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ABSTRACT

“If We Vanish: A Collection of Queer ‘Oiwi Poetry” is a queer-identified full-length collection of
‘Oiwi poetry by a Native Hawaiian wahine poet. Inspired by the ‘Oiwi figure of the mo‘o, the
collection explores issues of sexuality, belonging, and intergenerational cycles of trauma and
healing. “If We Vanish” significantly addresses the lack of representation of queer Indigenous
women in Native Hawaiian and Pacific Literatures. To interrogate issues of intergenerational
trauma and silence, | develop a mo‘o poetics that centers the mo’o figure as a water protector,
whose kuleana to wai (water) and waiwai (prosperity) position them as models of erotic
sovereignty and transformative healing. Prioritizing queer, ‘Oiwi, and feminist expressions of
“we,” the collection features lyrical, narrative, and documentary poems that are poly-vocal,
nonlinear, and associative. | also deploy Native Hawaiian poetic devices such as kaona (hidden
meaning) and pina‘i (repetition) to experiment with received forms like the villanelle, sestina,
and pantoum. The dissertation is organized into five sections: “skins,” which commemorates
mo‘o and descendents of mo‘o in my family; “form a native daughter,” which acknowledges the
mentorship of Haunani-Kay Trask; “beddings, sheddings & weddings,” which examines sexual
pleasure, trauma, and healing; “polylasting: notes toward a mo‘o poetics,” which uses the lyric
esssay form to explicate a mo‘o poetics; and “erotics of aloha ‘aina,” which emphasizes
decolonial connections between love, land, and nationalism. The creative work in this
dissertation is suppressed in the UH institutional repository, Kahualike,
kahualike.manoa.hawaii.edu. Inquiries about the creative work should be made to

No‘ukahau’‘oli Revilla.
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Ho‘okahi no; he lehu ka inoa
There is only one; she has many names

--- mele ko‘ihonua no Haumea,
J.M. Poepoe, Ka Na‘i Aupuni
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O Haumea Kaaea ke kane.

O Wahinoe ka wahine.
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‘O Elizabeth Puninani Haumea Keli‘i ka wahine.
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Noho pi laua a hanau ‘ia ‘o Henrietta La‘ieikawai Kanana.
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Noho pu laua a hanau ‘ia ‘o No‘ukahau’‘oli Aisha Revilla.

‘O No‘ukahau‘oli Aisha Revilla au. la‘u ia wahi.
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‘{

‘{
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‘Olelo Mua: He Mo‘o, He Wahine

Six generations before me have carried the name Haumea: my great-great-great-great
grandfather passed down the name Haumea to seven of his children. Kaumauma Haumea gave
the name to his daughter Camilla, who gave the name to my great grandmother Elizabeth
Puninani Haumea Keli‘i Kanana, who gave the name not to any of her children but instead to
her grandson, the last of eight children born to my grandmother, my father John Henry Haumea
Revilla. What | would call throughout my genealogy research “the Haumea gap” between my
great grandmother’s generation and my grandmother’s generation puzzled me. Why did
Grandma Nani keep the name to herself for so long? At this point in my research, the name
Haumea traces back to my great-great-great-great grandfather Haumea Kaaea and vanishes. As
a Native Hawaiian® poet, | am intrigued by the hyperbolic nature of this strand in my
mo‘oki‘auhau (genealogy). Whereas Tutd Haumea gifted seven of his children with the name,
Haumea — or the trace of Haumea — seems to disappear before him.

Throughout the near three-year process of writing this dissertation, Haumea has been a
guiding inspiration for several reasons. First and foremost, in Native Hawaiian culture, Haumea
is an akua nui (major god). As Moses Manu documents in the first helu (installment) of “He

Moolelo Kaao Hawaii — Ka Kaua Nui Weliweli Mawaena o Pele-Keahialoa me Waka-

11n ‘Olelo Hawai‘i (Hawaiian language), the term maoli denotes that which is native, Indigenous,
or true. Kanaka Maoli signifies Native Hawaiians whose descendants have lived in Hawai’i
before 1778. In this project, Kanaka Maoli, Kanaka ‘Oiwi, Native Hawaiian, ‘Oiwi and Hawaiian
are used interchangeably. My usage of Kanaka/Kanaka is guided by Noelani Goodyear-Ka‘opua
whose language policy offers the following distinctions: “kanaka” refers to an individual person
or to a whole class of people whereas “kanaka” denotes a countable plural form. See Goodyear-
Ka‘opua.



Keakaikawai,” Haumea is not only an Akua nui but also a genealogical source of mo‘o and Pele
families.? In the mo‘okd‘auhau that Manu provides, Haumea is also linked to Mo‘oinanea, the
highest ranking mo‘o whose name, as | later discuss, highlights the role of mo‘o as models of
erotic sovereignty.3 Specifically, in Manu’s 1899 account of Pele and Waka, Haumea and
Mo‘oinanea are punalua® through Kaneilihonua, who is also referred to as Ho‘okumukalani.
When positioned as Haumea’s partner, he is called KaneilGhonua (other names cited in this
positioned as Mo‘oinanea’s partner, he is called Ho‘okumukalani. In this partnership,
Mo‘oinanea takes on a complimentary form named Ho‘okumukahonua. According to Manu,
five classes of mo‘o are born from the union between Ho‘okumukalani and Ho‘okumukahonua:
Mo‘o Akua (mo‘o gods), Mo‘o Ali‘i (mo‘o chiefs), Mo‘o Kaula (mo‘o prophets), Mo‘o Kahuna
(mo‘o experts and spiritual advisors),> and Mo‘o Kanaka (mo‘o people). From the class of Mo‘o

Akua, Haumea Niho‘oi, or Sharp-Toothed Haumea, is born (Manu, “He Moolelo Kaao”).®

2 Like Manu, kumu hula and scholar Pualani Kanaka‘ole Kanahele recognizes Haumea in the
mo‘oki‘auhau of the Pele clan. See Kanahele, Ka Honua Ola: ‘Eli‘eli Kau Mai (The Living Earth:
Descend, Deepen the Revelation), Kamehameha, 2011, pp. 1-7. Native Hawaiian historian
Lilikala Kame‘eleihiwa also identifies Haumea as a mo‘o. See Kame‘eleihiwa, Na Wahine Kapu:
Divine Hawaiian Women, ‘Ai Pohaku, 2002, p. 5.

3 |n this first helu, Mo‘oinanea is referred to as Kamoinanea.

4 Punalua refers to a relationship in which two or more people share a companion, lover, or
spouse. These relationships may or may not include sexual intimacy.

> In her forthcoming manuscript on Manu’s mo‘olelo of Pele and Waka, ku‘ualoha
ho‘omanawanui translates “Mo‘o Kahuna” as “lizard experts and religious leaders.”

®In her forthcoming book Ka Po‘e Mo ‘o from University of Hawai‘i Press, Brown offers insightful
analysis of the link between Haumea and Mo‘oinanea in Manu’s account. See chapter four



Significantly, Haumea’s kuleana (sphere of authority and responsibility)’ includes childbirth,
war, and politics, an intersectionality that would gain significance for me as | would later
discover the “slyly / reproductive” scholarship and poetry of Haunani-Kay Trask, which mapped
important parallels between my values and the values of Indigenous feminism; as | found and
recognized myself in the stories of mo‘o akua in Hawaiian history; as | left the so-called safety
of heteronormativity on Maui to embrace with radical honesty my queer identity; as | returned
home from New York University and learned ‘6lelo Hawai‘i and participated more actively in
the Hawaiian sovereignty movement; and finally, as | chose to name, confront, and heal from
cycles of sexual violence.

Of course the role of Haumea in my paternal family was significant as well. The question
of who | am, which typically haunts and compells Indigenous writers, was actually a violent
cluster of questions that | did not have the capacity to address in my youth: whoam |l as a
Hawaiian if | wasn’t raised in my language and am not yet fluent? Who am | as a woman if |
never want to have biological children? Who am | as a person if my own uncles and cousins

sexually assaulted me? | decided to track the name Haumea in my paternal family as an early

“Kinship and Antagonism Between the Mo‘o and Pele Clans” of Brown, Ka Po‘e Moo,
forthcoming from University of Hawai‘i Press 2020.

" In her 2007 article “Pele, Hi‘iaka, and Haumea: Women and Power in Two Hawaiian Mo‘olelo,”
Noenoe Silva employs this defintion of kuleana to contextualize the oppressive leadership of
Kumuhona, who Haumea ultimately defeats in battle. | use Silva’s definition here as the word
“sphere” effectively invokes the worldmaking (and worldbreaking) capacity that underlines the
concept of kuleana. In Hawaiian epistemology, kuleana is a protean concept. In the Hawaiian
Dictionary, kuleana has the following denotations: “Right, privilege, concern, responsibility,
title, business, propery, estate, portion, jurisdiction, authority, liability, interest, claim,
ownership, tenure, affair, province; reason, cause, function; small piece of property, as within
an ahupua’a; blood relative through whom a relationship to less close relatives is traced, as to
in-laws.” See “kuleana” in the Hawaiian Dictionary.



method of answering one, if not each, of these questions.

Thus this dissertation is largely a naming project, a groping toward the different names
that, while reckoning with my personal and collective pasts, summons the strength to
regenerate and transform. | know how my body feels. In pleasure, in pain, in ‘onipa‘a (standing
firm), in escape. | know how my body feels. Yet the power of poetry is metabolizing sensory
knowledge into precision for the page and performance. Poetry is a struggle for precision. At
the heart of this collection are bodies of Indigenous, queer, woman-identified survivors who
struggle against intergenerational violence and interconnected systems of oppression while still
claiming the right to give and receive pleasure. Significantly, as a descendant of mo‘o families
through the ‘Oiwi and Ma‘ohi (Tahitian) genealogies of both my mother and father, | structure
this collection of poems around the mo‘o figure. Since the inception of this project, mo‘o have
informed the lens through which | engage the concept of shapeshifting® and the associated
stakes of desire, survival, and belonging as a queer femme Native woman.?

Consequently, to ground this disseration properly, | will provide a broad overview of

mo‘o in the following tasks: first, by elucidating literal and figurative meanings of the word

8 On a basic level, shapeshifting denotes the ability to change one’s form. The Hawaiian concept
of kino lau is a connected but distinct category of transfiguration. Whereas shapeshifting in this
dissertation is attributed to non-human (mo‘o akua) and human beings (queer Indigenous
women and femme survivors of sexual violence), kino lau is often the exclusive province of akua
and ‘aumakua (deified ancestor and guardian) and, according to Brown, is “part of a complex
system for understanding and organzing knowledge about our natural environment.” See
Brown, “Mo‘o Mo‘olelo,” The Kohala Center Puana Ka ‘lke Lecture Series, Vimeo, 24 Feb. 2012,
https://vimeo.com/41875595.

9 Like any gender identity, “femme” has no one-size-fits definition. In this project, | hope to
engage my personal experiences and historical understandings of mo‘o, queer, and femme
alongside each other.



“mo‘o” in ‘olelo Hawai‘i; second, by examining mo‘o depictions in traditional and contemporary
narratives of mo‘o in both ‘0lelo Hawai‘i and English; and third, by positioning my dissertation
in the growing archive of mo‘o mo‘olelo (mo‘o stories and histories).

First and foremost, throughout this dissertation, | specifically refer to mo‘o with the
collective pronoun “we.” As a mo‘o through my ‘Oiwi and Ma‘ohi heritage, | invest in and insist
on this “we” to clarify my kuleana and intention. This dissertation does not analyze, research, or
compose poetry about mo‘o from a distance. The intimacy with which | approach my mo‘o
knowledge invokes the methodology outlined in the following ‘6lelo no‘eau (Hawaiian poetical
saying), which Mary Kawena Pukui records in her 1983 collection ‘Olelo No‘eau: Hawaiian
Proverbs & Poetical Sayings: “A‘ohe o kahi nana o luna o ka pali; iho mai a lolo nei; ‘ike i ke au
nui ke au iki; he alo a he alo (The top of the cliff isn’t the place to look at us; come down here
and learn of the big and little current, face to face)” (24). With ‘aina-based imagery of cliffs and
currents, this ‘olelo no‘eau implores people to be direct and precise in communication and
social interaction. In 2013, Native Hawaiian poet Puanani Burgess incorporates the concluding
phrase of this ‘Olelo no‘eau as a refrain in her poem “He Alo Ahe Alo.” The speaker of the poem,
who arguably symbolizes Burgess in her role as a grassroots activist and community mediator
on the Wai‘anae Coast of O‘ahu, advocates “he alo a he alo” as an effective approach to conflict
resolution and community building.

He Alo Ahe Alo
(Face to Face)
That’s how you learn about what makes us weep.

He Alo Ahe Alo



(Face to Face)
That’s how you learn about what makes us bleed.
He Alo Ahe Alo
(Face to Face)
That’s how you learn about what makes us feel. (28)
Burgess expands the poem through anaphora, listing action verbs (work, sing, fight, laugh) to
humanize and make dynamic people who struggle to heal and transform. The use of repetition
through refrain and anaphora establishes a growing sense of collective identity and community
empowerment. Demonstrably, “he alo a he alo” is an ‘Oiwi methodology of research and
storytelling that is based on direct and sustained contact with a community.

Similarly, the work in the following pages reflects a growing and intergenerational pilina
to and aloha for mo‘o, for all that has been shared, all that has been hidden, and all | have yet
to (l)earn from my biological family, chosen family, and archival resources.° In ‘Glelo Hawai'i,
the collective “we” can be indicated by dual and plural pronouns that are either inclusive or
exclusive: kaua (inclusive dual you and I), maua (exclusive dual you and 1), kakou (inclusive

plural you and 1), and makou (exclusive plural you and ). The “we” of mo‘o that | emphasize

10 pjlina is a general expression of connectivity, which may or may not include a genealogical,
political, or erotic relationship. The concept of aloha, which also signifies connectivity, is
incredibly multi-layered. Although in this usage, aloha denotes love based on genealogy, the
concept is much more nuanced, and a comprehensive review of the term is beyond the scope
of this critical introduction. For an extensive discussion of pilina, see Jamaica Heolimeleikalani
Osorio’s 2017 dissertation “Aikane, A Kanaka Maoli Mo‘olelo Beyond Queer Theory: Unsettling
White Settler Logics and (Re)membering Indigenous Desires.” For a queer and decolonial lyric
essay on aloha, see our co-authored article “Aloha is Deoccupied Love,” Detours: A Decolonial
Guide to Hawai'i, forthcoming from Duke University Press.



here attempts to share ground not only with my biological family but also with readers who
claim mo‘o in their mo‘oku‘auhau. Certainly, this “we” deepens with added connections of
survival, sexuality, and genealogical connections to Maui.

Importantly, this dissertation does not intend to offer a comprehensive survey of mo‘o
in Hawaiian history. Poems that appear in this dissertation are guided by family stories,
personal experiences, as well as research and creative writing done by Native Hawaiian writers
like Marie Alohalani Brown, Brandy Nalani McDougall, Brooke Leilani Hutchins, Mahealani Ahia,
and Lokahi and ‘lolani N.K. Antonio.!! Other sources of mo‘o knowledge come from mo‘olelo
such as Manu’s account of Pele and Waka and Keaomelele and S.N. Hale’ole’s La‘ieikawai
serialized in nineteenth century Hawaiian-language newspapers like Ka Nupepa Kuokoa, Ke Au
Okoa, Ka Na‘i Aupuni, and Ka Hoku o Hawaii.

On May 21, 1908, Ka Hoku o Hawaii published a mo‘oki‘auhau that details the 14 parts
of Haumea’s body from which she issued children: fontanel, mouth, eyes, ears, right palm,
knuckles, fingers, chest, vagina, knees, ankles, toes, feet, and left palm.!? Like Haumea, my
great-grandmother Nani gave birth to more than ten children. In fact she was forced to run

away from her first husband and give birth in a cave in Ha‘0’l. From my great-grandmother

111t is noteworthy that myself, Brandy Nalani McDougall, Mahealani Ahia, ‘lolani and Lokahi
Antonio are genealogically connected to the island of Maui. While beyond the scope of this
dissertation, it would be interesting to compare traditions of mo‘o mo‘olelo by island. Moses
Manu also hails from Maui. Born in Hana in 1837, Manu, like me, claims Native Hawaiian and
Tahitian ancestry. As mo‘o are known to have come to Hawai‘i from Tahiti, another worthwhile
strand of analysis would be to compare mo‘o mo‘olelo in Hawai‘i to mo‘o mo‘olelo in Tahiti.

12 See William Hyde Rice, “He Moolelo no Pele ame kona Kaikaina Hiiaka | ka Poli o Pele” in Ka
Hoku o Hawaii on May 21, 1908.



Nani, my father inherited the name Haumea and the land Mo‘o Loa in Makena on Maui. Mo‘o is

in my blood.

Lizards, Fragments, and Succession: Overview of Mo‘o Definitions

If we read deep and wide in the archive of our mo‘olelo, we can see a nuanced
understanding of and respect for mo‘o by Kanaka Maoli. Throughout my research, | have noted
the following descriptions of mo‘o: akua mo‘o (mo‘o god), he po‘e kuamo‘o (ancestral
guardians), he po‘e mo‘o ali‘i ‘ai aupuni (ruling mo‘o), akua wahine (wahine god), and
‘aumakua. In light of Manu’s designations of mo‘o into classes of akua, ali‘i, kaula, kahuna, and
kanaka in 1899, | could not help but marvel at the sprawling diversity of mo‘o identifications. In
my family, mo‘o and descendants of mo‘o are notoriously elusive, and | kept wondering how
much their unknowability in history and literature, especially compared to the Pele ‘ohana,
motivates the urge to classify them.

‘Oiwi scholar Marie Alohalani Brown defines mo‘o as “reptilian water deities” who
“embody the ho‘ola, life-giving, and ho‘omake, death-dealing, properties of the element with
which they are associated, water” (“Mo‘o Mo‘olelo”).** My positioning of mo‘o as kia‘i, or
protectors, is elaborated later in this introduction. Mahealani Ahia, a diasporic ‘Oiwi wahine
scholar with genealogical connections to the mo‘o akua Kihawahine, uses the term “lahui

”

mo‘o,” which she defines as “water deities associated with shapeshifting supernatural lizards

13 am indebted to Brown’s methodology of ho‘ola and ho‘omake in mo‘o research. As my
dissertation insists on testifying to sexual violence while claiming the right to heal and to give
and receive pleasure, the attention to cycles of life and death offers a productive framework.



(“Kihawahine”). Demonstrably, both traditional and contemporary classifications of mo‘o
emphasize their akua status, shapeshifting bodies, and intimate connection to water.
Generally, mo‘o denotes an ‘Oiwi concept of relationality in Hawaiian epistemology.
Even a brief examination of the word identifies relationships, features of ‘aina, and objects that
signal connection. At this point, it is useful to highlight the range of definitions that the concept
of mo‘o entails. Mary Kawena Pukui and Samuel H. Elbert list ten definitions in the Hawaiian
Dictionary. For the sake of clarity, | list these definitions here:
1. Lizard, reptile of any kind, dragon, serpent; water spirit
2. Succession, series, especially a genealogical line, linege
3. Story, tradition, legend (less common than mo‘olelo)
4. Narrow strip of land, smaller than an ‘ili
5. Small fragment, as of tapa, not attached to a large piece
6. Narrow path, track; raised surface extending lengthwise between irrigation
streamlets
7. Ridge, as of a mountain
8. Young, as of pigs, dogs; grandchild
9. Brindled, as a dog, favored sacrifice to the mo‘o spirits; streaked tawny, as cattle;
color of a tabby cat
10. Side planks fitted to the middle section on each side of a canoe hull, technicaly
termed gunwale strakes. (“mo‘o”)
As with any project engaging our ‘Olelo makuahine (mother language), it is important to

consider the conceptual assemblage produced by the definitions of a word, which are

10



simultaenously distinct and overlapping. By studying the different definitions of a word, we
apprehend the world that the word attempts to maintain and are thus better able to navigate
its rivers of kaona.* In her analysis of the word “pono” in mele |ahui (songs written in honor of
the nation), Leilani Basham offers an instructive model: “The reader should bear in mind that,
although enumerated in the style of dictionaries, as if they are separate, different meanings, in
actuality, each of the meanings are interconnected and overlapping” (154). In the case of mo’o,
examining the different bodies of meaning summoned by this four-letter word affirms mo‘o as
an ‘Oiwi concept of relationality and reveals the embedded role of kia‘i (protectors).

In her M.A. thesis “Ka Po‘e Mo‘o Akua,” which is the most comprehensive survey of
mo‘o in Native Hawaiian literature to date, Brown is the first to deconstruct the conceptual
assemblage of mo‘o toward a meticulous analysis of these akua in Native Hawaiian literature.’

She explains how the lizard body forms the central node to which the nine other definitions of

14 Kaona is an ‘Oiwi literary device that is generally translated as “hidden meaning,” which will
be discussed later in this critical introduction. At this point, however, it is significant to note
that kaona has been deployed throughout Native Hawaiian history toward artistic as well as
political goals, as Noenoe Silva demonstrates in the context of mele (songs) in the Hawaiian
Kingdom. In Aloha Betrayed: Native Hawaiian Resistance to American Colonialism, Silva argues
that kaona was “crucial in creating and maintaining national solidarity against the colonial
maneuvers of the U.S. missionaries, the oligarchy, and the U.S. politicians. Without knowledge
of the cultural codes in Hawaiian, foreigners who understood the language could still be
counted on to miss the kaona” (8). See Silva, Aloha Betrayed, Duke UP, 2004. See also Lilikala
Kame‘eleihiwa’s discussion of the different levels of kaona in her introduction to A Legendary
Tradition of Kamapua‘a: The Hawaiian Pig-God, Bishop, 2003, pp. viii — ix. For a more recent
analysis of kaona in contemporary Hawaiian literature, see Brandy Nalani McDougall, Finding
Meaning: Kaona and Contemporary Hawaiian Literature, U of Arizona P, 2016.

15 Brown is currently finishing a book manuscript on mo‘o, which is based on her M.A. thesis
and forthcoming from Univerity of Hawai‘i Press in 2020. Since her M.A. thesis is not available
to the public, specific language from the M.A. thesis is not cited here. However, as is
demonstrated in this critical introduction, Brown is the leading authority on mo‘o in Native
Hawaiian literature and contributes her knowledge in scholarship as well as creative writing.
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mo‘o can be traced. For instance, the vertebrae of lizards effectively visualize the concept of
succession, whether it be of a genealogical line or stories. Mo‘o is a recognizable prefix in words
such as mo‘oki‘auhau (genealogy), mo‘olelo (history, literature), and mo‘opuna (grandchild).
Brown also emphasizes similarities between the markings on lizard skin and the brindled
markings of a dog, which she further compares to the long and thin characteristics of mountain
ridges, narrow paths, and raised surfaces between irrigation streamlets (“Mo‘o mo‘olelo”).

To Brown’s analysis, | propose another theme to unify the conceptual assemblage of
mo’o. In my dissertation, | position mo‘o as kia‘i of wai (water) and waiwai (prosperity). In my
writing process, as | reviewed the different land formations defined as mo‘o, | perceived a
pattern that evokes the role of protector and | started to make what | think to be exciting
connections.

What does a mountain ridge and a raised surface between irrigation streamlets have in
common? On a basic level, both are elevated land formations. A ridge is the uppermost part of
a mountain. The raised surface between irrigation streamlets is uppermost to the watery
expanse it traverses. Significantly, elevated surfaces often function as sites of guardianship and
authority since they are higher and offer a wider field of vision. From atop a mountain ridge, for
example, a kia‘i is able to surveil their kuleana, monitor the comings-and-goings on their lands
and waterways, and enjoy the scope of prosperity of the place they protect. The wider
perspective gained at elevated positions also helps kia‘i to brainstorm travel routes and
strategies of resistance that may not be so clear from a lower vantage point.

Beyond ‘aina-based definitions, the motif of that which is “uppermost” continues.

Descendants are the newest or uppermost of a family line. Stories and legends stand out from
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ordinary conversation by virtue of their lyricism and narrative expression of cultural values and
ancestral knowledge. In their contrast with the lighter base coat, the darker streaks of brindled
animals stand out with eye-catching allure. Finally, in a canoe, gunwales are the uppermost
edges of the hull.

It is noteworthy that the favored wood for gunwales was ‘ahakea.!® Esteemed for its
hardness and yellowish color, wood from ‘ahakea trees were used for gunwale strakes and left
unpainted to contrast with the darker wood of the hull. '’ The yellow color of ‘ahakea conjures
the yellow color associated with mo‘o presence. In his version of the Hi‘iakaikapoliopele
mo‘olelo, which was published in the Hawaiian-language newspaper Ka Na‘i Aupuni in 1906,
Ho‘oulumahiehie specifically attributes lena as a signifying color of mo‘o. He writes: “O ka
hoailona iho la no keia o ka moo, he lena na mea apau e pili aku ai lakou” (“Ka Moolelo”). In the
2006 translation from Awaiaulu Press, Puakea M. Nogelmeier provides the following
translation: “This is the sign of the mo‘o. Everything they get near yellows” (147). Lena is a
yellowish color related to the ‘6lena (turmeric) plant. The young rhizomes, or underground
stems, of ‘Olena were a common source of yellow coloring for Hawaiian kapa and were also

used in traditional Hawaiian medicine and purification ceremoies.*®

16 | am indebted to Luseana Raas for teaching me about ‘ahakea.

17 See Isabella Aiona Abbott, La‘au Hawai‘i: Traditional Hawaiian Uses of Plants, Bishop
Museum, 1992, p. 81.

18 For more information on the medicinal uses of ‘Glena, see Isabella Aiona Abbott, La‘au
Hawai‘i: Traditional Hawaiian Uses of Plants, Bishop Museum, 1992.
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Furthermore, ‘ahakea are cited in the fourth wa (era) of the Kumulipo, the same wa in
which mo‘o first appear: “Hanau ka Okea noho i kai / Kia‘i ‘ia e ka Ahakea noho i uka” (Johnson
58). Lili‘uokalani translates: “The Okea was born and lived in the sea / Guarded by the ahakea
that grew in the forest” (17). When we consider the aforementioned intersections, protection
can be seen as an embedded trait across mo‘o definitions. Writing and healing are recursive
processes, and as | wrote and rewrote the poems in this dissertation, | was also healing from
old wounds. Grappling with the ways mo‘o conceptually indexed sites and strategies of
protection was a steady source of encouragement. My mo‘o, my kia‘i.*°

In Ancestral Places: Understanding Kanaka Geographies, Katrina-Ann R.
Kapa‘anaokalaokeola Nakoa Oliveira emphasizes how the concept of mo‘o is “quite indicative
of a Kanaka worldview that privileges the intelligence of the collective body, rather than that of
a single brilliant individual...Mo‘o is a series, a culmination of insight gained and traditions
practiced by the Kanaka community. We follow in the many footsteps of our ancestors; we
know because our ancestors knew” (109-110). In addition to centering the mo‘o figure, this

poetry collection also invokes mo‘o by attempting to create an intergenerational archive of

19In Archaeology of Oahu, J. Gilbert McAllister makes the following observation of fishponds:
"A small thatched watch house was placed near the gate of the pond, and a woman generally
kept guard. Aside from the guards, according to Lahilahi Webb, the walls of a pond were tapu
to women" (30). Again, intersections between gender, water, and protection emerge,
specifically the relationship between gender and subjects of protection. Mo‘o, who are
predominantly wahine, are known as guardians of fishponds. Although beyond the scope of this
dissertation, it is useful to propose several questions: Is it possible that McAllister's observation
reveals an important epistemological connection between akua, wai, and kanaka? Did Kanaka
Maoli see the effectiveness of mo‘o as kia‘i and therefore create a parallel system of protection
in which the kuleana of guarding fishponds remained in the hands of kia‘i wahine (woman-
identified protectors)? Is this an extension of mo‘o in the lives of Kanaka Maoli? See McAllister,
Archaeology of Oahu, U of Michigan, 1933.
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mo‘o descendants and related experiences of desire, belonging, trauma, and healing. As a
queer ‘Oiwi poet, | find Jack Halberstam’s definition of queer archives both elegant and useful:
“The archive is not simply a repository; it is also a theory of cultural relevance, a construction of
collective memory, and a complex record of queer activity” (169-170). The strength of
Halberstam’s definition lies in the connection between theory, community, and art. As this
project strives to be a full-length collection of queer ‘Oiwi poetry, it is important that |
emphasize the value of theory and creativity sharing space.

In the rich and rigorous tradition of Native Hawaiian theory, Kanaka Maoli scholars
invoke mo‘oki‘auhau not only to illustrate its foundational epistemological role but also to
identify how one has inherited and earned the kuleana of research. As an oral, literary, and
rhetorical device, mo‘oki‘auhau encompasses the composition and recitation of genealogy.
More than a list of names, mo‘oki‘auhau reveal important details of one’s relationships to
people, places, and responsibilities. Mo‘oku‘auhau are statements of kuleana, and therefore an
assertion of identity. In The Power of the Steel-Tipped Pen: Reconstructing Native Hawaiian
Intellectual History, Native Hawaiian historian and language expert Noenoe Silva introduces the
concept of “mo‘oki‘auhau consciosness” in her mapping of ‘Oiwi intellectual history. Integral to
her analysis of the writing careers of Joseph Ho‘ona‘auao Kanepu‘u and Joseph Moku‘ohai
Poepoe, “mo‘oki‘auhau consciousness” is “an ethic and orientation to the world” (4). Silva goes
on to explain that writers like Kanepu‘u and Poepoe embody mo‘oki‘auhau consciousness by
drawing from ancestral knowledge and producing work that speaks to Kanaka Maoli in their
time and to future descendants (6). In other words, “mo‘oki‘auhau consciousness” emphasizes

the interlocking kuleana to listen, record, and interpret. In Hawaiian culture, the question of
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who you are cannot be answered meaningfully without knowing where and who you come
from. For many Kanaka Maoli, these questions are traced to the Kumulipo.

It is worthwhile at this point to compare two Native Hawaiian translations of mo‘o
references in the Kumulipo. As a mele ko‘ihonua, or cosmogonic chant, the Kumulipo is
a foundational text in which ‘Oiwi narratives of creation, partnership, and balance are recorded.
To consider the depiction of mo‘o in translations by Lili‘'uokalani and Rubellite Kawena Johnson
is illuminating because the work produced reveal ‘Oiwi attitudes to mo‘o at the end of the 19th
century (Lili‘uokalani) and through the 20th century (Johnson).

In the Kumulipo, the fourth wa outlines the birth of amphibians and reptiles, half-land
and half-sea creatures that represent intermediary relationships. It is tempting, as American
folklorist and anthropologist Martha Beckwith does in her 1951 translation, to view these
creatures as a “prototype of the growth and spread of man over earth as human history
emerges out of the dim past” (75). Yet an ‘Oiwi worldview acknowledges spirit in human and
non-human beings. In other words, although kanaka are connected to lands, waters, and
animals, the former is by no means the telos of the latter. Reciprocity and familial connection
underline these relationships, not a human-centric conception of evolution.?° Mo‘o emerge in
the second pauki (stanza) of the fourth wa. More specifically, the first direct reference appears

in line 447: "Hanau ka po ia mo‘onanea” (Johnson 57).

201n a distinct but connected strategy of centering Kanaka Maoli worldviews, Kamana Beamer’s
theory of ‘Oiwi optics prioritizes Native Hawaiian perspectives of political leadership and
intellectual history in the eighteenth and nineteenth centuries. ‘Oiwi optics is deployed as a
corrective to the colonial lens that dominates discourses of governance in Hawaiian history. See
Beamer, No Makou ka Mana: Liberating the Nation, Kamehameha, 2014.
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In her 1897 translation, Lili‘'uokalani offers the following translation: “The birth night of
the lazy monster” (16). Although laziness may seem by some a reasonable translation of the
word “nanea,” the interpretation of “mo‘onanea” as "lazy monster” participates in a literary
habit of villainizing mo‘o. “Nanea” more accurately denotes relaxation and joy. In 2001
Rubellite Kawena Johnson provides a different interpretation: “The night gave birth to the lizard
at rest” (57). In the rest of her translation of this second pauk, Johnson reveals an important
diversity of mo‘o that help to contradict any one-size-fits-all approach to this class of
shapeshifters. Although the word mo‘o only appears in lines 447 and 448, Johnson’s translation
suggests that the next eight lines refer to lizards (see chart on the following page). While
translations of the name Mo‘oinanea may seem secondary to depictions of Mo‘oinanea in
mo‘olelo, naming is an important practice in Hawaiian culture, and to consider, even briefly, the
choices in connotation made by Lili‘uokalani and Johnson is to illustrate the scope of how
Native Hawaiians working closely with mo‘olelo apprehended the mo‘o figure. “Lazy” and “at
rest” shape an archive of interpretations with which the mo‘o-affirming poems in this collection
engage.

Furthermore, this broad overview of mo‘o in the Kumulipo is put in compelling
juxtaposition to the mo‘olelo Keaomelele, in which the supreme Mo‘oinanea is described with
reverence and awe by the author Moses Manu. Keaomelemele was serialized in the Hawaiian
language newspaper Ka Nupepa Kuokoa from September 6, 1884 to June 27, 1885, five years
before Kalakaua ordered the Kumulipo to be written down in 1889 and 13 years before
Lili‘'uokalani published her translation of the Kumulipo in 1897. In Keaomelemele, Manu

explains how Mo‘oinanea directs her entire mo‘o ‘ohana to leave Kuaihelani to celebrate the
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Johnson

Type of Mo‘o . Citation in Kumupilo Johnson Translation
Translation
mo‘o nanea lizard at rest Hauna ka po ia mo‘onanea (447) The night gave birth to the lizard at rest
(447)
mo‘o niania smooth lizard Hauna ka po ia mo‘oni(a)nia (448) The night slithered with the lizard of
smooth skin (448)
mo‘o pilipil clinging lizards Hanau ka po ia pilipili (449) The night gave birth to those that cling

(449)

mo‘o kalakala

rough-skin lizard

Kukala ka po ia kalakala (450)

The night proclaimed those with rough
skin (450)

mo‘o ka‘uka‘u

hesistant lizard

Hanau ka po ia ka‘uka‘u (451)

The night gave birth to the hesitant (451)

mo‘o palaka

indifferent lizard

Hanau ka po ia palaka (452)

The night gave birth with those
indifferent (452)

mo‘o ihu kunini

sharp-nosed lizard

Hauna ka po ia ka ihu kunikuni (453)

The night gave birth to the sharp-nosed
(453)

mo‘o kupelepele

indolent lizard

Hanau ka po ia kupelepele (454)

The night dug out the indolent (454)

mo‘o kele

mud-dwelling

lizard

Hanau ka po ia kele (455)

The night gave birth to mud-dwellers
(455)

mo‘o meheuheu

track-leaving lizard

Kali ka po ia meheuheu (456)

The night paused for track leavers (456)

Table 1. Catalogue of mo‘o in Rubellite Kawena Johnson's translation of the Kumulipo. Compiled by No‘u Revilla, Jan. 2019.
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pilina between Keaomelemele and Kaumailiula: "e like me ka mana nui i loaa ia Kamooinanea,
no laila ua holo kona manao e hele pu me kona ohana a pau ma kahi i kauoha ia oia" (70). Pukui
translates: "As she possessed great mana, she decided that her whole family must accompany
her to the place to which she had been invited" (157). Far from a "lazy monster," Mo‘oinanea is
an organized and decisive leader. Her genealogical, political, and creative powers are
highlighted throughout the mo‘olelo of Keaomelemele.*

Significantly, translations of the Mo‘oinanea name beyond the Kumulipo reveal links
between mo‘o as models of erotic sovereignty, which is a central claim in this dissertation. If
sovereignty is the right to govern oneself, then erotic sovereignty is the right to govern one’s
body in relation to desire and belonging. While sovereignty should denote comprehensive and
intersectional liberation for a whole people and not just those who represent the status quo,
the reality of U.S. settler colonialism and Christian heteropatriarchy in Hawai‘i requires precise
attention to distinct and overlapping structures of power, specifically through the act of
naming. | use the term erotic sovereignty to center a framework of decolonial love that pays
specific attention to Indigenous strategies of resistance to U.S. settler colonialism and Christian
heteropatriarchy.

In The Polynesian Family System in Ka‘t, Pukui and E.S. Craighill Handy model, albeit
unwittingly, a strategy of erotic sovereignty in their translation of the Mo‘oinanea name. While
neither Lili‘uokalani or Johnson note sexual kaona, Pukui and Handy translate Mo‘oinanea as

the "lizard-that-enjoys-itself" (125). In the very name Mo'oinanea is embedded both the right

21 Again, in addition to Keaomelemele, Manu’s depiction of mo‘o, including Haumea and
Mo‘oinanea, in “He Moolelo Kaao Hawaii Ke Kaua Nui Weliweli Mawaena O Pele-Keahialoa me
Waka-Keaka-ikawai” is also foundational to the archive of mo‘o mo‘olelo.
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to and power of self-pleasure.?2 Pukui and Handy's translation suggests an autoeroticism that is
neither perverse nor infantile. Mo‘oinanea is a sex-positive and sex-innovative figure.?3
Furthermore, as mo‘o are shapeshifters of many bodies and protectors of water, the notion of a
mo’o who enjoys her own body increases the number of possible intersections between
pleasure, knowledge and power. As Moses demonstrates in his mo‘olelo of Pele and Waka,
Mo‘oinanea is the highest-ranking mo‘o akua and the mana of her name cannot be ignored.

For this dissertation, the relationship between the “nanea” of Mo‘oinanea and the
concept of ho‘ola is valuable. Nanea and ho‘ola are distinct but connected states of being.
Whereas ho‘ola denotes the capacity to live, revive, and bring back to life, nanea outlines
practices of pleasure and replenishiment. In other words, ho‘ola and nanea offer one possible
mapping of two major claims in this dissertation: first, the erotic is integral to political
sovereignty; and second, what we need to survive is not always what we need to thrive. By her
name alone, Mo‘oinanea models to mo‘o descendants today that nanea, or pleasure, does not
require a detour through the penetrative male gaze and settler heteronormative systems that
commodify Indigenous women. Erotic sovereignty is inscribed in mo‘o mo‘oki‘auhau.

As mo‘oki‘auhau defines an ‘Oiwi worldview, the literal and symbolic value of iwi
kuamo‘o (backbone or vertebrae) is logically cited to animate a Hawaiian sense of connection.

In The Polynesian Family System in Ka‘tu, Mary Kawena Pukui explains: “The imagery of mo‘o

22 |t is noteworthy that lizards are parthenogenetic creatures who have the capacity to
reproduce without the help of a male. | am grateful to Marie Alohalani Brown for bringing this
to my attention (Personal communication, 5 Feb. 2019).

23 ‘|olani N.K. Antonio makes an insightful connection between Pukui and Handy’s translation

and Haunani-Kay Trask's poem "Na Wahine Noa." See footnote 33 in Antonio's M.A. thesis "Ka
Waiwai o Ka Mo‘o," p.61.
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(lizard, with vertebrae visible) and kua mo‘o (vertebrae backbone) is apt and obvious as a simile
for sequence of descendents in contiguous unbroken articulation” (197). During this project, |
struggled with Pukui‘s remarks on a “sequence of descendents in contiguous unbroken
articulation.” Although the continguity of Pukui’s sequence arguably advocates healthy
relationships based on direct contact between living descendents and their lineage, the ideal of
the “unbroken” troubled me.?* What happens when the sequence breaks because the mo‘o
suffers any of the myriad scales of violence —illegal overthrow, occupation, banning of a
language, rape, self-loathing homophobia? Is my goal as a poet to aspire to wholesomeness?
Returning to the definitions of mo‘o was regenerative. Of the 10 listed definitions, Pukui
and Elbert note the following denotation: “Small fragment, as of tapa, not attached to a larger
piece” (“mo‘o”). | was drawn to this description not only for its acknowledgment of the capacity
for attachment but also for its gesture to the practice of loving detachment. For me, a sense of
choice and sovereignty defined the phrase “not attached to a larger piece.”?> Of course, my
reading is informed by my surviving multiple cycles of sexual violence from within and beyond

my biological family since | was young. Was | seeing something in this definition that was not

24 |t is important to reiterate that my response to Pukui here is meant to illustrate the effects of
my trauma on my approach to belonging. The links | discuss in this section do not appear in
Pukui’s work but rather reveal the work of associative writing in a mo‘o poetics. It is also
signficant to note the role of religion in this dissertation as ‘Oiwi scholarship like that of Pukui’s
was indubitably shaped by Christian values while my work explicitly departs from my Catholic
upbringing. | intend to elaborate this comparison in the critical companion text to this creative
dissertation.

25> What becomes the “larger piece” and the different ways we practice attachment as we heal
is taken up by the theme of belonging in this dissertation. Some specific examples include:
“Sestina for Sisters Who Pray with Fire,” “Dirtiest Grand,” and “Shapeshifters Banned,
Censored, or Otherwise Shit-listed, aka Chosen Family.”
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there? Was | seeing a girl “not attached to a larger piece” because the “larger piece” was rape,
patriarchy, homophobia, and vicitm-blaming?

Yes, | needed that mo‘o.

| needed her to be so bold in her detachment because the world was trying to kill her.

To meditate on the stakes of “contiguous unbroken articulation,” | juxtapose two
narratives of connection that use the metaphor of a bridge. In the first, Mo‘oinanea extends her
sacred back as an act of family duty. In the second, the metaphor of the bridge is problematized
by poet Donna Kate Rushin in This Bridge Called My Back: Writings by Radical Women of Color.
While these examples represent two different fields of inquiry and intellectual production, the
following discussion of bridge metaphors is meant to map my own intellectual mo‘oku‘auhau
that honors Native Hawaiian literature as well as the intersectional feminism of women of color
in the continental United States in the 1970s and 1980s. In a Hawaiian context, Mo‘oinanea
shapeshifts her body into a bridge, which not only models the “contiguous unbroken
articulation” that Pukui cites but also activates what Silva outline