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 public sculptures that are not often 
seen outside of Papua New Guinea.

The design is a delight: landscape 
pages with lots of white space and text 
surrounded by lively images of birds, 
animals, and spirits, some familiar 
from the widely circulated styles 
of Akis and Kauage. The version I 
reviewed had a few photos strangely 
turned on their side, but that may 
well have been due to the format I 
was working with on a computer 
download. Many of the black-and-
white photos are stunning for the 
events  captured and for their rarity, 
 irrespective of formatting.

The text includes links to clips and 
other information on topics such as 
“women in contemporary society,” 
“the Baining Fire Dance,” “carved 
canoes,” “the Asia Pacific Triennial 
of Contemporary Art,” and “bamboo 
bands.” The volume also includes 
an impressive mix of essays, gallery 
catalogs, and YouTube clips. The 
author admits to her amateur status 
as a photographer and the spontane-
ous nature of some of the fieldwork 
clips, but regardless, they are all 
visually captivating and informative 
and suggestive of immense possibility 
for future works on Oceanic art to 
bridge the gaps between artists, col-
lections, and audiences in homelands 
and abroad. One envisages more links 
being added in later editions. Her style 
is clear and personal—people-centered 
as well as descriptive of the works. 
Academics dedicated to a specific art 
form or region might want a bit more 
detail, but in a national survey like 
this, Cochrane covers major art areas 
and manages to pack in a good deal of 
information about each one. There is 
a bit more on the PNG Highlands and 

a bit less on the Sepik than might be 
expected through the first three-quar-
ters of the book, but this is rebalanced 
with a “Sepik journey” toward the 
end, tracking movements from village 
production to global circulation.

The book is divided into three 
sections: a survey of “the Arts of 
Papua New Guinea”; “Kastom and 
Contemporary Culture,” covering 
artistic collaborative work, women’s 
creative work, natural resources, body 
art, singsing performances, and the 
spiritual as manifest in haus tambaran 
and haus lotu; and “Village-Urban-
Global.” This last section marks a 
particular strength of the publica-
tion in that it deals with PNG art as 
a dynamic, living thing (sometimes a 
bit too dynamic, as seen in the paint-
ing of police chasing street art sellers 
away!), not something to be fixed in 
“authentic tradition” and abstracted 
away from lived contexts as objects 
for a gallery. There is a solid bibliogra-
phy and a short glossary. For anyone 
 wanting to introduce a friend or 
student to PNG art, this is definitely 
the book to go with, and it is a visual 
treat in itself.

paul sharrad 
University of Wollongong

* * *

I Ulu I Ke Kumu, edited by Puakea 
Nogelmeier. 2011. The Hawai‘i-
nuiākea Monograph Series 1. Hono-
lulu: The University of Hawai‘i Press. 
isbn 978-0-9845666-0-0. Illustra-
tions, references. Paper, us$16.00.

The inaugural volume of the Hawai‘i-
nuiākea Monograph Series, edited 
by Puakea Nogelmeier, explores the 
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multiplicity of Hawaiian knowledge 
and how its tendrils weave into the 
fabric of the Hawaiian (Kanaka ‘Ōiwi) 
community. This striking collection 
of essays, covering a range of con-
texts and issues, highlights the fact 
that indigenous knowledge persists 
across time in oral and written stories, 
memory, and lived experience. It 
is bound in newspapers, language, 
frameworks, collectives, and indi-
viduals. It grows through stories, 
conversations, research, reflection, 
practice, and teaching. These intercon-
nected multimodal sites of knowledge 
taken together give voice to the title 
of this volume—I Ulu I Ke Kumu—
which robustly might be translated as 
“emergence, growth, and inspiration 
are outcomes resulting from one’s 
origin, foundation, purpose, and 
 guidance” (ix).

“The Poetry of Kamehameha I: 
Jewels in the Dust,” by Nogel-
meier, artfully tells the story of how 
Hawaiian-language papers evolved in 
purpose over the course of more than 
a century (1834–1948). Of particular 
interest is how these newspapers pro-
vided an arena for making available 
traditionally private knowledge, such 
as mele inoa (name chants) written by 
Kamehameha I in 1813 and passed 
through oral memory by small groups 
of skilled individuals, to an increas-
ingly literate national audience in 
1861. Nogelmeier suggests that the 
mele inoa recorded in written form are 
jewels that reflect changing relation-
ships toward the preservation and 
transmission of traditional Hawaiian 
knowledge. His piece also captures the 
contributors’ urgency to encourage 
readers to view these cultural artifacts 
with a critical eye and to participate in 

a dynamic community that is drawing 
on the rich knowledge passed down 
through generations. This urgency 
resonates with the objectives of this 
monograph series to engage Kānaka 
‘Ōiwi in critical discourse and simul-
taneously add to the repository of 
traditional knowledge with contem-
porary perspectives.

In “Acts of Beauty: Here and 
Abroad,” Nahua Patrinos transports 
the story of “Hi‘iakaikapoliopele:  
Ka wahine i ka lā, ka u‘i palekoki uila 
o Halema‘uma‘u” from the Islands 
to California as a site for exploring 
identity as grounded in a culture. 
Patrinos challenges her students to use 
this indigenous narrative as a trans-
formative theoretical tool that reaches 
beyond introducing Hawaiian culture 
to unlocking indigenous epistemology 
for the purpose of self-understanding 
and informed participation in the 
global community. Patrinos’s course 
on indigenous knowledge raises the 
question, “How do we transfer the 
knowledge of culture from one group 
of people to another?” (23). In the 
context of this volume, it also raises 
the question of what it means to share 
cultural knowledge within the Hawai-
ian community, especially because 
proximity to place does not necessarily 
indicate access to rooted and potent 
information.

Similarly, the issue of accessibil-
ity of cultural knowledge is visible in 
Kau‘i Sai-Dudoit’s essay, “Kahu i ke 
Ahi: Tending Fires.” In it she chroni-
cles how struggling with and making 
sense of dissonant lived experiences 
that assigned to cultural knowledge 
and history differing values—from 
dismissive to empowering—prompted 
her sometimes tacitly and sometimes 
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explicitly to prioritize sociocultural 
choices about how to live, work, 
 nurture, and grow information 
 benefiting the Hawaiian community. 
The puzzle pieces of Sai-Dudoit’s 
personal narrative as an individual, a 
mother, and a scholar solidly position 
her, to borrow from her metaphoric 
framing, as a keeper of essential 
Hawaiian knowledge that can light the 
way for others negotiating their way 
to a place at the fire.

It is clear that Robert Uluwehiona-
puaikawēkiuokalani Cazimero, like 
Sai-Dudoit, is a keeper of the fire. The 
subtitle of his article, “Simple Truths, 
Profound Gratitude,” is “I won’t ever 
embarrass my kumu.” Cazimero’s 
pathway from ka pua no‘eau (the 
gifted learner) to kumu hula (hula 
teacher) illustrates how touch points 
of shared experience with his own 
kumu hula apprenticed him into his 
responsibility of teacher. At the heart 
of this transition came the realization 
that a crucial component of being 
a teacher is the ability to position 
oneself with respect to one’s students 
as a co-learner by asking, “What can 
we learn together?” This inclusive 
community of learning ties together 
the past with a present extending 
perpetually into the future. Cazimero 
gives voice to the power and magic 
and the awareness that joint participa-
tion brings knowledge to life through 
shared experience. 

“Mai Ke Kumu Aku: A Teacher’s 
Vision,” by Meleanna Aluli Meyer, 
builds on conceptions of Kanaka 
‘Ōiwi teaching by demonstrating 
how educational best practices and 
cultural ways of learning can inform 
a distinctly Hawaiian framework of 
teaching and learning that is situated 

firmly in a place and people. Impor-
tantly, her approach to teaching the 
arts in diverse settings, spanning 
informal and formal contexts, as well 
as with diverse populations of learn-
ers, poses the important question of 
how teachers can leverage funds of 
knowledge to found a Hawaiian arts 
program. Meyer points to the dearth 
of curricula in our schools and our 
community grounded in the art of the 
people and in the lived experiences 
of the Hawaiian students creating the 
art. Her chapter builds on a pervasive 
thread throughout the volume that 
underscores the need for Hawaiians to 
locate themselves in learning contexts 
that inspire rather than discourage 
 creation, from artists’ sparks of inten-
tion and initial ideas to the making-
public of completed works—for 
instance, by encouraging art students 
to participate in the discursive prac-
tices of cultural knowledge as part of 
the  creative process. 

A strength of this volume as a 
public forum for exploring traditional 
knowledge is the inclusion of two 
untranslated pieces written in ‘ōlelo 
Hawaii. Kawena Komeji’s piece, “No 
ka ‘Ōlelo Hawai‘i: He Mau Kuana‘ike 
Mai Nā Nūpepa ‘Ōlelo Hawai‘i Mai,” 
written for a graduate-level Hawai-
ian studies course at the University 
of Hawai‘i at Mānoa, explores the 
perspective of contributors to Hawai-
ian-language newspapers with respect 
to Hawaiian as a dynamic, living 
language evolving to reflect a chang-
ing sociocultural landscape. These 
issues persist today as the number of 
Hawaiian speakers rapidly increases, 
concurrent with an ever-changing 
context in which speakers cultivate the 
language. Kaiwipuni Lipe’s inter-
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view, “Current Viewpoint: I Ulu I Ke 
Kumu: A Conversation with Naomi 
Noelanioko‘olau Clark Losch,” con-
ducted in Hawaiian, captures spoken 
mo‘olelo as well the perspective of a 
prominent educator committed to the 
Hawaiian-language movement. Taken 
together, these pieces provide a bridge 
between Kanaka ‘Ōiwi speakers of 
the past and contemporary speakers 
of the language. The implicit linkage 
between ‘ōlelo Hawai‘i across time 
underscores the importance of the 
written and spoken word as reposito-
ries of knowledge, sites of knowledge 
transmission, and tools for knowledge 
production. There is power in words, 
and Kanaka ‘Ōiwi, regardless of 
whether they can speak and read the 
language, benefit from ‘ōlelo Hawai‘i 
being used in public spaces such as 
this monograph.

Isabella Kauakea Yau Yung Aiona 
Abbott’s reflection on I Ulu I Ke 
Kumu, facilitated by Nogelmeier, 
resonates with the intent of the mono-
graph to grow, inspire, and guide. Her 
insight—that we do not have to go it 
alone—is simple and profound, yet 
hard to put into practice even though 
it is common sense. She stresses that 
Hawaiians who are committed to 
teaching and learning both personally 
and professionally, whether through 
the arts, language, teaching, or criti-
cal scholarship within the academy, 
do not need to wayfind in isolation. 
Abbott reinforces one of the broader 
goals of the monograph series to 
reinforce that we are part of a learn-
ing community; as such, individual 
learners should not be afraid to ask 
for help, and, conversely, those in a 
position to help should offer support 
to those who ask for it.

The Hawai‘inuiākea Monograph 
Series provides a welcome context for 
bringing diverse perspectives and posi-
tionality to bear on relevant issues that 
impact the Kanaka ‘Ōiwi community. 
Each volume in the series explores the-
matically linked pieces that challenge 
readers to think and reflect in cultur-
ally meaningful ways. As the first vol-
ume, I Ulu I Ke Kumu features a col-
lection of works connected to teaching 
and learning from academics, practi-
tioners, and kūpuna (elders), as well 
as the collective community past and 
present, and it serves as a general call 
to Kanaka ‘Ōiwi to engage in dynamic 
dialogue about our stories, lived expe-
riences, and cultural memory. Readers 
will also be interested in the second 
volume of this series, I Ulu I Ka ‘Āina 
(edited by Jonathan K Osorio, 2013), 
focusing on land, and the third, ‘Ike 
Ulana Lau Hala (edited by Lia O’Neill 
Keawe, Marsha MacDowell, and Kurt 
C Dewhurst, 2014), focusing on lau 
hala (pandanus leaf) and exploring 
weaving traditions in Hawai‘i. Taken 
together, the monograph series is 
providing a potent space for individu-
als committed to thinking critically 
about issues that we should grapple 
with as a community. Furthermore, it 
serves as a forum for Kanaka ‘Ōiwi 
to engage, collaborate, and learn from 
one another while building capacity 
to produce and promote high-quality 
research and inquiry and a culture of 
scholarship.

kirsten kamaile  
noelani mawyer 
University of Hawai‘i–Mānoa

* * *


