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IntrodUdiOD 

CHAPTER I 

ORIGINAL THESIS PROPOSAL 

For the past ten years, my goal has been to distinguish the art form ofhula as 

equal to other performing arts. I believe that hula has the inherent qualities and 

characteristics that make it resonate along side other forms. Examples from performing 

arts such as opera, ballet, musical theatre and drama are highly designed art forms that 

use the body as its instrument for communication and expression. Hula is no different; it 

is a communicative form that expresses the feelings and thoughts ofa specific group of 

people from a geographic location who have a specific vocabulary of movement. 

While I have personally succeeded in achieving this goal by participating in 

concerts at the University ofHawai'i, self-producing hula concerts, and touring witb my 

own performing company, I have also come to understand that being on the stage also 

carries "artistic responsibility." That "responsibility" is divided into two areas. The first 

deals witb the quality of work placed on a stage: the challenges of choreography, time, 

energy, and flow as well as the artistic excellence which make up the performance. The 

second area of responsibility deals with maintaining the cultural integrity that challenges 

each artist. Throughout my studies at the University ofHawai'i Dance Program, I have 
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come to understand the values of these two areas of artistic responsibilities and believe 

that they are an integral part of any creation or presentation of choreography in dance or 

any of the perfurming arts as a whole. 

Pulling together my goals of placing hula on a proscenium stage and 

incorporating ideas of artistic responsibility, I propose to use movement characteristic of 

hula to choreograph to the music of Joseph Haydn's Creation; the dance piece will be 

called Kumu Honua ... Creation. The fucus fur my thesis is to create a dance piece that 

will challenge the goals set furth above and my own choreographic abilities; a dance 

piece that will allow me to explore different avenues of expression, movement and 

interpretation using hula vocabulary and western choreographic structure; and, a piece 

that will confront the audience's perception of hula and to ask the questions: ''What is 

hula? What is dance?" 

Focus 

This project's fucus is to bring to the furefront a dance piece that challenges the 

conventional perception of hula and fuses a vocabulary of hula movements with western 

choreographic structure. Hula is an interpretive dance furm that tells the story of myths, 

legends, feelings and human emotions. Generated by a text, the movements within hula 

are created as gestures of poetic expressions. The presentation of hula is generally 

frontal; the perfurmer tRees the audience most of the time, and the dancers all move 

simuhaneously. Qua1ity of movement, style and execution add to the artistic expression 

and as in all dance furms cultural expressions are inherent. 
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My style of dance is rooted in the styling of Hula Master Maiki Aiu Lake. Often 

credited as the mother of the Hawaiian Renaissance (1970's), Mrs. Lake fucused her 

movements to reflect the dances of the Monarchy period in Hawai'i, (middle 1800-

1900). Her choreography reflects the gentle mannerisms and upright movement of court 

dances and was labeled hula ku 'j by her Hawaiian elders because it reminded them of 

that particular era and genre ofhula. 

The hula ku 'j of the middle to late 1800's evolved from a fusion ofhula 

movements with social dances, European court dances and along with secular as well as 

non-secular music to the Hawaiian Islands. The styling consisted of gentle mannerisms 

and movements that were based on the shoulder held high, arms fully extended and the 

upper and lower torso often rotating on a perpendicular axis with sequential movements 

accentuated through the body. It is this ku 'j style ofhula I wish to use in the 

choreography of Haydn's Creation. 

Text is often the basis fur hula. It provides grounding fur descriptive movements. 

Thus, using the text from Haydn's Creation would be the natural avenue to create my 

choreography. However, my choreography will take a different route. My vision is to 

have the choreography fucus on Haydn's music and to explore the symphonic sound and 

general homophonic texture that borrows from the lighter, singing quality of the operatic 

style ofhis music. The text, although still vitally important, has become secondary to my 

fucus fur this dance piece. 

The choreography will consist of six individual dance pieces (approximately 20 

minutes altogether) accompanied by Haydn's compositions as recorded by the Atlanta 
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Symphony Orchestra and Chamber Chorus. The English version by Robert Shaw will be 

used. The presentation/story will revolve around the first three days of creation 

according to the Bible. The recitatives from the score will be removed in order to keep 

movement and choreographic structure the primary fucus. The fullowing music 

selections will be choreographed and perfurmed: 

Aria and Chorus: 

Chorus and Soprarw: 

Aria: 

Aria: 

Chorus: 

Chorus with Solo: 

Now vanish before the holy beam 

The marv '/ous work beholds amoz'd 

Rolling andfoaming billows 

With verdure clad 

A Imke the harp 

The heavens are telling 

The intention is to supeIimpose the structure of a traditional hula perfurmance 

onto these selected pieces. A hula perfurmance is usually presented through a sequence 

ofhula, which are placed in a particular order. This order is dictated by a structure of 

concepts that deal with the homage to Hawaiian gods, chiefS, individuals and the land; 

impressions of Hawaiian history through the chronology of struct\IJ'ed movements; 

cultural restraints, perfurmance standards and personal message/creativity. Thus, a 

traditional perfurmance would be as fullows: 
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I. Oli- A chant of supplication and or welcome that is usually 
used to set the theme or mood of the performance. 

II. Na MelelHula - Main theme dances set up as follows: 

o Hula Ka'i - Entrance dance. Most common themes for these 
entrance dances pertain to nature and the characteristic 
movements ofnature which are seen as movements of gods. 

o Na Hula Akua - Dances fur gods. 

o Na Hula Ali 'i - Hula with honorific themes fur chiefS or high 
ranking individuals. 

o Na Mete Pana - Chants about places. 

III. Hula Ma'i - Procreation chants. These chants not only deal with the 
idea of sexual intimacy, but also resonate with the idea of fertile 
blessing, prosperity and all that encompasses the ideas of continuation of 
life and creation. 

N. Hula Ho 'i - Exit dance. The hula ho'i formally concludes the 
performance. Like the hula ka 'j which opens the performance, the hula 
ho 'j closes the performance, thus, there is a distinct beginning and a 
distinct end. 

This project will be aligned with the traditional furmat described above. The 

movement and description of each dance piece is as fullows: Dancers will enter stage left 

with the first Aria with Chorus: Now Vanish Before the Holy Beam. Like aka'i (entrance 

hula), this piece will set the stage fur the performance. Hawaiian lallhala fans will be 

used as props in the second piece, Chorus and Soprano: The marv'lous lWrk beholds 

amaz'd (na hula akua). The third piece, Aria: Rolling andfoaming billows (na hula 

ali'i) will divide the men and women into two groups on the stage and the movement will 

start becoming descriptive. The Aria: With verdure clad (mete pana) will be a solo 
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performance; the other dancers will remain on the stage with limited movements. 

Chorus: Awake the harp (hula rna 'j) will be a group work and like the music be very 

lively. The final dance is Chorus with Solo: The heavem are telling. and will include a 

recapitulation of the previous movement themes. This last dance will also serve as the 

ho 'j (the exitlretuming hula). 

cast and Costumes 

Dancers will be dressed in Victorian style costumes: women - black skirts with a 

floral print and pink blouse; men - black pants, pink shirts, black ties and maroon vests. 

Although Haydn's works were produced during the Baroque period, his music did not 

become popular outside of Germany until the 18008. This is why I intend to costume the 

piece in the Victorian style. 

The cast I will use include five men, six women and myself Half of the cast will 

be dancers of my hilau and the remaining dancers will be students from the University of 

Hawafi system. There are three reasons I feel are important in using this mixed group 

of performers. The first and utmost importance to me is that within all my choreography, 

I retain my particular style of hula, the hula ku 'j style. I feel that using my own dancers 

will help me maintain this goal as the stylistic differences between hula schools, much 

like modem dance companies, take years to achieve. This leads to the second reason: the 

dancers who are not fiuniliar with my style of movement will become more fBmiliar 

through examples of working with those who are, since the era in which I wish to place 

my choreography of Haydn's Creation within is the same styling I have tied to retain 
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within my hilau. The mixed group also makes this project more realistic to a 

professional experience for the university students. This mixed group experience will 

challenge my management and training skills as an artistic director. 

Rehearsal Schedule 

The presentation of this project is scheduled for the spring of2005. Rehearsals 

with the cast are planned for Sundays with individual and small group rehearsals running 

throughout the week. Viewing by my thesis committee is tentatively scheduled as 

follows: 

6:00PM 

6:00PM 

7:30PM 

Friday, February 4th 

Friday, February 18th 

Tuesday, February 20th 

Technical Rehearsals 

Mainstage Performances 

Budget 

Showing 2 of the 6 dance pieces 

Showing 4 of the 6 dance pieces 

Entire dance project 

February 25 - March 2 

March 3, 4,5, 11, 12 and 13 

The production cost is $1,500. This production cost includes the cost for 

costumes, technical supplies, rehearsal material and miscellaneous expenses for the 

mounting of this dance. Marketing and public relations expenses are not included as 

they would be covered as part of the annual Mainsatge production cost. 
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Conclusion 

This thesis project Kumu Honua ... Creation, explores a creative process that 

utilizes hula movements and western choreographic structure to tell the biblical story of 

creation. Choreographed to selections from Joseph Haydn's Creation, the dance will be 

set in the Hawaiian Monarchy Era - The Victorian Era, a time when Haydn's music 

composition was first introduced to the Hawaiian Islands. The intent of the presentation 

is the manifeStation of a study ofhula at an academic, social and cultural level that 

examines choreography, cultural integrity and cultural self-determination. 
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Introduction 

CHAPTER 2 

EVALUATION AND ANALYSIS 

In the spring of 2002, I was introduced to the study of dance through the lens of 

academia. Now, as I sit down to write this final requirement for my degree, I am filced 

with reconciling my creative endeavors with my personal values as a hula practitioner. 

Through this task an argument arises, "can a hula practitioner be creative?" Although this 

question is asked in the context ofhula, it is a valid question for any art form that 

addresses social and cuItural practices. While this paper is not intended to focus on this 

issue the subject is of personal concern. for without concern for hula practices my title as 

a lrumu hula would not exist. In order to complete this project, I propose to settle this 

argument with the understanding that hula does not exist in a vacuum. 

This written documentation is an attempt to explain my creative process in 

generating my thesis project, Kumu Honutl .. . Creation. Based on movements and 

gestures associated with hula, I attempted to choreograph a new dance piece to excerpts 

from the music ofJoseph Haydn's Creation. While the finished piece and performance 

was the ultimate goal, the path chosen to complete this project sheds light onto my life's 

ambition of understanding the creative process and allows me an opportunity to examine 

the "brushstrokes" used to create the project. 
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CbaHenges 

In the summer of2004, I was commissioned to choreograph a piece to the music 

of Joseph Haydn's Creation for the Honolulu Symphony's 2004 Fall Season. Assuming 

this opportunity would also make a great thesis project, I approached the University of 

Hawai'i at Manoa Dance filculty with the symphony's request. With the acceptance of 

this project two major challenges became apparent: the initial creation of the project in 

the filII of2004, and the remounting of the project for the University Spring 2005 

Mainstage Concert. 

Challenge One - The Initlal Creation of the Project 

The first challenge of creating this project was to understand all the components 

involved in producing a live performance project. To begin, the music score is composed 

for five vocal soloists, a full chorus and an orchestra. Adding an ensemble of dancers to 

this large cast of musicians and singers created staging and choreographic challenges. 

The dancers were limited to the downstage area of the Blaisdell Concert Hall within the 

dimensions of eight feet deep by thirty feet across. This restricted placement of dancers 

affected the movements and stage patterns; not to mention the overall image of a stage 

filled with a vast amount of people at any given time. To overcome this situation, the 

idea was to include the orchestra and the symphony as part of the staging instead of 

treating them as separate components on stage. They were thought of as part of the 

choreography for the background of the piece. 
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Working with such a large organization as the Honolulu Symphony created a 

communication challenge. The project was conceived by a member of the organization's 

Board of Directors and presented to its managing director; no artistic input or 

communication between the chorographer, chorus director, and the conductor ever took 

place. In an eflbrt to communicate how the final piece would be presented, a message 

was sent stating that the choreographer was free to choreograph one or all of the pieces 

that make up Creation. Within the given six weeks to create this piece, there was only 

enough time to choreograph six selections from Act 1 of Haydn's score. 

While challenged by the contextual limitations stated above, the creation of a hula 

piece of this nature also brings cultural and ethical issues under a microscope!. These 

issues challenge the choreographer, who is also a practitioner. The desire to create 

dances which culminate in the use of other furms create a dichotomous relationship when 

expanding outside of the practitioner's cultural realm. While this topic deserves a study 

onto itself: this project's intention was to explore movement. It should be noted that 

changing the aesthetic structure of hula was not the intention of this piece, but rather to 

simply express movements that were inspired by Haydn's music. 

Because hula is often associated with a particular time in history, the creative 

challenge was also to find a point in history to base the choreography of this hula project 

within. Research on Joseph Haydn revealed that he lived and composed during the 

1 Cultural issues also address etbicaI issues which are not part this paper and tend to lean more towards a 
personal agenda. However, these topics do afrect the fiIture and cultural-de1etmination of an indigenous art 
funn. Without any concern fur these issues, the hula would cease to exist and the funn becomes nothing 
more than structured movement 
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Baroque era. This translates that Haydn composed the score in the late 1700's; about the 

time the Hawaiian Islands were becoming known to the world. This would place the 

movements in the kahiko style ofhula2
• This was not an appealing option, as the 

structure of the music did not lend itself to movements of the hula kahiko style. Further 

investigation revealed that Haydn's Creation was first presented in Honolulu in 1878. 

This time period was more mvorable as the era furmed a basis fur creating the 

movements around the hula ku 'j, a dance style which coincides with the middle to late 

1800's. Hula ku'j is rooted in a hula pre-contact furm of Hawaiian dance and evolved 

from a combination of west em music. social dance and the context in which the hula ku 'j 

developed. 

One of the inherent challenges of a commissioned work is that the choreographer 

may not be able to select his music. Obviously, in this case the music was pre-selected. 

The music score is arranged fur a choir and not completely conducive fur hula. Haydn's 

use of fugues. canons, and particularly the cadences in his arrangements was difficult to 

choreograph to as well as musically challenging fur the cast ofhula dancers to fullow. 

The changes of tempo, timing and rhythm confused the hula dancers who were more 

accustomed to a steady beat. One particular challenge with the music had to do with the 

fermata. a musical device which allows the orchestra and singer to hold a note fur various 

lengths of time. Because the choreography was originally set to a recorded version of 

2 Hulo kDhiIw is a classification and style ofbula, the classification is often referred to as "traditionaJn or 
"ancient" hula. This is often a misinteIpre1ation as the tenn only makes re1i:rence to an older fum ofhula 
that is usually accompanied by Hawaiian chanting, A hula need not be old to be classified as "hula 
kahiko". 
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Creation, thefermata in the live perfurmance caught the dancers and choreographer by 

surprise, as it was not obvious in the recorded version. 

The final challenge was the nights leading up to the perfurmance. In a production 

one would imagine that during the nights prior to the perfurmance there would be dress 

and technical rehearsals. In this scenario there was nothing more than a run through. 

Schedules were not clearly communicated and the dancers were not present at the first of 

three rehearsals. This meant the dancers would not have a chance to actually rehearse 

with the entire cast, as the solo vocalists were not scheduled to be at the second rehearsal 

The dress rehearsal, the night prior to the perfurmance, was the first and only opportunity 

for the dancers to rehearse the entire piece. Incidentally, this was also the first time the 

vocalists realized there would be dancers. No one told them! 

Challenge Two - The Remonntlog of the Project 

In keeping with the requirements for the Degree of Master of Fine Arts in Dance, 

this project was remounted as part of the University ofHawai'i at Miinoa Dance 

Program's Spring 2005 Mainstage Concert. Remounting a dance creates challenges 

which often deal with restaging and recasting. In this case, restaging the project 

generated an opportunity to reevaluate the components of the original project and make 

changes to the original choreography. Unlike the original venue, the stage dimensions 

were larger and allowed for an increase of floor patterns and pathways. This also lent 

itself to an increase of cast members. 
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Adding dancers to the project created new challenges based on technique, style 

and ability. The original cast was made up of five men and fuur women along with one 

soloist. In the restaging of the project, one male dancer was replaced and two female 

dancers were added. The dancers were made up of members ofHiiJau Hula Ka No' eau 

and University ofHawai'i at Minoa students. The basic hula technique used in the piece 

was a challenge fur the university students, who were primarily trained in modem dance 

and were not too familiar with hula, especially the styling ofHiiJau Hula Ka No' eau. 

Technical aspects that make up the styling center on the vertica1ity of the body, the 

furward tilt of the pelvis and the upper and lower torso rotating on a perpendicuIar axis 

with sequential movements accentuated through the body. 

While the university students were challenged learning the styling and technique, 

the hula dancers had difficu1ty with the changes to the floor patterns and the pathways 

chosen to move the choreography fur the remounting of this project. These challenges 

addressed the differences of the two dance furms and created a "dual" dialogue which 

often had to be explained in two separate versions: in hula terms fur the hula dancers and 

in modern dance terms fur the modern dancers. 

Without the live orchestra or choir, the recorded version of Haydn's Creation was 

used. The only major problem in using the recorded version was the splicing of the tape; 

the recitative of the piece needed to be extracted, as they were not part of the original 

choreography. 
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Justification 

Connections to the cultural content, poetry, and music all contribute to a certain 

degree to the quality of movements of the hula. This project was no different as 

connections were made in conjunction with the text, music, movement, costume and 

content. All of these aspects were inherent in the creative process and the final product, 

but connections also gave way to personal exploration for myself as a dancer and 

choreographer. 

As stated earlier, Haydn's Creation was first performed in Hawai'i in 1878. This 

coincides with the hula ku'i era. Placing the project in a time frame helped to determine 

the costuming: a Victorian blouse and long skirt for the women; and a full top, scarf; 

pants and button down vest for the men. Like the hula ku 'j of the 1800's, that pieced 

together movements which where not associated with hula, some of the movements 

chosen fur this piece were woven together with movements from other dance furms. 

The intention to "fuse" movements together allowed dancers and choreographer 

to explore their capabilities and expand their vocabulary of movement. This encouraged 

the dancers to move out of their "comfurt zone" and explore the relationship of 

movement as it pertains to the body moving through space. The combination offurms 

also led the performers, as well as the choreographer, to revisit basic technical 

movements which place emphasis on the preparation fur the execution of a movement; 

initiation of movement within the body; p1acement of the pelvis fur under and over 

curves; and the movement of weight within the body and the body through space. 
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Combining the music, hula ku 'j styling and the creation theme were the primmy 

fucus in creating the choreography. However, while the overall creation theme was taken 

into consideration. the specific text became secondary. The intention of the 

choreographer was to fucus on the symphonic sound and homophonic quality of Haydn's 

operatic style of music. In the process oflearning the dance, the dancers were asked to 

listen to musical cues rather than the text. While this was the goal, it became difficult fur 

the hula dancers to break their tendency to fucus on verbal cues when executing a dance; 

particularly because the movements of hula are usually text generated. This challenge 

actually created an opportunity fur the choreographer to take advantage of the situation 

and alternate the movements between the music and the text. The results of the 

choreography, together with the music, created a visual image of flowing movements 

which often appeared like a Chinese watercolor that bleeds in and out of furms. 

Conclusion 

Writing about dance, an art furm that is intangible, creates many challenges but 

no matter what the challenges may be, this analytical study of dance allows fur evaluation 

and brings the art furm to a gallery where the process can be examined like the stroke of a 

paint brush on canvas. This project, Kumu Honua ... Creation. created an opportunity to 

experience the challenges of a choreographer and hula practitioner both within the 

university system and within the community. This project also lent itself to the process 

of a creating a new piece and the opportunity of revisiting that creative process when 
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remounting the work. The thesis experience has allowed me to embrace dance in an 

analytical way. providing me useful tools fur the next creative adventure. 
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