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he usually busy Waikiki bar-restaurant is even more crowded, packed 
shoulder to shoulder. The audience, most of whom would be placed in the 

“Asian and Pacific Islander” racial identity category, is hushed, but their excite- 
ment and anticipation are visible as they anxiously gaze at the stage. Despite 
being in the middle of a global touristic center, the bar is unquestionably a 

Local place. Osna, Krystilez, Big Mox, and Mic3, four rappers from the hip 
hop supergroup Angry Locals, are celebrating the release of their latest album, 
Aloha from Hawaii, by holding a series of rap battles called “Angry Locals v. 
Da ‘Mainland.’” The crowd is awaiting the most anticipated battle of the night 
with a $1,000 prize at stake. Osna, a local Filipino and Hawaiian rapper, is set 
to face Young Throwed, a rapper representing the continental United States, 
or “Da Mainland” as it was called on the event flyer. It is important to note 
that Young Throwed stepped up for this battle as a late fill-in for Nocando, 
the legendary underground rapper from South Los Angeles. 

The two combatants use jan-ken-po (rock-paper-scissors) to determine 
who goes first. Osna’s paper eventually beats Young Throwed’s rock, but he 
elects to let Young Throwed go first. The crowd hushes. Young Throwed un- 
leashes his first verbal jabs but is unable to maintain his flow. No one claps. 
Osna steps up for his turn. He sports a trucker hat turned backward that bears 
his name (a nod to self-promotion), and wears a “N.W.A” (sic) T-shirt where the 

faces of Ice Cube, MC Ren, Eazy E, Yella, and Dr. Dre are replaced by the Kame- 

hameha line of Hawai ‘i’s ruling ali‘i (Kamehameha I, II, III, IV, and V). Here, 

“NW.A” does not stand for Niggas with Attitude, but Natives with Attitude. 
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By the end of Osna’s first round, the battle was unquestionably decided. 

Young Throwed’s half-stepped and half-hearted freestyle rhymes were no com- 

petition for Osna’s home-field advantage and substantial written lyrical skill. 

Over two rounds, Osna strategically performed anti-black racism to the urgings 

of a complicit crowd. Reflecting hip hop’s call and response, Osna used explic- 

itly color-conscious racist humor to rouse the crowd, and the crowd erupted 

with raucous cheers to validate him. Together they came to jointly imagine 

the figurative violent lynching of Young Throwed’s black body. Unrestrained 

by time limits, the rap battle was a slaughter, and the majority of the crowd 

loved every minute of it. During the last round, one voice in the crowd defi- 

antly and loudly rejected the anti-black lyrics. He turned over a table and was 

eventually escorted out. After the lone voice of dissent, the host ambivalently 

relied on familiar racial ideologies to quell the crowd, linguistically repair the 

event, and reproduce the broad disavowal that racism and racial inequality 

exists in Hawai'i. 
In this paper, we do not examine the Waikiki rap battle to simply vilify 

Osna, the Angry Locals, or the audience for their co-production of racism. 

Rather, we use linguistic analysis to interrogate the tense event to demonstrate 

how the process of racialization in Hawai‘i reflects specific racial ideologies 

and the ongoing “absent presence” and “present absence” of blacks in Hawai'i 

(Sharma 2011). We argue that Osna’s success at performing anti-black racism 

within hip hop, a black cultural art form, relied on a number of absences, in- 

cluding the absence of a black crowd and the absence of indigenous notions of 

blackness. In true rap battle form, this event helps us to bracket a number of 

projects of racialization competing in contemporary Hawai'i society. We pit 

local representations of blackness against US racialist thinking, Local notions 

of belonging against “mainland” intrusions, and color-conscious humor against 

the “really fucking racist.” In the first sections, we review common discourses 

that define the meaning of race and racism across the continental United States 

and in Hawai‘i. In the rap battle, Osna, the crowd, and the host strategically 

index, counter, and ignore these discourses as they produce and make sense of 

the lyrical exchange. In the second section, we turn directly to Osna’s lyrics to 

highlight how he employed Local references and Jim Crow-era racist humor to 
garner the feverish support of the crowd. We show how Osna’s verses countered 

“mainland” forms of racialist thinking and still defined Young Throwed as the 

continental black Other. In the final section, we center Local understandings 
and talk about race to point to the different power dynamics, contexts, and 
operations of race, both in and outside of the confines of the rap battle. We 


