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ABSTRACT—The conservation of the King
Kamehameha 1 sculpture in North Kohala, Hawai'i
demonstrates a dynamic of public involvement in
conservation. It shows how informarion gained from
material analysis and archival research can merge with
cultural knowledge to inform conservation decisions.
New knowledge gained during treatment alters what
is done to the object, in a continuous process of discus-
sion, feedback, and intervention. Such participatory
engagement has potential to broaden conservation
research while opening up relationships between
conununities and heritage objects. It enables people
to take greater control over elements of their environ-
ment in the process of conserving objects and cultural
sites.

TITRE—Les dynamiques de participation en conser-
vation: le projet relié d la sculpture de Kamehameha.
RESUME—La restauration de la sculpture du Roi
Kamehameha 3 North Kohala, Hawaii, représente
bien les dynamiques d'une participation du public 3
un projet de conservation. Ce projet démontre com-
ment Pinformation obtenue de I"analyse matérielle et
de la recherche archivistique peut érre fusionnée avec
les connaissances culturelles pour enrichir le processus
décisionnel en conservation. Les nouvelles informa-
tions acquises lors du traitement influencent le cours
du projet, dans un processus continu de discussion, de
rétroaction et d'intervention. Ce type d'engagement
a le potentiel pour enrichir les recherches en conser-
vation, tout e¢n créant des nouveaux rapports entre les
communautés et leur patrimoine matériel. 1l permet
aux gens de prendre un plus grand contrdle de
certains ¢léments de leur environnement 3 travers des
projets de conservation d’objets et de sites culturels.

TITULO—Dinimica de conservacién  participa-
tiva: el proyecto de la escultura de Kamehameha.
RESUMEN—La conservacion de la escultura del
Rey Kamehameha en Kohala del Norte, Hawai'i,
demuestra una dinamica de participacion publica
en la conservacidén, Muestra como la informacién
obtenida del andlisis de materiales y de la investigacién
de archivo pueden fusionarse con ¢l conocimiento
cultural para la roma de decisiones informadas de
conservacion. El nuevo conocimiento  obtenido
durante los tratamientos altera lo que se le hace

al objeto en un proceso continuo de discusion,
retroalimentacion e intervencién. Tal compromiso
participativo tiene el potencial de ampliar la inves-
tigacién de conservacion, a la vez que da apertura
a relaciones entre las comunidades y los objetos
patrimoniales. Permite a las personas tomar un mayor
control sobre los elementos de su entorno en el
proceso de conservar los objetos y sitios culturales.

TITULO—Dinimica de conservagio participativa: o
projeto da escultura de Kamehameha, RESUMO—A
conservagio da escultura do rei Kamehameha em
Kohala do Norte, Havai, apresenta uma dinimica
de envolvimento publico em conservagio. Mostra
como informa¢io obtida a partir da anilise de
material ¢ pesquisa arquivistica pode se incorporar
ao conhecimento cultural para a tomada de decisées
em conservagio. Novos conhecimentos alcangados
durante o tratamento alteram ao que ¢ feito ao
objeto, num processo continuo de discussio, feed-
back ¢ intervengio. Tal engajamento participativo
tem potencialidade para ampliar a pesquisa em
conservagio, a0 MESMO tempo ¢m que proporciona
um relacionamento entre a sociedade ¢ os objetos
de heranga. Isso possibilita ds pessoas grande controle
sobre os elementos de seu ambiente no processo de
conservar objetos ¢ sitios culturais.

1. SOCIAL INCLUSION
IN CONSERVATION

People from outside of heritage professions in-
creasingly play a role in conservation research and
treatment decisions, particularly in areas with clear
public constituents such as ethnographic materials,
public art, and functioning architecture. Within the
context of wider public engagement, this article
considers community participation in conserving
the King Kamehameha! sculpture in the North
Kohala District on the island of Hawai‘i (fig. 1).
As 2 monumental painted brass figure depicting a
local chief who became Hawai'i's first king, it carries
considerable symbolic meaning. In semi-rural North
Kohala, with a population of 1,800, local residents
relate to their sculpture in ways that follow neither
Western conservation canon nor any long-standing
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The complexity of such a mixed population
led to multiple options for structuring conservation
decision-making. This included variation in just how
authoritative or deferential [, as the conservator,
should act, given that local residents also differed in
the degree 1o which they respected outside expertise
versus honoring the views of one another.

2. INSTITUTING PUBLIC
PARTICIPATION

Whatever disagreements might arise, the need for
some kind of conservation of the sculpture was not
in doubt. More than one hundred twenty years in
a semi-tropical, earthquake-prone location made its
condition of concern to many in the community. A
thick buildup of paint on the surface, resulting from
many years of application, was faded and peeling. Fur-
ther deterioration showed on the exposed copper alloy
substrate in the form of small spots of light green pow-
dery corrosion. Perhaps earthquake-related, a deep
crack in the base implied possible structural instability.

But what should be the organizational and tech-
nical procedure to address such problems? My first ap-
proach turned out doubly misguided. In June 1996, 1
examined the work on a grant to assess three sculp-
tures on the islands. When I arrived in the small town
of Kapa‘au to inspect the Kamehameha sculpture, |
saw an unusual sight: a sculpture of a Hawaiian chief
in the pose of a Roman emperor. Mounted on a
plinth in front of the historic courthouse, its most re-
markable feature was a coat of brightly colored paint,
with white fingernails, toenails, and highlights in the
black pupils. My remit was to perform a condition as-
sessment and develop a conservation plan that would
honor the artist’s intentions, which presumably did
not include a painted surface.

As 1 examined the sculpture on a ladder, some
people took note of my presence as an obvious out-
sider. After inquiring about my mission, one onlooker
asked me not to remove the paint. She commented
that the paint makes the figure look more “life-like.”
On that brief visit I learned that she was not alone,
and I decided that my initial presumption of straight-
forward conservation based on artist’s intent was in-
appropriate.

My second misjudgment was to think that
cultural administrators in Honolulu would agree that
the circumstance was ripe for a participatory project.

Officials at the State Foundation on Culwure and
the Arts turned down my recommendation for such
an approach. As one state administrator recounted:
“"When [ first got involved with it over twenty-five
years ago, | kept asking, ‘Why are you painting
it?” The answer I got back was, ‘Because we like it
that way..." And this was from an older Hawaiian
woman ... find it a lile offensive. Every time |
look at that statue and 1 lock at those white eyeballs,
it just turns me off.’ (December 17, 1999). I later
heard comments in North Kohala evidencing distrust
of outsiders, including authorities in Honolulu.?

1 had to find other resources and modes of orga-
nization to convince the state that this was a wor-
thy project. With potential support (later realized)
from mainland granting institutions (Heritage Preser-
vation, Ford, Getty, NCPTT, NEA, Smithsonian),
the state-run Kamehameha Day Celebration Com-
mission agreed to oversee the project. | joined forces
with a non-profit organization, the Hawai‘i Alliance
for Arts Education, to co-organize the project and
to seck funding for community activities to promote
the project. Their staff’s and board of trustees’ fa-
miliarity with North Kohala led to selecting Native
Hawaiian and other community groups to act as local
partners: the Kohala Hawaiian Civic Club, the Kame-
hameha Day Celebration Committee, the Kohala Se-
nior Citizens Club, and the Halau ‘O Ha‘alelea luila
group. An Oahu-based filmmaker, Mary Tuti Baker
(whose family comes from North Kohala), and her
Ki'i Productions crew became participants through
their work to create a documentary film about the
project for Flawai'i Public Television. Her interviews
brought additional opinions into view.

With funding in place, the project occurred over
a thirty-four month period, from September 1999
through June 2002. My initial work as the project
conservator was to perform conventional archival and
material research that provided information on the
sculpture’s technical and cultural history, as well as
its current condition. I searched the Hawai'i State
Archives, the Bishop Museum, and the University
of Hawai't libraries in Honolulu and Hilo for
historic documents and literature relating to the
sculpture’s history. 1 also had relevant early Hawaiian
newspaper articles translated into English. To learn
about its material composition, surface coatings,
and deterioration processes, [ took samples for cross
section analysis, x-ray fluorescence, x-ray diffraction,
scanning electron microscopy with energy-dispersive
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x-ray  fluorescence  spectrometry  (SEM-EDS),
and environmental scanning  electron  microscopy
(ESEM). David Scott at the J. Paul Getty Museum
and James Martin, first at the Williamstown Art
Conservation Center and later at Orion Analytical in
Williamstown, Massachuserts, conducted this analysis,

My research included investigating community
relationships with the sculpture (as detailed in Whar-
ton 2004). I carried out forty semi-formal interviews
with Native Hawaiian, Asian, and Caucasian residents
that represented groups | identified as important in
the community: elders, activists, teachers, students, lo-
cal business people, and keiki o ka‘dina (young people
born in the region). Some of the most helpful infor-
mation came from reactions to conservation treatment
procedures, as the sculpture’s surface visually changed
through progressive stages.

The key public issue in the project was whether to
repaint the sculpture after stripping the surface and ad-
dressing the corrosion and structural issues. Although
state officials suggested that the figure was originally
paruially gilt, no one knew for sure. A great deal of
discussion about honoring artist’s intent versus hon-
oring community tradition could be summarized in
one salient choice: paint or gold? Under the condi-
tons we established for the project, the decision was
in the hands of the local committee. | stayed neutral
on the question of repainting, choosing not to offer
an opinion.

To stimulate public awareness and dialogue about
the sculpture’s conservation, the local committee or-
ganmized a range of community activities for children,
families, and kiipuna (elders). As one of the commit-
tee members explained, sparking interest among keiki
(children) would interest family members who do not
ordinarily attend public mectings. “It’s the kids at a
young age that can steer their parents. .. That's where
you can get people to participate—through kids” (in-
terview with Nani Svendsen, February 21, 2000).

An ecarly project that caprured family attention
came in the form of a luda ki'i (puppet hula) written
to tell the sculprure’s story from the perspective of two
birds sitting on its shoulders. The Halau *O Ha'alelea
hula group held puppet-making workshops, then re-
peatedly performed the fuda in different venues. An-
other effort involved my visits to area schools: Kohala
Elementary School; the Kamehameha Preschool; the
Kohala Middle School art class; and the Kohala High
School Hawaiian studies class, Hawaiian Academy, and
art class. Speaking to more than five hundred students
on these occasions, I joined with Hawaiian spiritual
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leaders who communicated the history of the sculp-
ture through fhula and chanting (fig. 2). One class
made a tmeline relating Kamehameha's life to other
world events, while other classes created artwork fea-
turing the sculprure. Further stimulating actention to
the project, Hawaiian Academy students at the North
Kohala high school wrote a song about the sculpture,
and Hawaiian Studies students held a session on its
history and the technology of bronze casting. Teach-
ers organized field trips to the sculpture throughout
the project to discuss its histary, social significance,
and conservation. These events and activities evidently
had a cumulative impact. As one lifelong resident of
the district commented, “People are talking about it
everywhere, within extended families and in public
spaces and comimunity group meetings” (interview
with Boyd Bond, June 10, 2000).

During the carly stages of the project, the lo-
cal committee discussed mechanisms for deciding be-
tween paint and gold, and explicitly weighed the mer-
its of traditional Hawaiian methods such as consulting
kiiptma versus a more *“democratic” process. The com-
mittee itself was diverse in background. It included
three respected Hawaiian kitpuna, two descendents of
Kamehameha, and others representing a mixed her-
itage of Native Hawaiian, Asian, and Caucasian de-
scent. They settled on a process that blended ancient
and contemporary traditions. After deliberating, they
recommended blessing the project with a Hawaiian
chant and arriving at a decision through a community
vote. This was the course taken.

3. THE SCULPTURE IN HISTORY
AND LOCAL USE

Weighing the alternatives included taking the cultural
hybridity of the sculpture into account. [t was com-
missioned in 1878 by a Hawaiian legislature strongly
influenced by American sugar growers, but operating
in league with the surviving Hawaiian monarchy. Al-
though meant as a symbol of Hawaiian nationalism,
it was to commemorate Captain Cook’s "discovery”
of the Hawaiian Islands. It is made of materials not
found in precontact Hawai'i. The physical form com-
bines attributes of a Native Hawaiian ruler, with the
classic stance of a Roman emperor. Kamehameha was
in his teens when Cook first arrived in Hawai‘i. Born
in North Kohala, he became a local chief, then con-
quered other islands to unite the archipelago under
one rule for the first time 1n its history. His monarchy
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mishap, Hawaiian officials commissioned a second cast
from the artist. Meanwhile, it seems that a fisherman
brought up the original cast from the sea. A British
ship captain recognized it as the sunken sculpture of
Kamehameha and purchased it at a junk shop in Port
Stanley, then sold it for a profit to the Hawatian gov-
ernment (Anonymous 1882; Honolulu Daily Builetin
March 29 and April 1 1882; Hawaiian Gazette March
29 and April 5 1882, Pacific Commerdal Advertiser April
1 1882; Paradise of the Pacific September 1898: 132).

The Hawaiian legislature then owned two sculp-
tures. They installed the second cast, which was in
better condition, in Henolulu, and the original cast,
which is the subject of this project, near Kame-
hameha’s birthplace in the present-day districe of
North Kohala. The Honolulu cast has gold leaf gar-
ments and chemically patinated brown skin. Unfor-
tunately, there is little documentation in the archives
about the surface coating on the original cast. A key
question remained unanswered by my research: had
the North Kohala sculpture originally been partially
gilded like the second cast, or had it been painted, per-
haps in bright colors as was indicated in photographs
dating from the early 20th century? As the first Eu-
ropean style sculpture in Hawai‘i, it is not a product
of indigenous craft or intent. Deciding on its conser-
vation could not simply be based on knowledge of
Native Hawaiian traditions, nor, given the contem-
porary social circumstance, could it easily be decided
by applying conventional conservation principles of
authenticity.

Local people know much of the sculpture’s carly
history. Kiipuna who sit on benches outside the old
courthouse behind the figure enjoy recounting the
story of the shipwreck and other aspects of its past,
but many were surprised, and somewhat distressed, to
learn that the original commission in 1878 was to cel-
ebrate Caprain Cook’s “discavery” of the Hawaiian is-
lands. Local residents also know and proudly tell of the
sculprure’s iconic profile throughout the islands. It cir-
culates widely as a symbol of official authority, appear-
ing on the state scal, stationery, and other legal doc-
uments. To celebrate statehood achieved by Hawai‘i
in 1959, the federal government installed a replica in
Statwary Hall inside the US Capirol in Washington
DC. People in North Kohala, like millions elsewhere,
also know the image as it appears on t-shirts, post-
cards, and miniature replicas in gift shops throughout
the islands. A Japanese-owned resort commissioned
a fourth cast, larger than the other three, for the
Princeville Resort on Kauat'i. Residents on Kauat'i,

JAIC 47 (2008):159-173

adding a note of their own local pride, protested its
installation at the hotel, since Kamehameha never ac-
tually conquered their island; he gained authority in
Kauai'i through negotiation with the existing chief.
The Japanese cast was thus locally rejected and now
resides in Hilo, the island of Hawai'i’s historic indus-
trial town, where it, too, is celebrated.

In describing the sculpture’s role in community
life, residents refer to its spiritual meanings, and its
mimetic function in representing an ancestral chief.
They tell stories of its role as part of community cele-
brations like holidays and weddings, and how repaint-
ing has occurred in conjunction with such events.
No one, alas, could tell me when or how the tra-
dition of painting began. By far its most important
cultural use is in annual celebrations on the state’s
Kamehameha Day holiday, a two-day civic festival
involving much of the local population. The day
includes sunrise chanting at the site, conducted by
priests from the Pu‘ukohala Heiau (a surviving stone
temple), the Royal Order of Kamehameha, and other
Native Hawaiian groups. Celebrations on the lawn
around the sculpture include hinda, singing, chanting,
slack key guitar playing, and kfipuna talking story about
Kamehameha. A parade that ends near the sculpture
is the focus of events. Peaple in the parade stop as
they pass the sculpture to hand ho ‘okupu (offerings) to
children who carry them to the sculpture and place
them on top of the pedestal. People also bring long lei
that students from the Hawaiian Studies high school
class place over the figure at sunrise (fig. 3).

Kaona is a Hawaiian word that many use in talking
about the sculpture. It translates to hidden, subsurface
meanings (Paku'i and Elbert 1986). In conversation,
it does not take long for residents to move beyond its
materiality to these subsurface meanings and to the
concept of the sculpture as a receptacle of mana. Mana
means “supernatural or divine power.” It also connotes
the complex cultural system of kapy (or taboo) and its
strict ordering of the world with privileged access to
knowledge and power. Ho ‘okitpu (offerings) are almost
always present on the sculpture’s pedestal in the form
of food, flowers, ribbons and pahaku (stones). Raylene
Ha‘alelea Lancaster, a local ida master and designated
caretaker of the Kamehameha family heian (temple),
described the figure as a “*go-between for people and
the divine” (interview, October 30, 1999). She also
explained that in the eyes of some, giving ho‘okupu to
the sculpture increases its mana.

Not all Native Hawaiians believe that the sculp-
ture has mana. Some regard the idea as inconsistent






166

GLENN WHARTON

As the rescarch results came in, my investigations
and the understandings of participants became inter-
active. For instance, [ learned from a state maintenance
worker that the figure’s eyeballs were bronze spheres
that he had cpoxied in place in the late 1970s. He
painted chem with irises, pupils, and white highlights.
We needed to decide whether to retain them. Simi-
larly, I learned from ESEM analysis that the powdery
green oxidation contained trihydroxychlorides. This
confirmed the presence of bronze disease (Scott 2000;
Sease 1978), and provided justification for removing
the thick paint layer during the conservadon project,
at least to treat the brass surface with the corrosion
inhibitor benzotriazole before repainting it.

1 also learned through x-ray fluorescence and cross
section analysis that underneath the rwenty-five-plus
layers of house paint, traces of gold remained in the
deep crevices of the drapery folds. This discovery of
gold was the most striking finding from material anal-
ysis. [t surprised everyone involved in the project, and
it strengthened the argument for gilding over painting.

In community discussions about conservation,
many people voiced opinions based on concepts of
authenticity. In fact, the very notion of authenticity, a
canon of conservation, became a topic of public de-
bate as residents discussed honoring artist intentions,
honoring the tradition of painting, and getting the
skin tones and feather colors “right.” Some also voiced
their preference for maintaining a distinctive appear-
ance, as expressed in a lecter published in the Kofala
Mountain News: “*Some of you say all the statues should
look the same; to me that is equal in comparison to
re-facing our quaint Nakahara Store and giving it a
WalMart sign ... Are we not a unique community?
Do we not live a unique lifestyle?” (Nani Svendsen,
November 1, 2000).

A general theme in the pro-gold camp was the
greater art historical propriery that would follow from
honoring the artist’s intent. For others, gold is sym-
bolic of royalty and therefore suitable for a Hawaiian
king: “Gold is the world standard. . . It's a standard
for wealth, power, and strength. And gold is formed
by sunrays that go to the earth ... Shame—to disre-
spect the statue with paind” (interview with Albert
Solomon, October 29, 2000). Several people of Asian
descent associated gold with its use in Buddhism, in-
cluding the tradition of applying gold leaf as offering:
*I think it should be gold, like the Buddhas in Japan”
(interview with Gladys Nanbu, June 9, 2000).

Those in the pro-paint camp also had a variety
of reasons. Some wanted to preserve the lifelike ap-
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pearance. “Our King looks almost lifelike in the col-
ors. .. as if he is still here” (interview with Stephanie
Cabinis, February 26, 2000). Even when challenged,
one informant stuck to her guns: “A friend of ours
who is an ethnomusicologist from the University
of Hawai'i at Manoa. . .said the statue looks like a
cartoon figure ... [ took another look at him and
thought, ‘No, I like the paint’ For me it makes
him look more real” (interview with Cheryl Sproar,
June 2, 2002). Anti-gold arguments occasionally in-
corporated anger against Euro/American incursion:
“It’s stupid to gild it in European fashion” (interview
with Anthony Anjo, June 8, 2000). “It shouldn't emit
a Western value . . . it detracts from Kamehameha, the
man. He was a very humble person. He worked in his
favorite taro patches. ..a man of the people, willing
to get his hands in the dirt. .. puting a gold cloak
on him demeans him” (interview with Fred Cachola,
March 15, 2000).

For many who raised the pro-paint argument
in the name of authenticity, getting the colors righe
was of equal importance. As voiced by kupuna Marie
Solomon at a project meeting, “The feathers should
be painted red and yellow. They were the symbols of
royalty” (June 14, 2000). According to another res-
ident: * The correctness of it being yellow and red
seems really important to me ... When [ go to Hilo
and sec the other one, or I go to Honolulu [both are
gold leafed], they are beautiful statues but they are not
him" (interview with Sharon Hayden, February 27,
2000).

Most discussions about color focused on skin
rather than feathers. No one knows for sure the tone
of Kamehameha's skin, Arguments moved quickly to
the politics of skin tone, using distinctions that exist in
Hawai'i as elsewhere, including some highly unpleas-
ant racist remarks. Some of those who talked about
skin color wanted light brown, but others wanted dark
brown: “What’s a Hawaiian brown? | have a niece
that looks just like you |[referring to my pale com-
plexion] and she’s quarter Hawaiian™ (interview with
Audrey Veloria, February 20, 2000). “Hawaiians are
light brown color. They are not black. When you look
at the [Honolulu| statue it's kind of black. It should be
a little more brown” (interview with Naves Santiago,
June 8, 2000). “If you go back to the books, Hawai-
ians were not brown. The old Hawaiians in those days
they were like the Negroes. They had dark, purple
black skin...No way were they tan colored” (inter-
view with Sam Torres, October 26, 2000). “It would
be more Hawaiian if the skin was darker” {(comment
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incorporated cultural information into my own
process of understanding. In addition to informing
the research, the community discussion made the
sculpture more salient on the landscape. It was now
understood as a cast brass sculpture that was originally
gold leafed and chemically patinated, suffering from
structural damage and chloride-induced corrosion.

As Federspiel suggests, public participation in
conservation can promote community building and
civic dialogue (Federspiel 2001: 78). Kaminitz and her
colleagues at the NMAI report that their consultations
provide benefits both ways, by informing conservation
decisions while reverberating back to associated com-
munities (2005, 101). As found in this project, social
inclusion offered toals for memory work and activism.
[t helped enrich readings of the collective past and fu-
ture. It was not just about getting the past “right” for
didactic, financial, or aesthetic purposes, but was also
about finding value in an active process of exploring
versions of the past and deciding how to communi-
cate the past to future generations. Recognizing such
value in social inclusion shifts the focus from conser-
vation prodict to the conservation process (Avrami et al.
2000). One participant in the project remarked, “For
many, | think they took it for granted that the statue
was here ... All of a sudden. .. you get the dialogue
from them, and those who always had a bond with
the statue are finding themselves even thinking more
about it and his life. Then you start going back to his
life, his purpose and what was he trying to do with
his people” (Nani Svendsen interview by Mary Tuti
Baker, October 27, 2000).

Several others commented that the project es-
tablished new patterns of public involvement. In the
words of Boyd Bond, a fourth generation descendent
of North Kohala's first missionary, “The process, the
balloting and the debate and the discussion was a great
model for us as a community . .. 1 hope we can con-
tinue what we learned here” (interview, October 29,
2001). In the same conversation, he referred to the
project as a relatively safe'space to learn tools of public
expression: “The question was relatively benign when
compared to some of the more contentious problems
we face like rampant developnient, water issues, and
the continuing drug problem. It gave us a chance
to practice community discussion without getting at
each others’ throats.”

Some might argue that enhancing community
consciousness is not an appropriate mission for the
profession, especially given the scarcity of resources for
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conservation. Opening the door to non-professional
participants may erode professional authority, and
can lead to decisions that contradict conservation
principles such as honoring artists’ intent and other
versions of a settled “historic” value (Riegl 1996). On
the other hand, some might charge this project with
opening the door too wide for non—Native Hawaiians
(including the conservator and the funders) to affect
an outcome that should be solely in the hands of
indigenous residents. And some may be troubled by
borrowing research methods such as ethnography
from the social sciences for use as conservation tools
(for more analysis, see Wharton 2004).

Some of these concerns that played out locally
received wider attention in the documentary film
that aired on PBS Hawai'i and other public television
stations on the mainland. As of this writing, state ad-
ministrators continue to withhold support by denying
funds for maintaining a painted surface rather than
gilding. The irony of the state's ongoing maintenance
of the second gold-leafed cast in Honolulu and
not the original painted cast in North Kohala is
not lost on local residents who see it as “another
slight from Honolulu”” Residents now fundraise
locally to conduct condition monitoring and cycli-
cal maintenance, as specified in the conservation
reports and maintenance training sessions from this
project.

Besides the controversies that socially inclusive
conservation invites, both within the affected
community and in the profession, there are practical
difficulties. This project was indeed expensive and
labor-intensive, hardly conducive to widespread
adoption. But it hopefully provides elements that
can be replicated in other projects. These include
developing mechanisms of participation through
which evolving cultural knowledge clicited through the
conservation process itself becomes part of an ongoing,
dynamic process. It means being prepared, on
occasions when it is politically and socially feasible,
for a result that runs counter to any convention
whatsoever, indigenous or professional. Thus we have
in this case a 19th century heroic sculpture finished
in bright colors with financial backing (and therefore
legitimation) from prestigious funding institutions.
Such can be the unexpected results. Finally, projects
of this sort mean that the conservator does not come
down on one principle or another, one faction or
tradition versus another. The conservator’s research
aims to provide technical information and to expand
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an arena for cultural understandings to come forth.
The conservator does not choose sides, but chooses to
facilitate.
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NOTES

1. Kamehameha I, also known as Kamehameha the
Great, was followed by Kamehameha 11, 111, [V, and V.
In this text, | drop the ordinal (1), and refer to him sim-
ply as Kamehameha, as is common among residents
of North Kohala. His date of birth, recorded through
oral Hawaiian tradition, is contested. Scholars place it
somewhere between 1748 and 1761. For the purpose
of this writing, I accept Kuykendall's calculation as

reported in the Kamehameha Schools publication of

Kamakau (Kamakau 1992:66).

2. Participants gave me permission to use their names
in writng about this project. Names are used in
this article, except in one instance, where comments
could jeopardize the individual's relationships within
the community. Although the use of real names is
somewhat unusual in sociological and anthropological
community studies, it is increasingly common when

the research aims to give voice to participant concerns
and no harm will come to the subjects from disclosing
their identity (Duneier 1999).

3. The “Lili'vokalant Sash,” or kd‘ei (BPBM Acces-
sion No. 1910.18.01), (Rose 1978, 24) consists of
thousands of tiny red and yellow feathers intricately
secured to a woven support of twisted yarn from the
oland (tosichardia latifolia) bark. The ‘ahu ‘ula (cloak)
(BPBM Accession No. 6828) is commonly known as
the Kamehameha Cloak (Rose 1978, 57). The helmet
(BPBM Accession No. 959) is believed to be the one
that Kamchameha gave to his rival Kaumuali‘i (chief
of Kaua'i), (Brigham 1899, 1918, 31). Kaumuali‘i
was the chief of Kaua'i that Kamehameha had
twice attempted to conquer and finally broughe
under peaceful submission in 1810 (Kuykendall
1967, 48-51). During their historic meeting in
Honolulu, it is believed that Kamehameha gave
Kaumuali‘i the maliiole and two feathered ‘alir ‘ula
(Brigham 1899, 1918, 31). The pololii (long spear)
in Kamehameha's left hand is an inexact replacement
of the original, from a restoration campaign in
1883.
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