ttia@ rest of the tradition because it is not a
separate unit. When asking Akela, one of my huideess who has been dancing since she was
a baby and is working at the Hawaiian immersioros€fiin Hilo, which was more authentic
of the modern and touristy hula ‘auana and the nh@ditional hula kahiko she answered;
“They are both equally important and equally autiwerthe one is only older than the other,
that's all’. As mentioned earlier in this chapteten asking my kumu the same question she
answered; You have to remember that the hula iBvang tradition made to tell stories. As
the stories and the time changes, so do the damoegnderstand the relationship between
hula, time and authenticity you have to study oistdny”. An interesting thought in the
debate on hula authenticity is that | never oncaadeny kumu nor my hula sisters mention

% The Hawaiian language immersion program was @stea in 1987 and focuses on teaching all subjects
the Hawaiian language. It also incorporates edogati Hawaiian traditions in the course plan.
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authenticity. The subject was only discussed whenébrought it up. My obsession with
authenticity was not shared by my group of hulappeoHowever, they always guided me
towards history in my effort to understand the tieteship between hula and authenticity, and
told me my problem could not be analyzed withoethielp of history.

Friedman (1993:761) discusses authenticity as aioakhip between the individual
and the culture, in the forging of a cultural idgntFor the individual, authenticity in this
sense refers to “the state of integrity of the merslof an identifying group” (Friedman
1993:761). Inauthenticity would consist of the &tfe alienation from the cultural model, a
lack of engagement, a social distance with resjeetite values and categories embodied in a
tradition or a program of action” (Friedman 1993).6Authenticity is thus a relationship
between the individual and the culture, which istgnweakens or strengthens the cultural
identity. However, for outsiders, authenticity mgariginal, or to some extent thaboriginal
(Friedman 1993:761), and based on thisy decide where authenticity is found. Looking at
what they believe is the original structure of hdknce, usually involving kahiko styled
dances, they ascribe authenticity based on thqrassion of the performance. The question
of authenticity in a certain tradition is rarelynamunicated from its beholders but rather from
outsiders having experienced an expression ofrdwition as visitors, spectators or remote
audience (e.g. through television, internet or reskiHowever, even though the demand for
authenticity in a hula performance is greater friv@ outsider, the importance of it remains
greater for the dancer him/herself. As long asehsra dedicated relationship between the

dancer and the hula tradition, the tradition remainthentic for the dancer.

Concluding remarks

Giving a brief introduction to the hula traditionvhs presented with during my six months as
a haumana in &au Hula o Halia, this chapter has created an inohdiee complexity that lies

in Hawaiian hula. By also presenting the meaningud& outside the Hawaiian Islands, | have
intended to promote an understanding of the diffieferms of hula throughout the world
today. Throughout this chapter | have argued thatimternational image of the hula dance
and the Hawaiian hula are not two separate unitisydther parts of the larger hula tradition.
The hula ‘auana, or modern hula, is for hula damesrimportant as the hula kahiko, ancient
hula. The authenticity of this tradition lies iretkyes of the beholder, and whereas outsiders

usually search for authenticity in the appearan€eaoperformance, the dancer finds
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authenticity in the engagement in and dedicatiotiéohula tradition. Authenticity, according

to Friedman (1999:761), for an anthropologist dreotanalyst of culture, is a question of
originality or aboriginality. However, for an inddual, authenticity becomes important in the
forming of a cultural identity and can be foundlie relationship between the individual and
the culture. The correctness of a performanceftieshe dancer in the relationship between
the dance, the chant and its place in historyptalg their hula genealogy. For an outsider,
visitor or tourist, the correctness of a perfornem often measured in whether or not the
dance is kahiko or ‘auana styled.

Throughout the next chapter | will discuss theramiions between Hawaiians and
land, and between hula and land. What is the Hawaiay of being in the landscape, and
how is the hula tradition an important part of telationship between modern Hawaiians and
the Hawaiian landscape?
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Dancing the land

Relationships between people, land and hula

Wakea (sky father) and Papa (earth mother) livegbtteer in the time opg, the time of
darkness. Together they created the sun, the nibergcean and the islands. Wakea mated
with their daughter Ho'‘ohokukalani, maker of tharstin the heavens, and their first offspring,
Haloa Naka, is born deformed and without breathloBl Naka is buried, and from the grave
springs the firskalo (taro) plant. The second child born of Wakea antbhiokukalani, Hloa,

is the first human; sibling to the kalo plant, gmddecessor to the Hawaiian pedfle.

Introduction

In Hawaiian creation myths, people are connecteldrnd through genealogy in that people
and land have the same forefathers. Before wegtdion of the Hawaiian islands, the people
of Hawai‘i were deeply involved in a reciprocalaegbnship to land. They looked upon the
land as a living physical and spiritual part ofithveorld with strong connections to ancestors,
deities and gods. Usually common people lived withr extended families on single plots of
land their whole life, and the place in which thvegre born became a significant part of their
identity.

When residing in Hawai'i for shorter or longer mels of time, it is close to impossible
not to be taken by the beauty of the natural smdogs. Lush green vegetation, crystal clear
turquoise coloured water, mighty mountains and pawevaterfalls are only a few of the
many natural features one is able to appreciathigncorner of the world. Bearing this in

mind, it is easy to imagine that people in Hawaivé a close and caring relationship to the

3" Notes from hula class February™®009 on one of several Hawaiian creation myths.
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land. However, today, most Hawaiians have abandtmedifestyle and have embraced the
western system of land ownership in which lancdoisimercialized.

With this chapter | seek to explore the relatiopdietween people and land in Hawai'i.
By providing a historical context for this relat&mp, and a discussion of the telandscape,
| wish to give an impression of how Hawaiians exg®re their surroundings. How do
Hawaiians interact with the landscape today and lidmes the landscape interact with
Hawaiians? | will emphasize that this relationsispdialogical and that the landscape is
reflected in the eyes of its beholder. Further stwio portray ways in which hula reconnects
people in both spiritual and physical ways with theditional relationship to land. While
arguing that Hawaiians have been removed from traginal reciprocal relationship to land
through various laws and legislations, | will emgiza that hula operates as a channel through
which one can re-establish this relationship. Thhmut the chapter | also wish to create an
understanding of how the connection to land canstit a significant aspect of being

Hawaiian.

Hawaiians and land

Land divisions of ancient Hawai'i
According to McGregor land was not privately ownadHawai‘i during pre-contact times

and times of the ruling chiefs:

The chiefly class provided stewardship over thel land divided and redivided control over
the districts of the islands among themselves timowar and succession. A single chief
controlled a major section of an island or a wheland on the basis of his military power.
(2006:26)

The largest unit of land was the island, whichumtwas divided into a number of districts
called moku (Chinen 1958:2). The districts were geographicdddsvisions only, without
assigned administrators, and their quantity vaaiezbrding to the size of the size of the island.
The ali‘i nui, was the main landholder of the islatie divided his land into land sections
called ahupua‘'a and put lower ranking chief&kdnohik) in charge of the land section

(McGregor 2006:2632 The lower ranking chiefs were often related toifgh ranking chief,

% The following two sections are built on McGregaf(6:26-28).
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but the common people working the land, the m@kaha, were rarely related to the lower
ranking chiefs. The land section ran from the tbthe mountain and all the way down to the
ocean, following the geographic features of théeyalThese land sections were divided into
smaller sections callédi , on which extended families, or ‘ohana, residduk Ti was either
divided into plots of land according to the distinesource zones of the ahupua‘a or ran from
the mountain all the way down to the ocean. Eatlana was guaranteed all the resources
they needed even if they resided and belonged tii Hrat was located on the waterfront and
could not provide for example timber or medicindéms. They were allowed the use of
resources in the entire ahupua‘a, and also in @hepua‘a. However, even though they for
periods at a time would visit other ahupua‘a tdhgatplants, foods or materials, they rarely
moved away from their ‘ili.

The common people provided for their extended liamimostly with resources
cultivated on their ‘ili. However, they were alsbligated to cultivate plots of land that were
reserved for the higher and lower ranking chiefsaddition, they also had to pay an annual
tribute to the chiefs, for example in the form obdl, woven mats, containers made from stone
or wood and feathers for the production of cloakd decorated helmets for the high chief
rank. They were also expected to provide “labowise and products from the land upon the
request of the high chief or [the lower rankingeglii (McGregor 2006:28). While the
common people were loyal and provided the chiefd \yoods, the chiefs in return were
concerned with taking care of their people and segutheir well being. The chief was
responsible for managing the production on the,lamnd for regulating the use of resources.
According to a well organized system, certain @afish or animals were put under taboo’s
directing the people not to hunt them for seleg@edods at a time. This was done in order to
uphold resource diversity and secure the survitdiféerent species. The chiefs were also in
charge of the spiritual connection between the compeople and the gods. They were the
ones to perform rituals of various kinds to pleds® gods who controlled the land and the
power of nature. The chiefs were therefore indisfi@a in the relationship between people

and nature.

The Great Mhele of 1848

On the account of efforts from Kamehameha [, afighirn warrior from the Kohala district
on the island of Hawai'i, the islands were united.810 (McGregor 2006: 31). Kamehameha
became thems'i (sovereign ruler) over all the islands, and thesinfrominent individual

landholder ever seen up until that time in Hawallhen the islands were introduced to a
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western system of rule, Hawai‘i was defined unther governmental definitiokingdom and
the no'1 with his closest family were defined as tiogal family. The royal family continued
sovereign rule over the islands for several decaded faced growing challenges in land
distribution with the expanding foreign populatiokfter increased pressure from European
and American settlers King Kamehameha Ill, Kauik#aalecided to take several actions to
establish new laws concerning land rights. Thesiigad actions resulted in 1848 in what is
known as the Great &hele, a land commission act that enabled foreigteei®yn land in
Hawai‘i (Chinen 1958). The commercialization ofdawas incomprehensible to Hawaiians at
first, seeing that land to them was not somethimg gould buy for money, because land did
not belong to anyone. It existed equally with alahgside people. However, the relationship
to land as it were changed indefinitely and soow#&lemns adapted to the new land situation,
and started doing wage labour on local sugar gianta or local ranches instead of
cultivating their own food (McGregor 2006:40).

As already mentioned in chapter one, the Reciprotieaty of 1876, established by
the European and American sugar elite, gave the rdilary the right to use Pearl Harbour
as a military base, thus making even more landcesgible for Hawaiians. The annexation in
1898 disconnected land from Hawaiian sovereign paeenpletely, and statehood in 1959
further encouraged this disconnection that woulthsmecome the number one inspiration for
activism and land struggles on behalf of the Haavepopulation.

Hawaiian struggle for land rights — the Kalama \ésllcase

According to Trask (1987:127), after the statehmatiation in 1959 “burgeoning tourism led
to an overnight boom in hotels, high cost subdorisand condominium developments, and
luxury resort complexes which necessitated evewmg demands for land”. Soon only about
twenty percent of Hawaiian residents could affére hew housing units that were built. The
rallying cry was thus in the beginning of the 197@&d for local people, not tourists”, and
the aim was to preserve the agricultural land aposed to turning it over to resort
development and subdivision use (Trask 1987:126yvé¥er, landlords rich in land, but poor
in capital made land use decisions based on pb8ssifor profit rather than focusing on
preserving the rurality of agricultural Hawai'i. $iop Estates, one of the largest holding
landowners in the islands who used their landsaaufiding source for the maintenance of
[Kamehameha Schools], a private educational irgirifor Hawaiian children”, made a deal
with “industrialist Henry Kaiser in the 1950s toveéop their entire holdings on O'ahu’s east
side” (Trask 1987:128,129).
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In this area, Kalama Valley is situated, a vallepttused to be inhabited by pig
farmers and agriculturalists. As Bishop Estatesagad in development of the area, they
issued eviction notifications to the inhabitantsl atemanded they would relocate to other
areas in O‘ahu. While the residents were out waylinlooking for other places to live, the
Bishop Estates reserved the right to bulldoze theurses as they claimed the residents “had
received notices” (Trask 1987:135). The Bishop test@eemed to have failed to recognize
that plots of land where pig farmers and agricalists could continue their livelihood was
either not available at all, or too costly for thesidents to afford it. By bulldozing the
properties, the Bishop Estates did not only remitneeresidents from their homes, but also

from their sustainable livelihoods. These actioishsbwever not go by unnoticed:

Holding a banner lettered in bold colourful strokéskua Hawai'i (“Help Hawai‘i”), some

three dozen non-violent protesters were arrestedréspassing on private land on May 11,
1971, as they sat atop the last unbulldozed hauseral Kalama Valley on the Hawaiian
island of O‘ahu. They were well aware that, in Wards of one of their young leaders, Linton

Park, “Hawaiian history was being made” by the vacy of their resistancéTrask 1987:126)

The Kalama Valley case turned out to be the sthrd dong lasting struggle to protect
Hawaiian lands from development and its residendenfeviction; the beginning of the
Hawaiian Movement. A group of activists consistofdJniversity of Hawai‘i employees and
students, and members of the Kalama Valley commtérted protesting the actions of the
Bishop Estates. “With the TV cameras rolling theyeeed house after house in an effort to
stop the bulldozer. But to no avail” (Trask 198#)3The activist group continued their
protest and soon the police started to get involeecesting protesters to ensure continuing
development. However clear the message was fromptbtesters, the development of
Kalama Valley continued with the construction obdds, expensive, large houses, a golf
course, and a sewage station” (Trask 1987:150)redidents were evicted and all houses
were bulldozed and the majority of the residentwvedoin with relatives, established camps
on the beach, or moved to other islands that espeeid less developmental pressure.

The problem of homelessness and frustration caed loss is still highly visible in
Hawai‘i today. According to the award winning docemtary Noho Hewa: the wrongful
occupation of Hawai‘lby A. Keala Kelley (2008), approximately three usand Hawaiians
live in camp settlements on Hawaiian beaches. Asitor you will not have to travel far
from Honolulu and Waiiki to see these settlements; following the Farringdaghway from

Honolulu and up the coast towards Waianae on Otaleubeaches here are very visibly
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occupied by settlements of tents and mobile hoHasing been evicted from their homes
due to developmental or economical issues and fmerd to establish these settlements,
beach settlers are now facing a new challenge; dheyeing evicted from the public beaches
and are thus running out of options of where ty gtalley 2008).

Though the majority of the Hawaiian population resandoned the spiritual and
deeply respectful relationship of old, they cleastiil have very strong opinions about the
land loss situation they find themselves in, opasithat are often projected through anger and
frustration towards tourists and visitors. Seenyntiie relationship to land has become more
physical, and one of ownership instead of coexcgerDudley (1990) argues that the
traditional relationship to land is an underlyingvthg force within Hawaiian tradition. He
claims that Hawaiians today still are driven byesice to protect the land, but they may not
be aware, as this is a trait deeply rooted in diticanal Hawaiian world view that revolves

around mutual respect between people and landemipthasizes a dynamic dialogue:

To understand Hawaiian thought, one must firsizedhat the Hawaiian truly experiences the
world differently. One who believes that the fishnchear, who asks plants for permission
before picking their flowers and who thinks heetated as family to many of the species of
nature surrounding him, obviously experiences aatts to the world differently from one
who does not. In the Hawaiian view the world is@liconscious and able to be communicated
with, and it has to be dealt with that way. Mantiggrates in a community with all of the
species of nature, a community in which all beihgse rights and responsibilities to one
another. (1990:xi-xii)

This worldview, Dudley argues, is the motivatiofedtor for protest, though the loss of land

is what is always mentioned by the protesters:

Today, if one were to ask Hawaiians protesting &depment” to name the cause of the strong
feelings which motivate their actions, they migharntion the loss of their lands or recount the
many injustices they have suffered over the lasturg. But while many might not mention it
they are also compelled to act on a much deepet v their traditional world view which
has formed their conviction of what should be theppr, caring relationship between man and

nature. That world view is a basic influence mdiivgtheir protest. (1990:xii)

Whether aware of this basic influence or not, milayvaiians become territorial and express

anger towards outsiders when portraying their i@iahip to the land. This anger is especially
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directed at tourists, but also affects resident® wiere not born in the islands. Several
incidents during my stay, in which this attitudeswarojected towards tourists and foreign
residents, were certainly expressions of frustratbe behalf of the local population from
having to share the islands with nearly seven omlliisitors each year (Trask 1999:16).

One of these incidents struck me as particularlygyéul: 1 was up at Rainbow Falls, a
beautiful waterfall surrounded by lush vegetatiowl @ne of the top tourist sites in Hilo, to
gather banyan leaves for my hula class. Alongdidewaterfall and the river is a path that
leads down to a huge banyan tree in the back awd timthe river bank should you choose to
follow it. In front of the waterfall is a paved wvioint that stretches down to a paved parking
lot. The largest bus companies and tourist opesatorthe island offers tours to see this
beautiful site, and on this particular day a gro@iplder tourists had made their way up to the
falls. While walking back down the path to the pagkiot | heard the whining of car tires and
a car speeds through the parking lot, only barkdgring the elder people making their way
across the parking lot towards the viewpoint. Aalogirl was hanging out the window of the
car screaming with the uttermost power of her vokuecking haole’s!! Go back to where you
fucking came from!! We hate you and don’t want yare!! Fuck you haole’s!!” Obviously
in rage, the local girl expressed with words whatngn Hawaiians feel about visitors and
outsiders. Her protest is clearly rooted in frusbra over the constant presence of tourists at
Rainbow Falls but still not visibly connected toiafluence of the basic Hawaiian worldview.
However this may well motivate her frustration.

Dudley (1990:xi) argues that the traditional Hawamiiphilosophy of a reciprocal
relationship between people and nature has not taegt to Hawaiians for several decades.
On a general bases Dudley might be right. Howeverjmportant to emphasize that this way
of thinking is taught in many #au hula, and is available to whoever is interested
dedicated enough to obtain this knowledge. Givenpbpularity hula holds, it is safe to say
that this philosophy reaches many young and motkmaiians. Students of hula strive to
regain the spiritual relationship with the landotlgh respectful and caring interaction as will

be further discussed throughout the latter pathigfchapter.

Incorporating land in personal identification

While relationship to land is commonly experient¢btbugh notions of protest, ownership

and rights, other, less frustrated, methods toghp@ople closer to the traditional relationship
to land are also frequently used. An example caseles in the use of Hawaiian names. The

use of Hawaiian names either as first names or Imidames has had continuous importance
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in Hawai'i, and escalated throughout the Hawaiisan&tssance up until today. One aspect
through which this is highly visible is through thaming and renaming of children and adults.
The naming of children is usually done in accor@attc personality traits the child inhabits
from birth, or qualities the parents or kupuna wthet child to possess. The names are usually
metaphors, where natural and spiritual featuresoften used to explain personality traits.
While some children hold on to the names they arengat birth, others might be renamed as
they grow if the name does not fit their persogaltaming can therefore be seen as a process,
in which you either grow into your name, or yourgmnality repels the name and you must
be renamed. Most Hawaiians have a story behind tf@ne, and Alamea, one of my hula

sisters, shared hers with me one day we were maikieaf lei:

| was born Piilani Kawailehua (climbing to the heas on the raindrop of a lehua blossom)
[last named removed], named by my grandmother Afdads mom). In second grade, age 8,
my mom had it legally changed to [first and middi@me removed] (the rays of the sun
entwined in the necklace of love) [last name rerddvE&he told me that | needed to change
my name because | was having nightmares about dyimged to dream that | was stuck in a
raindrop, that in essence was a drop of blood secafl the tinge of the red lehua and the
raindrop, and was dying, and | would start to adcevherever; heaven, paradise? | don’t
know but wherever you go after you die, the dimttwas up. This scared me when | was
little and my mom too so we went and saw a kahapaifual mentor] and he asked about my
name and who named me. First he said that Piilaneas a heavy name to carry for anyone
as it is a name of royalty from the island of Malhat is why Maui is known as Maui a
Piilani (Maui of Piilani) and Big Island is knowrs édawaii Moku O Keawe (Hawaii Island of
Keawe). Both Piilani and Keawe were the last rulgfrdoth islands before Kamehameha
united them. So in essence the best people tothase names are those from that family line
and royalty. Second the correlation between thardrand my name was undeniable and he
felt that the best way to stop the dreams was iame me, and they needed to be stopped,
because in Hawaiian culture many times your dreamdre than a dream, it can actually be
an out of body experience. So, none of us wantaidahd we decided to do a rebirth ritual.

The process of renaming me went with me going toukaith my mom to do a
hi'uwai with the kahuna and her. A hi'uwai is a cleansang rebirth ceremony where the
person who is being reborn is dressed in a pareap@vound skirt] and enters a river or the
ocean (I was in the ocean) and is prayed over ékdmuna to cleanse and take away all bad
mana and in my case the name not meant for mesithen completely submerged under
water three times (much like a baptism) and upsurfacing the final time was reborn but

unnamed. You then wait for a sign for a name. Lyckiy sign came in the form of aiwa
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[frigate] bird which was flying overhead in the sKijhe sky was completely overcast and
there wasn't a ray of sunlight anywhere but consety enough as we watched the bird the
clouds formed a ring called wana in Hawaiian where the suns rays shone through. |
remember being cold and then when that happeneéepisg so full of warmth and my mom
and the kahuna did too and he told us that thénp@las more than just the heat and warmth
from the sun but it was the feeling of love. As yaan see my name has love twice in it and it
represents the love we felt that day from the godsthe love a mother feels for her child and

likewise>®

More often than not Hawaiian names represent s@pecss of love, respect and connection
to nature. As mentioned, a Hawaiian name is map jhst a name; it reflects the personality
of its beholder. It also reflects what family yoe &rom and can sometimes reflect what place
you are from. Within the hula tradition, it is coramfor the kumu to either re-name or add a
Hawaiian name as a middle name to his or her stadehen theyaniki, as they evolve so
much during their time as students that their naneeonger fit them. It is expected that you

use your new name exclusively, or as part of yalimame.

Landscape and anthropology

The termlandscapehas within the field of anthropology been useddifferent ways in
analyzes of people’s interaction with their surmimgs. In social sciences landscape has
shifted from being just about nature and topograjpdetures to also being a cultural idea and
process (Hirsch 1995:3). According to Hirsch (199%he term has been “used to refer to the
meaning imputed by local people to their culturad @hysical surroundings”. Hirsch (1995:2)
further argues that there are two kinds of landscéye first being the landscape we initially
see, and the second being the landscape thatdsiqged through local practice. This second
kind of landscape becomes recognizable and undeibée through interpretation of and
knowledge about these local practices. Keesing detretes how this definition can be

applied to the landscape as perceived by the Kafadalaita, Solomon Islands:

The landscape of the Kwaio interior appears, tcallen eye, as a sea of green, a dense forest
broken periodically by gardens and recent seconglayth, and an occasional tiny settlement.

Steep slopes and small peaks, limestone outcropping sinkholes, slippery red clay, rain fed

39 Alamea, February 6th 2009.
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streams, form a broken physical world. To the Kwaye, this landscape is not only divided
by invisible lines into named land tracts and set#nt sites; it is seen as structured by history.
(1982:76)

In relation to my experiences as a fieldworker with hula community in Hilo, Keesing’s
second kind of landscape became visible to me gibdas | learned more about the hula
tradition. Before entering this space of knowledgeould only apprehend my initial
surroundings as natural and topographic featuresieder, Hawaiian landscapes are, like the
Kwaio landscape, also structured by history. Kegltala Bay on the south-western side of the
Big Island represents a good example here; Kealekek scenically beautiful with its
turquoise coloured crystal clear waters and fregwesits from spinner dolphins, hammer
head sharks, colourful fish ambnu(sea turtles), still it is best known as the placevhich
Captain James Cook died during a skirmish betweawdidans and visiting European
explorers. This changed the landscape of Kealakésnever from being a bay rich with
resources, into being a landmark for a continuoysortant historic event.

In addition to being structured by history, the H&an landscape is also structured
according to cosmology. For example, the most ac

volcano in the islands, Kilauea, is recognized
Hawaiians as the home of Pele, the goddess oinfir
Hawaiian cosmology, and is often depicted with

powerful image in which her hair represents thale) J,‘;’( 1
" )

)p
used in the interpretation of Australian landscapf€
Morphy (1993, 1995) interprets the landscape

flowing down the mountainside. Cosmology is al

northern Australia in accordance to both the impécy ¢&
colonialism and to aboriginal cosmology. He argu '
that the landscape of northern Australia can
understood to have two different forms; one is
landscape that is represented in colonial mapsrewl Olga Schevchenko (200%acred fire of
place names have been given based on the actiol  Pele, Goddess of Hawai'i Volcano
humans, the other is a landscape that has beerddosnancestral activities. In relation to the

second landscape form, Morphy argues;

As elsewhere in Australia, the physical form of #dzeth is believed to have come into being
through the actions of ancestral beings who tradethe earth from place to place, leaving
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evidence of their actions in the form of topographfeatures. [...] The land, taken as a whole,
was the land over which ancestral beings hunted gattlered, and every aspect of the
landscape can be thought to have connotationseddnbestral beings — the scents and sounds
and flavours that they too experienced. (1995: 183)-1

The ancestral landscape of Australia, as deschlgedorphy, is very similar to the ancestral
landscape of Hawai'‘i. Kupihea (2004:81) descriljes lHawaiian landscape as triggered by
memory: “[...] out in the valley, travelling in thgpen air beneath blue skies, surrounded by
ancient rocks and flowing water, the spirits of ancestors are everywhere, waiting only for
our memories to bring them to life”. When interagtiwith the landscape, consciously using
memories and knowledge, ancestral tracks and spieitome visible. Memories are triggered
by the recognition of topographic features thatlemeed to ancestral activities: “When these
memories are triggered by the familiarity of thghs$iof mountains, the sky, and the rivers that
tell our origin, then our ancestors become parthaf eternal landscape itself” (Kupihea
(2004:81).

Kichler (1993:85) is also concerned with the fienemory in relation to landscape
and argues that landscapalsmemory, that is landscape as an inscribed sutigueally
represented in art from the European Renaissameeragely found outside the western
context. In landscapesf memory the beholder is placed at a distance, hgpkinrough “a
framed window to a narrative, substitute world” ttlisize upon and validate personal or
social memories” (Kuchler 1993:85-86). When lookatdandscapegs memory, landscape is
“implicated as template in the process of memorykiv@Kiichler 1993:86). In other words,
landscape in its visual form becomes a part ofgteeess of remembering and forgetting
(Kachler 1993:86). Like Kupieha, Kichler arguestttiee landscape is revealed through the
process of remembering.

Bender argues that landscape has to be contexdales people understand and

engage with landscape depending on specific titaegpmnd historical conditions:

People’s landscapes will operate on very diffesgdtial scales, whether horizontally across
the surface of the world, or vertically — up to theavens, down to the depths. They will
operate on very different temporal scales, engawitiy the past and with the future in many
different ways. (1993:2)

Landscape according to this is thus often undedstaagbjectively, based on a personal

perception of space and time. In the case of Hawa' understanding of landscape often
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depends on positioning, and the landscape’s poaretsxpressions are reflected in the eyes
of its beholder. In Hawai‘i a visitor will have anry different take on the landscape than a
resident, and a resident who is engaged in ancaledi to a traditional relationship to land
will have a very different take on the landscapeantla resident who is not indulged to a

similar degree in this relationship will.

Hula and landscape

Dancing the land
Throughout the Pacific region, the relationshipwesin people and land is continuously
changing. Traditional relationships in which peogépend on the products of the land have
in some cases changed into the land being merspaee for development. However, while
this change has created a distance between peogleraducts of the land, the land itself
cannot be alienated (Toren 1995:175). On this net®n though Hawaiian lands were
commercialized with the Greatadfiele, people were never separated from the landn@®u
the past thirty to forty years, many Hawaiians hatrezed to re-establish a more traditional
relationship to the land; some have gone back vimdi a traditional life of subsistence
farming,*® while others have found this relationship througiowledge about Hawaiian
traditions, like the hula.

According to Toren, villagers in Fiji pay tribute the relationship between people and
land by incorporating place names and natural featunto both traditional and modern

performing arts:

Fijian villagers emphasize direct embodied expesdeof the land: seeing, touching, hearing,
and smelling. In oldnekesongs that accompany narrative dances and soagsrh more
lately authored and sung to guitar music, they latyucelebrate their villages and countries
by name, the song of the birds that live there thiedsmell of flowering trees and plants that
grow there. (1995:176)

The same can be said about Hawaiians. While irttagpaith the land like Fijian villagers,
through seeing, touching, hearing and smellingy #iso represent and interact with the land

through hula dance. During my six months as a Malaiko student, two metaphors for

0 see McGregor 2006.
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describing the swaying movement of hula were fratlyerepeated. They both portray the
positioning of the dancers’ body within the langszafollowing the swaying, flowing
movements of natural features. One described tteerhavement as a lava flow moving in a
slow and soft motion down the mountain side. Thieeotdescribed the hula dancer as a
coconut tree swaying gently in the wind. Both thesetaphors are closely connected to
landscape and describe the dancer as a naturaldeatcorporated into the landscape. As
Kaumakaiwa Kanaka‘ole (2009) describes it: “If haamove my hips and my hands the way
the tree does, then the tree and | are the samarevene for that moment”. As a hula dancer
you dance the landand you become the land, by embodying the chaatspiace you in a
Hawaiian natural and cultural landscape. You expee and interact with the landscape

through the dance:

Hula Class May 82009,

“Eilin, your coconut tree is out of synch”, my kunnld me as | was focusing on separating
the movement of my upper body from that of my lowedy. “Your hips must move to the
right when your swaying arm moves to the left. Ybips are the stem and your arm is the
leaves. Close your eyes and feel the wind swaymg Yody,be the coconut tree!” | tried
again but still my lack of coordination challengeé. “No, no, no, stop. Start again by just
swaying your hips like you were standing on a diffthe ocean, moving with the touch of the
wind. Now, add the arm movement and sway!” | lookedr at Hokulani, who apparently had
no problems with this movement, then tried to closeeyes and just follow the beat of the
ipu and eventually felt that | was swaying in thimavlike a tall coconut tree. “Yes, like that,

now youare the coconut tree!”

In addition to the main swaying movements of hodlany hand movements represent natural
features. Small adjustments, invisible to the uné@ eye, might tell the difference between
soft or hard rain, attitude can describe the diifiee between the mightiness of a mountain
and a streak of lightning. When dancing to a clantele describing flowers, your hand
motions may display the picking of flowers, gralffowers with both hands, palms down,
and turning both palms up to form the figure orlawer bud. When describing trees,
mountains, the sun, the moon or anything tallen §@u, you keep your hands over your head

while holding your head in an upward angle follogvthe movements with your eyes:

81



We worked on descriptive movements for almost twark today. My kumu picked on even
the smallest of inconsistencies with all of us, amdn when five of us got it right and one did
not, we had to do it over. We were dancing RainBails, a waterfall situated above Hilo, and
we were trying to get the drizzling rain movemerdttdescribes the drizzle of water you feel
on your skin when standing close to the falls rigND, that is not drizzling, that is pounding”,
my kumu repeated over and over as we strived toridbesdrizzling rain with our fingers. | got

it right after a couple of tries, but Hokulani gigled a little so we all did the movement over
and over for around twenty minutes. During our selcdance, to a chant about King &eadua,
we practiced the sententka uwila ma ka hikina ea (like lightning in the §§swhere the
lightning is described by both arms up againstdkye and your eyes following your hands.
My kumu explained: “Now, the movement for lightninig a lot like the movement for
mountain. However, a streak of lightning is morandatic in nature than a mountain and thus
your movement will of course have to be more draan#ivhile not just placing your hands up
towards the mountain, you more dramatically “thrah&m up against the sky, to describe the

streak. Instead of just mimicking the lightning youstbe the lightning”.

While doing descriptive movements with your harelges and facial expressions, your hips
sway to the beat of the drum in the shape of acarigure eight and like a coconut tree
swaying in the wind. Your movements should be amtsand soft, yet precise and powerful.
The rhythm of your feet mimic the heartbeat of fredscape, and doehe a step in which
you push both knees forward with a quick raisingyotir heels while you continue the
swaying of the hips from side to side, enticesgeth to open up or to crack. The feet “pound
on the earth to entice her” (Kanahele-Frias 20R@hahele-Frias claims that hula upholds the
close relationship to land, through physical (wddnce) and spiritual (with chants and ritual

offerings) interaction, and addresses this impaoairitual connection:

If we do not continue to dance and continue totegrearth, or entice the earth, with the down
beats of the ipu, the earth will stop producingdAif we stop dancing and participating in the
forest, in terms of our exchange of vegetation @mdofferings... If that dies, or if we are not

allowed to do that, then we die. People say thatradition dies, but that is not the truth of it.

The truth of it is that we go into total spiritueatile. (2006)

By dancing you entice the land to produce, andoifi wtop dancing, the land will stop

producing, and the spiritual connection will betloBhe hula is thus a vital connection, an
“unseen umbilical cord”, between people and landn@ka‘ole 2009).
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Chants and spirituality

Like the Fijian songs and meke, as explained by @t995:176), Hawaiian medad chants
regularly refer to places or natural features sashflowers, trees, mountains and water.
Through hula dance, these places and features epeesented in movements and
choreographies that accompany the chant or melealtm mele and chants usually use
metaphors in which natural features describe pefggriraits for the place or person of the
chant or song, as can be seen awka, a name chant for King David K&hua:

Eia i Kawika ea
ka heke a‘'o @ pua ea

Ka uwila ma ka hikina ea

Malamalama Hawai'i ea

Ku'i e ka lono Pelekne ea

Ho‘olohe ke ku‘ini ‘o Palani ea

Na wai e ka pua i luna ea

O Kapa‘akea he makua ea

This is David

The greatest of all flowers

Like lightning in the tas
That brightens Hawai'i

News reached England

Also heard by theench queen

Who is this flower ighhrank?

Kapa‘akea is his father

Ha'ina ‘ia mai ka puana ea Tell the refrain

O Kalani Kawika he inoa ea King David, is his name
King Kalakaua was a very popular king, and many chants baga written about him. In this
particular chant he is described as the greatesif 8bwers. Flowers are often used in chants
as a metaphor for people. As the flowers are thigrelm of the tree, the people are the
children of Hawai‘i. King Kaikaua was respected for his power, but also fodblghtful
personality and his cognomentige Merrie MonarchHe was described as the powerful light
of Hawai'‘i that shone out to the far corners of therld, and was recognized by the royal
families of Europe.

Other chants and mele describe places, like thatalised in chapter two, A Hilo au,

and Hilo Hanakahi, a mele that celebrates featwifrése land in the districts of Hawai'i Island:

Hilo of Chief H&ahi, in the Kanilehua rain

Punaadrant bowers, bowers redolent of hala

Hilo Hanakahi i ka ua Kanilehua
Puna paia ‘ala, i ka paia ‘ala i ka hala
Ka't i ka makani, i ka makani Kuehulepo

Kona i ke kai, i ke kai @ioki‘oki

Kiah the wind, the dust stirring Kuehulepo

Kona at the sea, the sea of patchworkshue
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Kawaihae i ke kai, i ke kaiagwanawana Kawaihae by the sea, the sofly whispesag
Waimea i ka ua, i ka uaigu‘upu‘u Waimea in the rain, the meltingg€‘upu‘u rain

Kohala i ka makani i ka makamkpa‘apa‘a Kohala in the wind, the buffetingpa‘apa‘a

Hamakua i ka pali, i ka plai lele koa'e arhakua on the cliffs, cliffs where the tropic bird
soars
Ha'ina ka puana, i ka ua Kanilehua Tell the storyhie refrain, of the Kanilehua rain

In addition to celebrating places, important hist@r events and people, and the spiritual
powers of natural features, chants also functioa asy of communicating with the land. For
generations chanting has been used in efforts ltaoahe weather or to calm the sea. My
kumu told me a story from some years back, wheeeMRrrie Monarch judges had decided
that all the participatingatau were to do the same chant, a chant that calidteavy rain and
stormy weather. Half way through, a powerful thustlam broke out and cut the power
throughout Hilo, leaving the audience and the cditgrs in the dark for two hours.

Chanting is also used when asking for permissiaake something from the land, i.e.
plants and flowers for decorations, leis and holstumes. You should communicate with the
land through chants, and make sure you do notftakers or leaves from areas that have a
scarce selection in your plant of choice. Throughdhant you ask the land for permission to
use its “children” as part of your costume. In picad terms this is done by chanting before
picking for example the lehua flowers of ama tree. If the flowers fall out of your hands and
to the ground, you should leave them, as thissgya that the children, flowers, are not yet
ready to be separated from the mother, the tree.

Another way of communicating with the landpe is through spirits and omens that can
guide you in your decisions. Like with the namirggaamony mentioned earlier in this chapter
omens and signs may appear to tell you what toedo, or to tell you that the timing is right
or wrong. During a cleansing ritual | took part @nsign in the form of a honu (sea turtle) told

me my timing was right:

Hula Class, July'32009;

My kumu told me to bring my swimsuit to class todapd | thought, since the weather has
been so warm lately, we were gonna have hula eise beach. However, as always, she
surprised me by taking me to 4 mile Beach Park doadpurification ritual with me.
Throughout the past two weeks | have struggledtla bit with my mind as | have gotten the

news that my cousin and one of my best friends ffolk high school have passed away. |
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skipped hula class one time to be in the presehogydriends and ease the constant turmoil
happening in my head. As | told kumu my reasonskipping class, she told me we would
talk about it next time, and now it seemed thatté#tleng was more a very personal, peaceful
and mellow ritual that would free me from the dpirihat linger in my mind. As we were
driving towards the beach she told me about thelriaind the reason for doing it and warned
me that | might feel a little spacey and lighthehddien we were done. Since | am a sceptic
by nature I just muttered “aha” and “mhm” to thigddigured this fact surely would not apply
to me.

“This is usually done at night, right before sundmit it is okay to do it now. You
have to look for an omen, a sign that this is ightrday to do it.” Ehm, omen? | twisted my
mind around natural omens and started thinking wlaotainbow. Maybe there will be a
rainbow? Nope, no clouds anywhere in sight... As mgni rambled on about the sights on
the side of the road | started thinking of how mdifferent things could be interpreted as an
omen or a sign, and secretly wishing she couldt@iisine what my omen would be. We got to
the beach and stepped down into the water. | hdvenethe surface for a while because for
some reason | found the water particularly cold they. After a minute or so | saw a huge
shadow coming towards me under water and a gigaotic (about 1.5 meters long and 1.2
meters wide) came up to me and started brushingstgay legs and playing in circles around
me. | was amazed, normally honu find humans veringaand cruise by you only to keep on
cruising toward something more exciting, but thie evas truly interested in me and hung out
with me for at least 15 minutes. After being caugptin this wonderful creature my kumu
said to me that this was my omen and that my lingespirits were ready to be shown the
way to the light. | dived under the surface, thiieees for me, three times for the lingering
spirit and three times for the rest of the world &ept a mental image of a bright place where
the spirit could reside. After | was done | feltiedibly at peace and very spacey. The sceptic

in me definitely got a thorough core shake...

While lingering spirits are believed to be lost amekd guidance to get to where they are

supposed to be, ancestral spirits may linger inpimgsical world to provide guidance and

protection for their family descendants. Theseitspare called ‘aumkua and they have the

ability to shape-shift. Through shape-shifting thepnifest themselves in the landscape

through plants, animals or minerals. The relatigmée living have to the dead in Hawai'i is

one of deep respect, and families treat their imaaifested ancestral spirits with great care.

For example, when a family’s ancestral spirits manifested in shark, the members of this

family might care for the shark by feeding them @nguring their protection. By giving this

kind of care and attention, they secure a recipnatationship with the land.
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As a student of hula you learn to interact with ked by providing what the land
needs in order for you to receive what you neekle lhy kumu put it: “you take care of the
land and the land takes care of you”. In moderresimenvironmental awareness has been
incorporated into this relationship. The respectdod should be shown through caring for all
living creatures, by for example showing the coekiothe door instead of ending its life with
a roach trap, and an additional focus has beeroputcycling and on avoiding littering.
Although this is something many Hawaiians care alioere are also many who dot care,
but can still be very concerned with land rightsl awnership. Creating a sort of double
standard, hostility might be projected towards teis who litter, followed by driving an
enormous truck that spews out huge amounts of tomtluwhile throwing cigarette buds out
the window, to visit the closest American fast fosdtaurant. Confusingly enough, these
types are usually the ones who are most concerpedt stating their Hawaiian identity, as

will be further discussed in chapter five.

Concluding remarks

Following the theories of Hirsch (1995) and Keegihg82), | have argued that the Hawaiian
landscape is perceived differently from an insioleint of view than an outsider point of view.
Following Morphy (1993, 1995), Kichler (1993), Khpa (2004) and Bender(1993), |
maintain that for an insider, the landscape isndefiand understood by people through
cosmology, legends and history, and revealed tlirolig process of memory, whereas for an
outsider, the visual aspect of the landscape besdneeprimary perception. Hawaiians have a
close relationship to land, and whether it is @y#d as the traditional reciprocal relationship
of old, or through notions of ownership and rightise connection between people and
landscape is very strong. Dudley (1990) argues thist relationship is part of a basic
Hawaiian world view, a view that all Hawaiians ihitabut are not aware of since it is not
taught to Hawaiians today. However, moatahh hula teach their students about both the
traditional relationship of old, and the basic Hamra world view, and considering the
popularity hula holds, it is fair to say that thwsrld viewis taught to many Hawaiians today.
Hula dancers also connect with the land throughddrece. By dancing the land they become
a part it, incorpotated, as their movements flowhvthe landscape.

As already mentioned, while most Hawaiians do nmactice a respectful reciprocal

relationship with the land, they usually have sgrapinions about ownership and rights, and
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protection of the land. However, following Hawaiigaditions, your relationship to the land
is manifested in interaction and coexistence, anefforts to care for the land as it cares for
you. It is this relationship that is consideredrépresent the genuine Hawaiian view of
existing within the landscape, and it is this rielaghip that is learned to students of hula.

Throughout the next chapter | will discuss how htimough its connections to, and
embodiment of, land, and its place as one of thstmamprehensive Hawaiian traditions with
continuing linkage to pre-contact times, can fumttas a key ingredient in the forming of
Hawaiian identity. | will present an argument inislhknowledge about and dedication to the
hula tradition, compared to a focus on biologicahggalogy and a fifty percent blood quantum
claim, can serve as a determining factor and asrradtive political platform for defining
Hawaiian identity.
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5

Children of the land

Hula as Hawaiian identity

For Hawaiians, to live and eat from a certain lamakes a person one in substance with the
land, in the same sense that a child is of hisrpgirsubstance (in Hawai‘i by birth and by
nurture). A stranger is thus metamorphosed intbild of the land by equal title to the people
“born to” it (as we also might say).

Marshall Sahlins (1985:xi)

Introduction

Hawaiian identity has become problematic. While ldaéans were originally identified as a
biologically self-perpetuating indigenous group possession of unique cultural traits,
colonialism and repopulation of the Hawaiian Iskaudhs taken its toll on the definition of
Hawaiian identity. After decades of change, inteang of ethnic groups; both culturally and
biologically, and suppression of Hawaiianness, Hmna started yet again to promote their
Hawaiian identity during, and in the wake of, thawiian Renaissance. Today identity in
Hawai'i is often a question of politics and is ma@sl in biological terms with an emphasis
on blood quantum. State law and regulations engeutlaese defining terms by including or
excluding individuals from state and private progsasuch as Hawaiian Home Lands and
Kamehameha Schools, based on a fifty percent doadtum rule (Kauanui 2008). However,
according to Kauanui (2008:32), blood measuremanés usually excluding rather than
including, and are therefore not sufficient in #teempt to identify Hawaiians.

Sahlins (1985)argues that by living and eating off a certain laadstranger may
become transformed intochild of the landn Hawai'i. He also argues that “[...] in Hawai'i
one maybecomea “native”, i.e., by right action. Having resided certain time in the

community, even strangers become ‘children of twed! kamaaina); the term is not
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exclusively reserved to the native-born” (1985:K)j:xSeeing that I, through my main
argument, claim that you can enhance your Hawadantity by dedicating yourself to the
hula tradition, | believe that what Sahlins wrobmat the ‘children of the land’ in 1985 is still
applicable in contemporary Hawai‘i. Being Hawaiianreflected in the relationship to land
shown in the previous chapter, and about a wonduieat is deeply rooted in traditional
social relationships and kinship ties. | will argtreoughout this chapter that anyone can
become a child of the land in Hawai‘i with dedichngagement in the traditional reciprocal
relationship to land, and knowledge about Hawairaditions, myths and history. | will also
argue that hula, as a dance, tradition and lifestghnects people to a Hawaiian worldview, a
deeper understanding of basic Hawaiian principal @ a complex history of interaction
between people and land. Through dedication to olacan accumulate knowledge about
Hawaiian history and traditions, and incorporatis thto your modern everyday life. | will
also suggest that Hawaiian identity is activelystaicted and reconstructed through acts and
practises that signify it, and that the hula carviegved as such an act. While addressing the
challenges that lie in defining Hawaiian identityseek to promote a social and political

platform for measuring Hawaiianness that diffemsrfrthe blood quantum definition.

Hawaiian identity

Identifying the group

Early in my fieldwork | was invited to a middle agélawaiian man’s home in Waianae,
O‘ahu, to take part in the very American traditi@uper Bowl Sunday”. My friend had been
so kind to invite me to experience the Hawaiian whgelebrating this day with a potluttk
barbeque and a whole roasted pig that they hatkédtharbequing at 3.00 in the morning. On
our way to the barbeque he started asking me atwait kind of blood | had running through
my veins. | told him that as far as | know my blasda hundred percent Norwegian and he
was close to speechless with the exception of gaywmoa brah!” as he looked at me with
amazement and made me feel more “special” than easked him later what kind of blood
he had running through his body and he was catefeinphasize that he was over 50 percent
Hawaiian. After this the conversation turned to tdaan history and American presence in
Hawai’i and he laughed at me when | said that thatebeen Polynesian people in the islands

L A potluck is a meal and a social gathering in Wtpeople gather and contribute different dishes.
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since between 300 and 750 A‘D¥Nah, there was no one here before about a hungrars
ago!” After this he praised the American militaryepence in Hawaf{, saying he wished
there was even more, and opened up a can of Buuat Mbile cheering for the Arizona
Cardinals in their game against the Pittsburg 8teel was amazed by his split identity with
one leg firmly planted in his biological Hawaiiamots, and the other so obviously connected
to his American-Hawaiian surroundings. | realizéérée was a contradiction between the
importance of preserving a bloodline; biologicalrgness, and of preserving a history,
traditional knowledge and way of life.

My kumu has a completely different take on bioldoggsed identity and told me
constantly that she did not care about the bloahtyun of the students who wanted to learn
about Hawaiian traditions, as long as they wermkshand continued into the next generation.
For her, blood is irrelevant, and she firmly bedéisvt is the traditions that define Hawaiians.
However, Hawaiian identity is for some only rootacbnes blood quantity and | have found
that mentioning the percentage of pure Hawaiiandloecomes more important to those who
do not practice a traditional Hawaiian way of lildany of my informants have certainly had
a high percentage of Hawaiian blood, but it sedrag &ire more confident about their identity
and do not need to make this a crucial point wheetmg me, who neither have Hawaiian
blood nor is raised to live a Hawaiian traditiohf@style.

Identity can be looked at from several perspectivetuding Cohen’s culture as
identity (1993:196), in which culture functions asystem of meanings with which people
identify and thus make the world meaningful, ankenthemselves meaningful in the world;
and Anderson’s ([1983]1994) imagined community aentity, in which a national
consciousness and identity becomes evident thrghughed experiences, histories, symbols
and a shared language. However, | will choose tmdoon identity as a social process,
following Barth’s (1969) theories on ethnic identitn which ascription and self-ascription
across social boundaries become determining fatorndawaiian identity. Following this, |
choose to treatlawaiianas an individual, part of an ethnic group.

Barth (1969:10-11) lists a set of definitions aserfgrally understood in
anthropological literature” in which ethnic groupl. is largely biologically self-
perpetuating[,] 2. shares fundamental cultural eslurealized in overt unity in cultural

forms[,] 3. makes up a field of communication anteraction[, and] 4. has a membership

*2The arrival date for Polynesian voyagers in Hawisiheavily debated by historians and archaeolsgis
However, there is an agreement that Polynesians lxe@n present in the islands from between 300a0d\.D.
“3 One of the soul causes of the Hawaiian Movemeantimned in chapter two and four, has been, and
continues to be to protect Hawaiians land fromUb@. Military.
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which identifies itself, and is identified by otkeras constituting categories of the same
order”. Further Barth engages in a discussion erctmcept of culture, which he describes as
“nothing but a way to describe human behavidtiih which he emphasizes that the “cultural

stuff” is a product of the ethnic group, not théestway around (1969:9-11). Thus cultural

traits do not define the ethnic group; they aredpoed by the ethnic group. In this sense,
Hawaiians create Hawaiian culture, but Hawaiianureldoes not create Hawaiians.

Though agreeing that Hawaiians create Hawaiianu@jltmy main argument is in
slight disagreement with Barth when promoting Haavaidentity as measured by dedication
to and participation in Hawaiian traditions; thadition enhances the ethnic identity. Thus,
access to membership in the group is gained thrgaghengagement in Hawaiian traditions.
As Barth (1969:12) also argues: “Given the emphasisthe culture-bearing aspect, the
classification of persons and local groups as mesnifean ethnic group must depend on their
exhibiting the particular traits of the culture’olfowing my argument, that you become more
Hawaiian by being dedicated to Hawaiian traditidikg hula, this can surely be applied as an
ingredient in the definition of Hawaiians as annéthgroup. However, Barth criticizes this
approach as he claims culture is subject to chamgecan therefore not define the ethnic
group. Whatcan define an ethnic group, according to Barth, is &esv the “characteristic of
self-ascription and ascription by others” (1969:13)

Seeing ethnic groups as a form of social orgarmnatndividuals are organized within
the group based on their most general identityespmptively determined by [their] origin
and background” (Barth 1969:13). Ethnic identities|f-ascribed and ascribed by others,
become visible and are used in social interact®negotiating factors in defining difference.
During ascriptions and self-ascriptions some calttnaits are used to emphasize difference,
while others are ignored. Barth (1969:14) dividesse cultural traits in two categories: 1.
“overt signals or signs — the diacritical featutbat people look for and exhibit to show
identity, often such features as dress, languamgsdiform, or general style of life[; 2.] basic
value orientations: the standards of morality axckence by which performance is judged”.
Further he argues that being part of an ethnic mribws implies being a certain kind of
person, with a basic identity, and it implies “aiol to be judged, and to judge oneself, by
those standards that are relevant to that iden{iBérth 1969:14). By maintaining the
boundaries that are created through ascriptionsatieascription one maintains the definition

“* This is something Barth himself has criticizeatg1994:10) when saying that culture is fundanignta
important for human life, as humans, through theitities to create culture, create their own livedlity. He
also argues that “culture cannot be considered@mplete, separate and internally homogenous Witshe
contrary, different people’s constructions of rgadire never the same: within a country, withineal
community, and even within a family” (translatedrfr Norwegian in Barth 1994:10).
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of the ethnic group. The cultural traits within ttp@up may change, but the dichotomization
between insider and outsider continues. Agreeintp \Biarth, it is clear that it is across

boundaries Hawaiian identity becomes visible. lgiaointeraction with outsiders the self-

ascribed identity is even acted out through statesni@ which Hawaiians often express their
ethnic background as a claim for belongingnespassed to the outsider.

The forming of anewidentity becomes valid only through the recogmitaf others,
and ascribing Hawaiian identity to oneself is noffisient in gaining entry into the ethnic
group. Additionally others must ascribe you Hawaiidentity before you become a member
of the group. This process is confusing in Hawageing that the general definition of
Hawaiian is decided by state law to be an individiiat least a fifty percent blood quantum,
as will be further discussed below. Ethnic identitgs become strictly biological and
physically measurable. Barth (1969:15-16) arguest tkethnic groups only persist as
significant units if they imply marked differenca& ibehaviour, i.e. persisting cultural
differences”. Through maintaining Hawaiian tradisdike hula, especially in the wake of the
Hawaiian Renaissance, as previously argued, Hawgahave created a recognized distinction
to other ethnic groups. However, the problem lreshie excessive focus on blood quantity,
biological background, in favour of a cultural bgobund. Individuals with over fifty percent
blood who do not adopt any of the cultural traitsh@ ethnic group are still regarded as more
Hawaiian by the majority than individuals with lebsn fifty percent who conform to these
cultural traits. As Hawaiians have not been “biatadly self-perpetuating”, following Barth’s
first point (1969:10-11), but rather mixed with ethethnic groups, biological background
becomes problematic in defining ethnic identity.

The fifty percent blood quantum rule

According to Kauanui (2008:2), the “contemporanydkedefinition of ‘native Hawaiian’ [is] a

descendant with at least one-half blood quantumndividuals inhabiting the Hawaiian

Islands prior to 1778". Further she claims thas ttefinition originates from the Hawaiian
Homes Commission Act (HHCA) of 1921. In this aceth.S. Congress allotted about
200 000 acres of land spread throughout the mdamds for leasing by eligible native
Hawaiians (Kauanui 2008:2). The act was an atteorptbehalf of Hawaiian elites to
“encourage the revitalization of a particular Haami demographic” (Kauanui 2008:3).
However, when using blood “racializatidflogic in defining Hawaiian identity, the U.S.

Congress also defined what wast native Hawaiian, and thus excluded a group of [geop

%5 Kauanui uses this expression to describe “thege®by which racial meaning is ascribed” (Kaua@@ig3).

92



from rights to this land. Hawaiians who could naice at least fifty percent indigenous blood
in their biological genealogy were therefore nagible for land plots.

Today, the state of Hawai‘i continues the usehef fifty percent blood quantum rule
in decisions and evaluations on claims of indiggn@auanui 2008:3). While originally
managed by the U.S. Congress, the HHCA was traesfdo the state in the statehood
process in 1959. Through the state Department afddan Home Lands, applicants for land
lease turn in primary documents that prove levelHafvaiianness, i.e. birth certificates,
“marriage certificates, certified death certificgtand records in relation to baptism, marriage,
divorce, military service, [...], as well as hospitald employment records from the State of
Hawai‘i Archives, state courts, public librariesydaU.S. census records” (Kauanui 2008:4).
There are still 20 000 “native Hawaiians” on theitiag list for leasing land, and only 8000
have been granted leases since 1921. In 1997, aneensl to the act allowed for direct
descendants with a quarter Hawaiian blood, to becsutcessors under the lease. However,
these amendments did not open up the lands foséthdho can prove one-fourth Hawaiian
ancestry, as direct lessees” (Kauanui 2008:5). ,Ttaube eligible for land lease you either
have to prove at least a fifty percent blood quamtar be a direct descendant with one fourth
Hawaiian blood from someone who has already beprogapd for land lease.

The focus on blood quantity is not unique to themdiian case and has been used
when measuring group belonging with American Indidmes for several decades. According
to Strong and van Winkle (1996:555), blood quantuas been used in specific cases since
the Sauk and Fox treaty of 1830, and has beenfteddn various forms in many of the tribal
constitutions and by-laws written as a result & thdian Reorganization Act of 19%4
which defined tribal members and nonenrolled Inslighrough a mixture of descent,

residence, and ‘blood”. They further argue thabda quantum “(often 25 percent) is the
most common criterion of membership” (Strong and Winkle 1996:555). The Washoe, an
American Indian tribe that resides in CaliforniadaNevada, is among the tribes that use
blood reckoning in defining identity. However, btbbas not always had the importance in
Washoe identity it has today. According to Stromgl asan Winkle (1996:556) Washoe

identity, before the “massive disruptions and diatmns in the 1860s [...] was fluid, dynamic,
situational, and embedded in a matrix of socialtucal, economic, political, and linguistic

practices and orientations.” Instead of focusing lmological kinship like today, kin

“® The Indian Reorganization Act defines the terndi#m” as “including all persons of Indian descehiovare
members of any reorganized tribe now under Fedigniatiction, and all persons who are descendargsich
members who were, on June 1, 1934, residing witiérpresent boundaries of any Indian reservatiod shall
further include all other persons of one-half Imdidood” (Baca 1988:230 IN Strong and van Winkl®8:%67).
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membership depended on the “existence of nameduamdamed role relationships and
expectations among a set of individuals” (Strond @mn Winkle 1996:557).

Contemporary Washoe identity consists of two @mping forms; one following the
pre-colonial pattern of social identity mentiondabee, and the other following the discourse
of official tribal membership in which the only dity considered is that of at least one
guarter degree of Washoe blood (Strong and van M/it96:558). The latter becomes more
important than the former in official business swashtribal roll and political participation,
however, when individuals listed on the tribal rfall to meet the standards of the former
identity form they become subject to criticism amgrginalization. Both forms are thus
important ingredients, and it seems the former asenpractical than the latter, which seems
more bound to official rights and regulations. Ato8g and van Winkle (1996:555)
emphasizes; “blood quantum, important as it mayibajever the sole marker of Indian
identity.”

Kauanui argues that as long as the fifty perceleat including the 1997 amendments,
continues to define Hawaiian identity from bloodagtum, Hawaiians will continue to see

this rule as an “authenticating criterion for Hasaaiidentity”:

Many Hawaiians and non-Hawaiians have become iadest blood quantum as proof of
indigeneity and rely on the fractionalizing measueats of one’s “blood amount” as a marker
for cultural orientation and identity, even thoufke racial categories this logic depends on are

the product of relatively recent colonial taxonosn{@008:5)

However, as shown by the example with the middiedagawaiian man at the beginning of
this chapter, blood quantum m®t always a marker for cultural orientation. Thus tdaan

ethnic identity should not be defined in these term

Hawaiian kinship as identity

According to Kauanui (2008:40) “Hawaiians identifiyemselves through theiohana —
extended families — affiliations, and island looas. They use genealogical relationships to
establish a collective identity through the soakus of ‘ohana”. During my time withatau
Hula o Halia, | learned that being Hawaiian is bailogically measurable. Like my hula

sister, Akela, told me:
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Auntie Halia’s tradition teaches you that being léan cannot be measured by blood. It is
important to consider the Hawaiian concept ahdi’’ when discussing Hawaiian kinship.
Following Hawaiian tradition it is common to fostehildren when their biological parents
cannot take care of them. These children becontegubig a part of your family’s genealogy
as the biological children. Kinship in Hawai‘i ieus more about spirituality than biology.
Your soul also has a genealogy, and even thoughbtoad is not Hawaiian, your soul can be.
This is confusing to many Hawaiians because irigiitg like Kamehameha Schools and
Hawaiian Home Lands demand a certain amount of lHamvélood for you to be a part of

their programs.

In pre-contact times Hawaiians were very familiathvihe practice of dnai (adoption). If a
woman had given birth to three children and theilfamext door only had one child, it was
very common for the woman with more children toegone of them away to the other family.
Hanai was used as a survival technique as it wa®reasifeed and give attention to two
children than to three, and has had continued itapoe up until present times. Talking to my
kumu about this she told me: 3Hai takes precedence over blood. Also it is imptrta
remember that your spirit is much older than yowd #imat while your body might look
different now, your spirit may be Hawaiian.” Themegold me a story of a haole woman from
the mainland, “she was almost as white as you!p wion round trip tickets to Hawai‘i on a
radio show. She came to Hawai‘i, and never wenk b&ow she’s one of the most Hawaiian
people | know. When your spirit is Hawaiian, yoe a@rawn to this place. For albu know,
your spirit might as well be Hawaiian”, my kumu told me

Hawaiian kinship is thus, according to my kumu, tmblogically, but socially
conditioned, and the connection to place and aoreshay just as well be a spiritual one.

According to Handy and Pukuli,

Hawaiian kinship is made up of grandparents, graifdlen, blood ties, spouses, paternity,
adoptive parents, plural mating, adoptive platam@rital relations, engrafted relationships,
sons and daughters, nephews and nieces, brotigesssand cousins, parents, uncles and

aunts, relatives through marriage, fostering, addgptand categories of friendshigin

Kauanui 2008:48)

Blood ties are here represented as part of thaitefi for kinship but they are not primary.

‘Ohana, extended family, the genealogy of the ‘@hamd social relationships are more

" Hanai means foster child, adopted child, to raisar,feed, nourish, sustain etc. (Pukui and EIb@86).

95



important in defining kinship and in defining Haveai identity. The ‘ohana functions as a
central unit through which people create co-depenhddationships, identify themselves and
seek support. Through tHehana you are also made aware of your genealogyyaund
connection to ancestors. Kauanui (2008:41) arguned genealogical connections “are
inherently about rootedness by putting the recagmiof ancestors back in “ancestry” — and
therefore, connecting Hawaiians to thma (land)” as opposed to blood quantum that "works
to deracinate” in determining whether someone iawkliian enough”.

As discussed in chapter four the connection betwdawaiians and land is very
strong. The land is considered a part of Hawaiameglogy in that the kalo plant is believed
to be a sibling to the Hawaiian people. Accordingkiana‘iaupuni, Malia, and Liebler (in
Kauanui 2008:51), researchers have found, in tee odKanaka Maoli, “that in questions of
identity, place plays a critical role through NatiMawaiian traditions and customs that weave
together physical, spiritual, and social ties te tand and sea”. However, today, not many
Hawaiians practice a traditional relationship todabut rather focus on the ownership of land.
In order for land to become an important ingredmitiawaiian identity it is however crucial
to understand and experience the land throughebiprocal and dialectical relationship of
old, i.e providing for the land as it provides f@mu and communicating with the land through
chants and movement. This relationship can be eqperd through hula.

In several different manners, hula brings the darmteser to the land. Through
movements, chants and the physical connectiomtbwath growing and collecting materials
for instruments, lei and garments, the hula dage@rs knowledge about the land and about
the reciprocal relationship between people and.lalaavaiian identity is deeply rooted in this
relationship, as the land is part of their genealdgcGregor mentions three important

aspects on being Hawaiian:

“Aloha ‘aina, aloha ke akua, aloha K&k i kekahi” (love and respect the land, love and honor
God, love and look after one another, these ardghttee important things ouiguna always
ask us to remember): this was another mantra ofeUdarry. From him | learned that one

who understands and lives by these precepts ensbtlaeevorld of Native Hawaiians. (2007:2)

In relation to Hilau hula o Haliaall three of these aspects are applicable. And évemgh
this particular Blau has a religious connection to Christianity, ¢itfeer two aspects are, | dare
say,alwaysin the philosophy of aatau. In light of this | argue that through the pratron of
prominent knowledge about, and spiritual connectmrand, and the relationship to other
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people, hula enhances the dancers’ Hawaiian igeit embracing the hula tradition, they

also embrace “the world of Native Hawaiians”.

Performing a sense of self

Solomon (2000:258) argues, based on his work wigh @hayantaka in Bolivia, that “[...]
musical performance is a practice for embodying moamity identity, inscribing it on earthly
landscapes as well as in the landscapes of the’miedwith the Chayantaka, who sing
places and landscapes with the lyrics of their musind perform their connection to these
places by singing, Hawaiians project their conmecto landscape and places through hula
performances. When hula dancers “dance the lanely ttonnect and identify with their
landscape through the embodiment of chants thiathielstories of places and of a mythical
past. The hula therefore becomes a space in winghmanage place, your connection to that
place and to a personal as well as collective iger8olomon further argues:

Performance occasions are the opportunities tardalbeing the social body and landscape of
one’s own community in front of representativesotiier such communities. Performance
creates the space for calling into being the diffiees that makes a difference — the differences

between communities. (2000:276)

Solomon emphasizes in this paragraph how the pedioce becomes a space in which
differences between communities become visible. Peeformance becomes a social
boundary between two different social groups. Sithee hula is such a visible and highly
appreciated tradition both within Hawai‘i and odtsithe Hawaiian Islands the “differences
that makes a difference” are frequently exposetl bmimembers of the same community and
to members of other communities less similar ti@nanes Solomon uses in his analysis. The
performance becomes a space in which one formsrsomaE and collective identity.
Especially in relation to tourist performances vehéhe majority of the audiences are
outsiders to the ethnic group and thus the diffegerbecome visible, the hula performance
becomes a space for managing identity. The ethmimdbary (Barth 1969) becomes visible
between the performer and the audience, over wdschibed and self-ascribed identities are
created. In these tourist performances the questibrauthenticity from the audience
perspective often enhances or diminishes Hawaikmtity. In kahiko performances the

audience is more likely to ascribe Hawaiian idgntib the dancer than in the ‘auana
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performances. The dancer however will self-ascib@vaiian identity equally in both
performances.

Through movement, costume, chant and music the edapmjects a historical,
mythical and natural landscape that to the audienamique because of the differences to
their own sense of landscape, and to the dancétsfpface within the hula tradition. Looking
closer to the signature movements of differealaln, a performance also contains the
differences between hula dancers in relation tor thiace in the hula tradition. Stillman
(1996:375) suggests that “the act of performinghbka is an act if situating oneself within
the hula tradition; the further act of doing soaooompetition stage is an acknowledgement of
that stage’s significance for displaying the Hawamicultural tradition that hula embodies”.
The competition stage is thus to a greater degig®ee in which personal identity as a hula
dancer is formed, while simultaneously being a sgfac displaying Hawaiian culture and a
collective Hawaiian identity.

An interesting development in recent years conogrriiula as producing ethnic
identity can be seen in the male hula, and espgaiathin the kahiko dances. Before the
Hawaiian renaissance, dancing hula was viewedfesi@ine activity, where the only males
who danced were considerewdhi, that is, “effeminate males, gay men, and/or gandgered
women” (Tengan 2008:152). The hula was thus notcoleee enough for the men to
participate in the tradition. However, this hasrmaped, as it seems contemporary Hawaiian
men have become more concerned with their ethemtity than with their masculine identity
or, rather, projecting ones ethnic identity hasooee the ultimate masculine. Thus the male
hula, the kahiko styled and especially the war danas an expression of ethnic identity is
considered masculine. An example of this can be se&he Hawai‘i Rainbow Warriors, the
football team of University of Hawai‘i at Mhoa, who has picked up the ha'a dances, which
are similar to the Mbori haka dances, and perform these out on the, fagid in front of the

other team before a game.

Hula as part of a performative structure

Sahlins (1985) argues that Hawaiian society is qoerdtively structured, i.e. social
relationships are continuously made out of prasticather than prescriptively structured, i.e.
a structure of bounded groups and conclusive rillas prescribe the way people act and
interact. He further argues that in performativetyuctured societies “[...] circumstantial
happenings are often marked and valued for théfierdnces, their departures from existing

arrangements, as people may then act upon thenectnstruct their social conditions”
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(1985:xii). A performative structure is a relatibis that deems the act as creating the social
form. By arguing that one may become a child oflé#m&l, or kamaina, by nurture or dnai
(foster, adopt) as well as by being born to it, IBahsuggests that kinship is not biologically
fixed but relationally constructed in Hawai‘i. Ya@an become a parent through birth, but also
through fostering. Further he suggests that par@mischildren are “composed of the same
thing whether by the reproduction of substancésocommon consumption” and that a person
whose food comes from a certain land is a childitofSahlins 1985:29). In this sense
belongingness to the land is determined by thdioelship between the person and the land.
Hawaiianness is created through the act of congyiaind. In relation to this | suggest that
Hawaiian identity, in its self-ascribed form, ioduced and reproduced bgtsthat signify it.
The hula is a part of the performative structumal anay function as a method for
incorporation and exclusion, and the reconstruatiba sense of community. By dancing you
become more Hawaiian; the act (dancing hula) defihe social form (Hawaiian). However,
it is important to emphasise, as | have done througthis thesis, that being a hula dancer
entails much more than movement in a choreograpla¢tern. Knowledge about Hawaiian
history, cosmology and traditions are equally int@ot parts to being a hula dancer. However,
it is through the performance your knowledge isjgmted, thus it is the performance that
becomes linked to being Hawaiian. The performamgeaduces the social form. Hula thus
functions as an expression of Hawaiianness andebipnming it you produce and reproduce

what it means to be Hawaiian.

Concluding remarks

The politics of Hawaiian identity has been a sub@adebate with both Hawaiian and non-
Hawaiian scholars since the cultural revival of 1¥8§0s. The need to identify Hawaiians as
an ethnic group, and to some extent an indigenougpg is within politics rooted in rights to
land and to advantageous programs within housirty extucation. The result has been a
Hawaiian identity that is defined by state law asdad on a fifty percent blood quantum rule
similar to rules of identity in North American lrah tribes. However, with diminishing
numbers of biologically “pure” Hawaiians, this defion is overall insufficient for Hawaiian
identity. Hawaiian identity has become measuratdenfa dedication to Hawaiian traditions
and especially through the practice of a recipragdhtionship to land, following old

Hawaiian traditions. With the hula tradition oneares about this relationship through
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Hawaiian history, myths and cosmology, and alsoubh a more physical relationship based
on knowledge about and collecting of different mate for costumes and hula implements.
When dancing myths and histories with connectiongldace names and topographic features
the hula dancer embodies the land, and thus idenafk part of the land.

| have suggested that Hawaiian identity is a pcodif social processes in which
ascription and self-ascription become defining gatees. It is across boundaries and in social
interaction Hawaiian identity becomes visible. Aehperformance becomes a space in which
one negotiates ethnic identity based on the selitsed Hawaiian identity and place within
the hula tradition, as well as ascription of Haamiiidentity from the audience. In tourist
performances Hawaiian identity becomes more visibléhe audience through hula kahiko
dances, but the dancer’s self-ascription is notigded in the difference between the kahiko
and the ‘auana dances.

The social meanings of hula, as have been shovaudhout this thesis, are many.
However, in relation to the meaning of being Haaujiit functions as an including and
excluding structure that is used to create a seh®mmmunity. Through performance, the
hula is valued as an ingredient in the processat dbfine Hawaiian identity. Hawaiian
identity is produced and reproduced through ads shgnify it. It is a part of a performative
structure, and is acted out through involvementHewaiian traditions such as the hula.
Through hula, the dancers perform what it meansetélawaiian in past, present and future;

in the islands and in the world.
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Appendix A

Ahupua‘a =
Akua =
Ali‘i =

Ali‘i nui =

Aloha =

‘Auana =

Hawaiian Glossary

Land division usually extending from the uplandshe sea.

God, goddess, spirit, ghost, devil, image, idotpse.

Chief, cheifess, officer, ruler, monarch, peeadiman, noble, aristocrat, etc.
High chief, high cheifessui = big, large, great, greatest, a lot, most,
maximum, etc.

love, affection, compassion, mercy, sympathy, igdness etc.

To wander, drift, ramble, go from place to place

‘Aumakua = Family or ancestral gods, deified ancestors whadirteke the form of animals.

Ha'a =

Halau =

Hanai =

Haole=

A dance with bent knees.

def.Long house, as for canoes or hula instructionstingéouse. Used often
when naming hula schools, i. ldula Halau O Kou Lima Nani E — School of
Lovely Hula Hands.

Adopt, foster.

White person, American, Englishman, Cauca®atirely white.

Hapa haole = Half white.

Haumana = Student, pupil, apprentice, recruit, disciple.

Heiau =
Hi‘uwai =
Honu =

Ho‘opa‘a =

Pre-Christian place of worship, shrine.
Water purification ritual/feast.
Sea turtle.

Musician.

Hulumanu = Court favourites of Kamehameha lll.

Ui =

lpu =

Ipu heke =
‘lwa =
Kahiko=

Land section. Usually a subdivision of an ahupua’

The bottled gourd, a wide spreading vine.

Gourd drum with a top section.

Frigate or man-of-war bird.

Old, ancient, antique, primitive, long ago, befaetl. Plural: khiko.
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Kahuna =  Priest, sorceres, magician, wizard, minister.

Kaka' olelo = Orator, person skilled in the use of language; sellor, advisor, storyteller,
oratory, to orate.
Kalo = Taro.

Kama'@ina = Native born, one born in a place, host.

Kane = Man, male.

Keiki = Child.

Konohiki = Headman of an ahupua‘a land division under thefchei
Kumu= Bottom, base, foundation, basis, title.

Kumu hula= Hula master, teacher.

Kuleana =  Right, privilege, concern, responsibility, etc.
Kupe'e = Bracelet, anklet.
Kupuna= Grandparent, ancestor, relative or close frigihe grandparents generation,

grandaunt, granduncle.

Lanai = Porch, veranda, balcony, booth, shed.
Lauhala = Pandanus leaf.
La‘au = 1. Young taro tops, especially as baked wdboaut cream and chicken or

octopus. 2. Hawaiian feast named for the taro &bpays served at one.

Maha'‘oi = Bold, impertinent, impudent, insolent, nervy, chgekide, forward, etc.
Mahele= Division, portion, section, zone, lot, piegepta, etc.

Mahi = Homosexual, hermaphrodite.

Malo = Males loincloth.

Maka'ainana= Commoner, populace, people in general; citizabject.

Mele = song.
Mo'1 = King, sovereign, monarch, majesty, ruler.
Moku = To be cut, severed, amputated, broken into.

Mu‘umu‘u = A loose gown.

Pa‘i = To slap, spank, beat, hit, clap; to print, publighsnap, as pictures; to break,
as a taboo.

Pahu = Box, drum, cask, chest, barrel, trunk, tank, caese,

Pa hula = Hula troupe, hula studio, place reserved for halacthg.

Pa‘'i = Womans skirt,pa‘i hula = hula skirt.

'U

on

o
I

People, persons, personnel, population, assgm@pgroup of, company of.
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‘Ohana= Family, relative, kin group, related, extendiaahily, clan.

Uehe = Hula step.

‘Ukulele =  Leaping flea. String instrument.

Umauma=  Cheast, breast.

Uniki = Graduation exercises, as for hula, lua fightind other ancient arts.
Wabhine = Woman, female.

Wana = A ray of light.
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Appendix B

On the Kuleana of a Kumu Hula

Amy Ku‘uleialoha Stillman
January 2008, ver. 5

The title of Kumu Hula commands great respect.h&t $ame time, there has emerged great
concern that the title has come to be used todyfraad without understanding or awareness
of the kuleana (responsibility) that the title oa@sr The title itself has a history, and that

history is not entirely crystal clear. There wetplna in the 1960s, for example, who did not

use the term kumu hula; instead they applied tisegdation loea to revered masters’ and only
to revered masters.

In the Hawaiian Dictionary by Pukui and Elbert, ttefinition of "’kumu hula” does not have
the all-encompassing sense of current usage. Ganlsav the Hawaiian Dictionary presents
the definition of kumu:

1. Bottom, base, foundation, basis, title (as tal)amain stalk of a tree, trunk, handle, root
(in arithmetic); basic; hereditary, fundamental.nkupali, base foot of a cliff. ‘lke kumu,
basic, fundamental knowledge. Ali‘i kumu, hereditashief. Alanui kumu, main street.
‘Auikumu, nominative case. Kumuakili, staff of a khili. Kumu nalu, source of waves, as
where surfing starts. Mai ke kumitka welau, from trunk to tip [all, entirely]. (PPN tumu.)

2. Teacher, tutor, manual, primer, model, patt&umu alaka‘i, guide, model, example. Ka‘'u
kumu, my teacher. Kumu ho‘alike, pattern, example, model. Kumu hula, hula beac
Kumu ku'i, boxing teacher. Kumu kula, school teachéumu leo mele, song book. Kumu
mua, first primer.

3. Beginning, source, origin; starting point of ipfeg. ho‘oc kumu To make a beginning,
originate, create, commence, establish, inauguratate, institute, found, start.

4. Reason, cause, goal, justification, motive, gds,) purpose, object, why. Kumu no ka ‘oki
male, grounds for divorce. Kumu ‘ole, without reaso cause. He aha ke kumu i ‘eha ai kou
wawae? What is the reason for your foot hurting?

The term kumu hula is ensconced within the secemdes of kumu; a teacher who is a guide

or model. Fundamentally, viewing this sense ofteat¢hrough the first definition affirms an
understanding that a kumu is a foundation. The gnwVv'l ola ra lala no ke kumu”
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underscores the vital life-giving function of a falation to that which it generates and
supports: The leaves live because of the trunk.

In hula, the kumu hula is a repository of knowledge

A kumu hula is a conduit of the hula tradition.

A kumu hula has learned the tradition from those whme before.

A kumu hula continutes to learn as more informabenomes available.

A kumu hula passes on the tradition to those whbcairy it into the future.

Each kumu hula has many kuleana.

A kumu hula is responsible to his or her own kuralah

A kumu hula is responsible to his or her own hauaman

A kumu hula is responsible to the mele and hulaisror her own care.

A kumu hula is responsible to the community for whioula matters.

A kumu hula is responsible to the stories, memareshistories related through mele and
hula.

A kumu hula must be vigilant about what is doné&ig name of hula.

It is the kumu hula’s kuleana to cultivate respeand for hula.

A kumu hula cultivates respect for the hula traxiti

A kumu hula cultivates respect for all of the iteased in hula, including costumes,
implements, teaching materials, the instructiopake, and the performance space.

A kumu hula cultivates respect for those who aiicdged to respectful practice of the hula
tradition.

A kumu hula cultivates respect for the Hawaiiangeas keepers of the tradition.

A kumu hula cultivates respect for the Hawaiiarglaege.

A kumu hula cultivates respect for thiea where the hula originated.

A kumu hula cultivates respect for the ancestoresgtefforts kept hula a living tradition.

The way that kumu hula are trained has evolveddretously within a matter of two or three
decades, a short time indeed in the centuries-alia thadition. Yet while the specifics of the
training of kumu hula have changed, the overalliraipn of kumu hula has remained
constant: to honor the kuleana to safeguard anglgga&nowledge about hula.

The status of "lkumu hula” has always been oneithearned through the recognition of peers
and the respect of haumana. The title is neverohest by oneself onto oneself. The title

should never be taken by anyone without a persaraiection to a kumu hula. A kumu hula

is someone who has received the blessing of hiseorown kumu. Those who have been
privileged to earn his or her kumu’s trust underdtevhy that trust has been earned, why it is
sacred, and why it must never be broken.

There are many many hula teachers in the preseasevjourneys have not included the
formalized and ritualized training structures thave emerged since the 1970s renaissance of
Hawaiian culture and language. There is no questlat their accomplishments and
contributions have entitled them to our respect. tlheir students, they have served as
foundations. Because of their efforts, the hulaitian remained alive. And through their
commitment to hula, many have, in fact, acquired emastered the knowledges necessary to
be foundations to their students in the present.
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The thoughts assembled here offer ways of thinkimgugh the kinds of knowledges and
understandings that could be useful to kumu htile hot a checklist for becoming a kumu
hula. The specifics of that process belong solelynose responsible for ensuring its integrity.

By putting these thoughts forward, | hope thesafsoand questions foster deeper awareness
and informed dialogue on the varied dimensions ofahand greater respect for the
knowledges that kumu hula draw on in perpetuatig\tenerable tradition.

These thoughts are based on conversations with rffudks over the years, and | am very
grateful for their patience with me as well as ithaia‘o. However, all responsibility for the
thoughts and opinions expressed here rests with me.

Questions on Hula Knowledges

agrwnE

14.

15.
16.
17.
18.

19.
20.
21.
22.
23.
24,
25.
26.

27.

28.
29.
30.
31.

Do you understand why hula is meaningfufigovaiian people?

Do you understand why mele is importartiuta?

Do you understand why mele is meaningfiHidovaiian people?

Do you know how to do research on mele?

Do you know how to confirm the accuracyyoics, resolve discrepancies, and remedy
deficiencies?

Do you know how to identify the haku mefecbants and songs?

Can you perform the dances you are teahing

Can you pronounce correctly the titleshef dances you perform and teach?

Can you pronounce the lyrics correctly?

Can you explain the content of the dancesaye teaching?

Can you translate a mele?

Do you know where to look for translations?

Do you know the differences among various/élen-English dictionaries? Do you
know why it matters?

Do you understand the concept of kaona?ddaupderstand its levels and its
limitations?

Do you understand the proverb i &kelo ke ola, i kadlelo ka make?

Do you understand how the words of mele Ipayeer?

Do you know traditional hula vocabulary?

Do you know the names for basic feet in yeacher’s tradition? And in at least one
other tradition?

Do you know how to analyze dance movement?

Do you know how to finetune students’ dag@in

Do you understand the concept of muscle nmgmoyour teaching?

Do you know how to diagnose and correctestuérrors and/or bad habits?

Do you know what is appropriate to teachdifferent age groups?

Do you know how to explain what the hultoiyour audiences?

Do you know how to explain what the hultigotential clients?

Every hula performer is a cultural ambassddo you know how to respond when
strangers laugh and do "air wave” handiomst?

Do you know how to prepare your student@spond when strangers laugh and do "air
wave” hand motions?

Can you play ‘ukulele?

Can you operate a CD player?

Can you operate an iPod?

Do you know how to select music for hula?
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32.
33.
34.
35.

36.
37.
38.
39.
40.
41.
42.
43.
44.
45.
46.

47.
48.
49.
50.
51.
52.
53.
54.
55.
56.
57.
58.
59.
60.
61.
62.
63.
64.
65.

66.
67.
68.
69.
70.
71.
72.
73.
74.
75.
76.

77.

Do you know where to look for music?

Do you know how to speak into a microphoifiecévely?

Do you know how to give instructions to nouens?

Do you understand our moral imperative fagpsut Hawaiian music recording artists by
recommending that your students purchd3e i@stead of circulate copies—thereby
depriving the artists of fair compensationtheir labor?

Can you pronounce the names of the hulaemeihts correctly?

Do you know the conventions of kiifor the various implements?

Can you perform or teach a hula auana wsige or double pufili?

Can you perform or teach a hula ‘auana usimgje or double ‘uli‘uli?

Can you perform or teach a hula ‘auana ugudpeke ‘ole?

Do you know how to care for hula implements?

Do you know how to select appropriate leidancers?

Do you know how to make lei?

Do you know how to care properly for lei?

Do you know how to select plant materialsléi?

Do you know how to gather plant materialsléimaking in an environmentally
sensitive way?

Do you know how to combine plant material$ei?

Do you know how to select costumes?

Do you know how to make costumes?

Do you understand color significance in gosts and lei?

Do you know how to secure costumes andnelancers?

Do you know names of flowers for each istand

Do you understand how to use costume styleshance dancers’ bodies?

Do you understand how to use costume styleshance the dance movements?
Do you know how to care properly for costsfhe

Can you oli?

Can you pa‘i an ipu?

Do you know the names of the rhythms pldyethe ho‘opa‘a?

Do you know which rhythms are traditionalga?

Can you pa‘i a pahu?

Do you know which rhythms are traditionaptthu?

Do you know why the rhythms for ipu and pahe not interchangeable?

Do you know when a mele should be accompamnyeone and not the other?
Do you know the protocols surrounding the arsd placement of ipu heke?
Do you know the protocols surrounding the arsd placement of the dancer’s
implements?

Can you perform or teach a hula noho usuig kma?

Can you perform or teach a hula noho usaigymauma?

Can you perform or teach a hula noho usinig?

Can you perform or teach a hula noho usaig'&u?

Can you perform or teach a hula noho usuidgd

Can you perform or teach a hula noho usitigli?

Can you perform or teach a hula noho ugng i

Do you know how to create new hula ‘auana?

Do you know how to create new hula kahiko?

Do you know how to choreograph using the limlplements?

Do you know how to create new implementlimg? Do you understand when it is
appropriate to do so?

Do you know how to create new hula stepsy@ounderstand when it is appropriate to
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78.
79.
80.
81.
82.
83.
84.

85.
86.
87.
88.
89.
90.
91.
92.
93.
94.
95.

96.
97.
98.
99

100.
101.
102.

103.
104.

105.
106.
107.
108.
109.
110.
111.
112.
113.

114.

115.

116.

117.

do so?

Do you know vocabulary for types of mele?

Do you understand why certain types of raedemore appropriate for hula than others?
Do you understand why certain types of raedéenot appropriate for hula?

Do you understand the differences amongmifit styles of oli?

Do you understand which styles of oli arprapriate with which kinds of mele?

Do you understand which styles of oli arprapriate in which kinds of situations?

Do you know the protocols for ordering clsaemd hula within a traditional hula
program?

Do you know names of plants for the kuahlahu

Do you understand the role of pule in yaaching and performing endeavors?

Do you know how to address Laka?

Do you know how to address Kapakina‘u?

Do you understand why sacred dances arewuted by kapu?

Do you understand why some dances and mel@ere sacred than others?

Do you know how to focus your students’ raiten?

Do you know how to treat your own kumu wigspect?

Do you know the sources of the hula and shyou learned from your kumu?

Do you know your kumu’s hula genealogy?

Do you know who are historically significatturces in hula lineages other than your
own?

Do you know how to treat your fellow kumudnaolleagues with respect?

Do you know how to treat other people’s kumith respect?

Do you know how to treat haumana of othenlkunula with respect?

Do you earn the respect of your haumanaaasdf expect it?

Do you earn the trust of your haumana instéakpect it?

Do you know how to nurture passion for halgour haumana?

Do you know how to nurture haumana to becasponsible for their hula knowledge,
skills, implements, and costumes?

Do you know how to recognize and cultivateamana’s passion when s/he
demonstrates it?

Do you know how to assess whether a studeadequately prepared to be trusted with
increased responsibility?

Do you know how to protect your students froegative energy?

Do you know how to protect your reputation?

Do you understand why your kumu taught yawtay s/he did?

Do you understand why knowledge is sometwvidtheld from students?

Do you know the proverb "A'ohe pau ka ‘ikka halau ho‘okahi”?

Do you live by it?

Do you know how to offer evaluation and créim constructively?

Do you understand your kuleana to speak wgnwsbmething is not pono?

Do you understand when it is not approptiatgpeak up when you see something you
think may not be in the best interest b

Do you understand your kuleana to maintagrstills and knowledge you have received
from your kumu?

Do you understand why some dances must b&taireed exactly in the style in which it
came to you?

Do you understand what is hewa about takingxasting choreography and changing

parts of it?
Do you strive for new knowledge beyond what yeceived from your kumu?
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118.

119.
120.

121.

122.

123.
124.
125.
126.
127.

Do you understand your kuleana to pass oskille and knowledge you have received
so that it does not end with you?

Do you empower your students to exceed yaur konowledge and capabilities?

Do you understand your kuleana to impartskihd knowledge only when haumana are
ready to receive it?

Do you understand your kuleana to share skills and knowledge with your
community?

Do you understand your kuleana to contindeam about mele and hula on your
journey through life?

Do you understand the kuleana to contribmtee hula tradition?

Do you know vocabulary for Hawaiian values?

Do you live by them?

What is your motivation for being or becomagumu hula?

A kumu is a foundation. Do you possess sefiicknowledge and passion to be a
foundation in hula for your students?

109



Bibliography

Aloha Senteret
2010, Hovedside Accessed electronically on February™ 22010 through

http://www.alohasenteret.no/

Anderson, Benedict
[1983]1994, Imagined Communities Nationalism J. Hutchinson and A. Smith (eds.)
pp. 89-96. Oxford: Oxford University Press.
Barnes, Philip K.
1999, A Concise History of the Hawaiian Islanddilo: Petroglyph Press.
Barrere, Dorothy B., Mary Kawena Pukui and Mariosll&y
1980, Hula: Historical Perspectives IRacific Anthropological Recordsno. 30.
Honolulu: Bishop Museum Press.
Barth, Fredrik
[1969] 1994, Introduction INEthnic Groups and Boundaries: the Social Organati
of Cultural DifferenceOslo: Universitetsforlaget.
Bateson, Gregory
1972, Steps to an ecology of mind: Collected essays thrapology, psychiatry,
evolution and epistemolog$an Francisco: Chandler.
Beaglehole, John C.
1967, The Journals of Captain James Cook on his Voyafj&saovery: the Voyage
of the “Resolution” and “Discovery. 1776-1780. Cambridge: University Press.
Beechert, Edward D.
1985,Working in Hawaii: a labor historyHonolulu: University of Hawai‘i Press.
Bender, Barbara
1993, Introduction INLandscape: Politics and Perspectivé& Bender (ed.) pp. 1-17.
Oxford: Berg Publishers.
Braun, Randy J.
2008,Hula — Na ‘Olelo O Ka Pu‘uwaiAccessed electronically on June™fArough
http://www.randyjaybraun.com/woh.html
Chinen, Jon J.
1958, The Great Mhele: Hawaii’s land division of 184&o0l.1, ' edition. Honolulu:

University of Hawai‘i Press.

110



Cohen, Anthony P.
1993, Culture as identity: an anthropologist’s vildlvNew Literary History vol. 24,
pp. 195-209.

Condevaux, Auriélie
2009, Muiori Culture on Stage: Authenticity and Identity irourist Interactions,
Anthropological Forumvol. 19, no. 2, pp. 143-161. Routledge.

Conklin, Beth A and Laura R.Graham
1995, The Shifting Middle Ground: Amazonian Indiam&l Eco-Politics INAmerican
Anthropologist, New Series. vol. 97, no. 4 (Dec., 1995), pp. 626-7Blackwell
Publishing.

Cranston, Maurice William
1991, The Noble Savage: Jean-Jacques Rousseau 1754-0%32 The University of
Chicago Press.

Daws, Gavan
1968, Shoal of time: a history of the Hawaiian Island$SA: University of Hawai'i
Press.

Desmond, Jane C.
1999, Staging Tourism; Bodies on Display from WaikikiSeaworld Chicago and
London: the University of Chicago Press.

Dudley, Michael K.
1990, A Hawaiian Nation I: Man, Gods and Naturklonolulu: Ni Ka Kane O Ka
Malo Press.

Emerson, Nathaniel B.
1998, Unwritten Litterature of Hawali'i; the Sacred Song$ the Hula Honolulu:
Mutual Publishing.

Encyclopaedia Britannica
2010, California. Accessed electronically on October "26 through
http://www.britannica.com/EBchecked/topic/89503/@ahia
2009, Hawaii. Accessed electronically on October ™26 through
http://www.britannica.com/EBchecked/topic/257 332\t
2009, Nijhau. Accessed electronically on  October ™26 through

http://www.britannica.com/EBchecked/topic/4151 36AEu

2009, Honolulu Accessed electronically on October ™26 through
http://www.britannica.com/EBchecked/topic/27106 2Admlu

111



2009, Hilo. Accessed electronically  on October ™26 through
http://www.britannica.com/EBchecked/topic/265966dHi

Expedia
2010, Hoteller i Honolulu Accessed electronically on February"12010 through
http://www.expedia.no/Hotebs

Friedman, Jonathan
1992, Myth, History, and Political Identity IRultural Anthropologyvol. 7 no. 2, pp.
194-210. Blackwell Publishing.
1992, The Past in the Future and the Politics eftitly IN American Anthropologist
New Series, vol. 94, no. 4 (December), pp 837-8b&ckwell Publishing.
1993, Will the real Hawaiian please stand; Anthtogsts and natives in the global
struggle for identity inBijdragen tot de Taal-, Land- en Volkenkunde, Radijt
tradition and change in the Pacific 14%9. 4, pp 737-767. Leiden.

Geertz, Clifford
1974, “From the Native's Point of View” On the Mat of Anthropological
Understanding INBulletin of the American Academy of Arts and Sa@enml. 28, no.
1 (October 1974), pp 26-45. USA: American Acaderhrbs and Sciences.
1988,Works and lives: the anthropologist as auth@alifornia: Stanford University
Press.

Goffman, E
1959, The Presentation of Self in Everyday LNew York: Doubleday.

Harvey, Graham & Charles Dillard Thompson Jr.
2005,Indigenous diasporas and dislocatioliEngland: Ashgate Publishing Limited.

Hawai‘i Nation
2009, Hawaiian Homes Commission Adiccessed electronically on Decembét 3
2009 throughhttp://www.hawaii-nation.org/hhca.html#%C2%A7%20201

Hirsch, Eric
1995, Landscape: Between Place and SpacdhBl Anthropology of Landscape:
Perspectives on Place and SpaEeHirsch and M. O’Hanlon (eds.). pp. 1-30. Oxifor
Clarendon Press.

Hobsbawm Eric & Terrence Ranger
1983, The Invention of TraditianUnited Kingdom: Cambridge University Press.

112



Kaeppler, Adrienne L
1972, Acculturation of Hawaiian Dance Nearbook of the International Folk Music
Council Vol. 4, 28" Anniversary Issue, pp. 38-46. International Colrfoir
Traditional Music.
1993, Hula Pahu; Hawaiian Drum Dances. Ha‘a ancaHRdhu: Sacred Movements
seriesBulletin in Anthropology 3vol. 1. Honolulu: Bishop Museum Press.
2004, Recycling Tradition: A Hawaiian Case Studydnce Chronicle: Studies in
Dance and the Related Artgol. 27, issue 3, pp. 293-311. Philadelphia: daynd
Francis.

Kame‘eleihiwa, Lilikala
1992,Native Land and Foreign Desirgdonolulu: Bishop Museum Press.

Kanahele, George S.
1979, The Hawaiian RenaissancEkamehameha Schools. Accessed electronically on
April 3 through the Kamehameha Schools Archive at
http://kapalama.ksbe.edu/archives/pvsa/primary¥Z3220kanahele/kanahele.htm

Kanahele-Frias,
2006,Face of America: Hawai'i | Kekuhi Kanahele-Friageénview Accessed
electronically on June"2through

http://www.youtube.com/watch?v=nxi7sgOolpo&featupstated

Kanaka‘ole, Kaumakaiwa
2009, Conversation with Kaumakaiwa Kanaka'ol&ccessed electronically on June
2" 2010 throughnttp://www.youtube.com/watch?v=eKlsa46zxEA&featuslated

Kauanui, Khaulani J.
2008, Hawaiian Blood: Colonialism and the Politics of 8o®ignty and Indigeneity
Durham: Duke University Press.

Keesing, Roger
1982, Kwaio Religion: The Living and the Dead in a Solomsland SocietyNew
York: Columbia University Press.
2000, Creating the Past: Custom and Identity in @@ntemporary Pacific IN
Voyaging through the contemporary Pacifie. L. Hanlon and G. M. White (eds.).
Pacific Formations. USA: Rowman and Littlefield fsbers Inc.

Kelley, Keala A.
2008, Noho Hewa: the wrongful occupation of Hawailhndependent documentary

film.

113



Kupihea, Moke
2004, The Seven Dawns of the Aumakua: the Ancestralt Spadition of Hawai'‘i
U.S.A.: Inner Traditions International.

Kurokawa, Yoko
2004, Yearning for a Distant Music; consumption of Hawaiimusic and dance in
Japan PhD thesis, University of Hawai‘i. Honolulu.

Kichler, Susanne
1993, Landscape as Memory: The Mapping of Procesdsita Representation in a
Melanesian Society INlandscape: Politics and Perspectivés Bender (ed.). pp 85-
106. Oxford: Berg Publishers.

Linnekin, Jocelyn
1983, Defining Tradition: Variations on the Hawaiialdentity IN American
Ethnologist vol. 10, no. 2 (May), pp 241-252. American Anthotogical Association:
Blackwell Publishing.

McGregor, Davianna P.
2006,Na Kua'gina: living Hawaiian culture Honolulu: University of Hawai'‘i Press.

Mele.com
2010, Halau Hula (Hula Schools)Accessed electronically on Februar§f 2010

throughhttp://www.mele.com/resources/hula.html

Morphy, Howard
1993, Colonialism, History and the Politics of Rlatche Politics of landscape in
Northern Australia IN.andscape: Politics and Perspectivé& Bender (ed.). pp. 205-
242, Oxford: Berg Publishers.
1995, Landscape and the Reproduction of the AraleBarst INThe Anthropology of
landscape: Perspectives on Place and Sp&cHirsch and M. O’Hanlon (eds.). pp.
184-209, Oxford: Oxford University Press.

Na‘ope, George Lanakilakeikiahiali‘i
2006, It's My Life INHumu Mo‘olelo — Journal of the Hula Artgol. 01, no. 01, pp.
16-43. China: Humu Mo‘olelo LLC.

Ohnuma, Keiko
2008, “Aloha Spirit” and the Cultural Politics oeftiment as National Belonging IN
The Contemporary Pacificvol. 20, no. 2, pp. 365-394. Honolulu: Universiby

Hawai'i Press.

114



Pukui, Mary Kawena & Samuel H. Elbert
1986, Hawaiian Dictionary Revised and Enlarged Edition. Honolulu: Universf
Hawai‘i Press.

Ruse, Christina
1999, Oxford Student's Dictionary of Current Englis@™ edition. Great Britain:
Oxford University Press.

Sahlins, Marshall
(1985)1987|slands of HistoryChicago: The University of Chicago Press.
1993, Goodbye to Tristes Tropes: Ethnography in @uatext of Modern World
History IN The Journal of Modern Historyol 65, no. 1, pp 1-25. The University of
Chicago Press.

Sands, Robert R.
2002,Sport EthnographyChampaign, IL: Human Kinetics.

Schevchenko, Olga
2009, Sacred fire of Pele, Goddess of Hawai‘i Volcak@cessed electronically on

June 28 2010 througthttp://www.olgashevchenko.com/sacredfire.html

Silva, Noenoe K.
2004,Aloha Betrayed: Native Hawaiian Resistance to Acaer Colonialism U.S.A.:
Duke University Press.

Singer, Andre
1985, Bronlislaw Malinowski: Off the Verandah II$trangers Abroad.VHS.
Birmingham: Central Independent Television.

Solomon, Thomas
2000, Dueling landscapes: Singing places and idestin Highland Bolivia IN
EthnomusicologySpring 2000. vol. 44, no. 2. Academic Researchdripr

Stillman, Amy Ku‘uleialoha
1982, Annotated Bibliography of Hula INthe Hula J. Hopkins (ed.) pp. 180-87.
Hong Kong: APA Productions.
1987, Published Hawaiian SongbooksNNtes.vol. 44, pp. 221-39.
1989, History Reinterpreted in Song: The Case efHhwaiian Counterrevolution IN
Hawaiian Journal of Historyvol. 23, pp. 1-30.
1994, Na Lei o Hawai'i: On Hula Songs, Floral Enbe Island Princesses, and Wahi
Pana INHawaiian Journal of Historyvol. 28, pp. 87-108.

115



1995, Not all Hula Songs Are Created Equal: Readimg Historical Nature of
Repertoire in Polynesia IMearbook for Traditional Musia/ol. 27, pp. 1-12.
1996, Hawaiian Hula Competitions: Event, RepertoPerformance, Tradition IN
Journal of American Folklorevol. 109, no. 434, pp. 357-380. American Folklore
Society.
1998, Sacred Hula: The Historical Hula Ala‘apapaulletin in Anthropology 8.
Honolulu: Bishop Museum Press.
1999, Globalizing Hula INVearbook for Traditional Musjovol. 31 (1999), pp. 57-66.
International Council for Traditional Music.

Strong, Pauline Turner and Barrik van Winkle
1996, “Indian Blood”: Reflections on the Reckoniagd Refiguring of Native North
American Identity INCultural Anthropologyvol. 11, no. 4, pp. 547-576. American
Anthropological Association: Blackwell Publishing.

Tamisari, Franca
2000, The Meaning of the Steps is in Between: Dapcand the Curse of
Compliments INAustralian Journal of Anthropologyol. 11, no. 3 (Dec., 2000), pp.
274-286. Sydney: The Anthropological Society of Neauth Wales.

Tengan, Ty P. Ewika
2008, Native Men Remade: Gender and Nation in Contempgoksawai‘i. U.S.A.:
Duke University Press.

Toren, Christina
1995, Seeing the Ancestral Sites: TransformatianSijian Notions of the Land IN
The Anthropology of Landscape: Perspectives onéPta SpaceE. Hirsch and M.
O’Hanlon (eds.). pp. 163-183. Oxford: ClarendonsBre

Trask, Haunani-Kay
1987, The Birth of the Modern Hawaiian Movement:ldtaa Valley, O‘ahu IN
Hawaiian Journal of Historyvol. 21, pp 126-152. Honolulu: Hawaiian Historical
Society.
1999, From a Native Daughter: Colonialism and SovereigmyHawai‘i. Honolulu:
University of Hawai'‘i Press.
2000, Natives and Anthropologists: The Coloniau§gle INVoyaging through the
contemporary PacificD. L. Hanlon and G. M. White (eds.). Pacific Fations. USA:

Rowman and Littlefield Publishers Inc.

116



Volcano Art Center
2009,PerformancesHula Kahiko Series. Accessed electronically obr&ary ¢
2010 throughnttp://www.volcanoartcenter.org/cgi-
bin/vac?!1aT9ntodfOIfOQn{70Kj11rjnOTMfzlon0ro7f838&rrn1iOm2bUr4jH8G18f
2nenneXldnsdivEObbutanhTnfzlonUrgvkv22KflrOone9rHdA F62ZRvg9
Worldatlas

2010,Large colour map of Hawai‘iAccessed electronically on May*22010
through

http://www.worldatlas.com/webimage/countrys/nanmfisstates/Igcolor/hicolor.htm

117



