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Abstract 

The exhibition “Terrance Houle & Adrian Stimson: Exploring Indigenous Masculinities” 

showcased the performance art of Terrance Houle (Blood/Ojibway) and Adrian Stimson 

(Siksika) at the Union Gallery in Kingston, Ontario from March 20th to March 22nd, 2012. 

Both artists used the occasion to interrogate how Indigenous identities are constructed 

and perceived. The artists’ interaction with the audience and the space of the gallery itself 

acted to destabilize lingering colonial beliefs about Indigenous identity. This thesis 

explores how the Kingston performances investigate the historical construction of 

Indigenous masculine identities. Through the artists’ own embodiment of historical 

knowledge (both colonial and Indigenous knowledges) and their interaction with the 

audience and gallery space, the performances challenged and reimagined colonial 

perceptions of Indigenous masculine identity as a singular, static form. The performances 

served to translate alternative knowledges about Indigenous men and models of 

Indigenous masculinity, a dynamic I analyze in this thesis as a larger set of tactics and 

effects available to artists decolonizing Indigenous masculinities. 
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Chapter 1 

Introduction 

In March 2012 as partial fulfillment of my MA project in Cultural Studies at 

Queen’s University, I curated a performance series, “Terrance Houle & Adrian Stimson: 

Exploring Indigenous Masculinities.” The central aim of the project was to produce a 

stage from which Indigenous artists could occupy the colonially entrenched space of 

Kingston and ignite conversations about models of Indigenous male identity. Kingston 

has a particular pride in its colonial history and its position in the “founding” of Canada 

and I wanted to engage with that history and insert an Indigenous perspective into the 

discourse that is present.1 The resulting performance series involved two artists, Terrance 

Houle (Blood/Ojibway) and Adrian Stimson (Siksika). The series was made up of three 

performances as well as two artist talks and a short impromptu performance during one of 

the talks. In the first performance, Ipapá'kaawa, Terrance Houle performatively engaged 

with his paternal lineage and Blackfoot ancestry by enacting a dream of his father’s. 

Adrian Stimson’s Buffalo Boy’s Born Again followed Houle’s performance on the second 

evening of the series, a performance that explored the destructive force of colonialism, 

and specifically religion, on Aboriginal identity. Finally, on the last evening of the event, 

                                                      
1 For example, Kingston was the first capital of Canada and the home of the first Prime 
Minister of Canada, John A. MacDonald, who was involved in the construction of the 
Canadian Pacific Railway and the Constitution. Kingston regularly celebrates the city’s 
place in the history of Canada including its history as John A. MacDonald’s hometown 
and its role in the war of 1812 among other significant historical events.  
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the artists came together to perform Buckskin Re-Mount, in which they explored bonds 

between Indigenous men and the changes in male relationships that are a result of 

heteropatriarchy. 

 While Indigenous performance art has been discussed as both a form of resistance 

and an expression of self-determination, no study has argued that the act of curating, 

when drawn from Indigenous methodologies, can have a similar thrust.2 It creates a 

platform for both curators and artists to express themselves for a public through 

exhibition. More broadly, the performances I curated worked to provide a space for an 

underexamined area of performance art, the representation of Indigenous masculinities. 

These specific artists’ performances destabilize colonial knowledge about Indigenous 

men, and therefore I wanted to bring the two to interact with Kingston audiences.  In turn, 

both the performances and my strategies in curating investigate the potential meanings 

and effects of this area of Indigenous art scholarship and Indigenous studies. Although 

this investigation could have been accomplished in a thesis, curating provided an 
                                                      
2 Authors such as Margaret Kovach, in her book, Indigenous Methodologies: 
Characteristics, Conversations and Contexts (2009), describe Indigenous methodologies 
as methodologies that stem from tribal knowledge. While they align with Western 
approaches to research, they are distinct and privilege Indigenous ways of knowing. 
Indigenous methodologies include valuing story telling and Indigenous worldviews as a 
form of knowledge and understanding that these forms of methodologies are involved in 
the process of decolonization as it reinvigorates Indigenous knowledge while displacing 
Western forms. Kovach also explores the importance of a distinct form of ethics that 
privileges conversations with Elders and community as well as the importance of 
situating yourself and your culture within your research. Other works that I have 
consulted about the use of Indigenous methodologies include Linda Tuhiwai Smith’s 
Decolonizing Methodologies: Research and Indigenous Peoples (1999) and Norman K. 
Denzin, Yvonna S. Lincoln and Linda Tuhiwai Smith’s Handbook of Critical and 
Indigenous Methodologies (2008).   
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opportunity to employ Indigenous curatorial methodologies and reach a larger audience 

than a thesis alone. Furthermore, the series allowed for direct experience of the impact of 

Indigenous performance art on a specific audience, and for enhanced access to the artists 

themselves. Too often in performance studies, as critic Dwight Conquergood notes, 

authors speak about artists as objects, rendering them without agency. He writes that 

authors should seek to collapse the divide between critic, artists, and communities — to 

speak with artists instead of for them.3 By inviting the artists to Kingston, I was able to 

work with them collaboratively to produce new investigations, rather than speaking about 

their past works at a remove.  

 This thesis, then, builds on my curatorial practice to document how curating can 

act as a tool of decolonization. My aim in curating the event echoed the goals of the 

artists, both to expand Indigenous knowledge and acknowledge the historical and 

contemporary representation of Indigenous male identities. As Maori scholar Linda 

Tuhiwai Smith writes, a central aim of decolonization is to provide opportunities for self-

determination of Indigenous knowledge.4 From this overarching aim, this thesis begins 

by documenting the process of developing the event in Chapter Two, “Curating Terrance 

Houle & Adrian Stimson: Indigenous Masculinities.” Chapter Three, “The 

Performances,” explores the means and effects on the Kingston audiences and, by 

extension, Indigenous studies more broadly, of witnessing these specific acts of 
                                                      
3 Dwight Conquergood, “Performance Studies: Interventions and Radical Research,” 
Drama Review 46, no. 2 (Summer 2002): 153. 
4 Linda Tuhiwai Smith, Decolonizing Methodologies: Research and Indigenous Peoples 
(London: ZED Books, 1999), 38. 
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reframing Indigenous masculinities. In the end, this thesis explores the performance 

series as a platform from which to discuss the role of curating as an Indigenous 

methodology, and analyzes the performances as disseminating alternative understandings 

about Indigenous models of masculinity and how they are influenced.   
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Chapter 2 

Curating “Terrance Houle and Adrian Stimson: Exploring Indigenous 

Masculinities” 

The project of decolonization, as Beth Blue Swadener and Kagendo Mutua 

explore, involves “the process, in both research and performance, of valuing, reclaiming, 

and foregrounding Indigenous voices and epistemologies.”5 As a format for expressing 

Indigenous voices, Tuhiwai Smith identifies how much storytelling and artistic strategies 

of re-presenting and reframing are central to the project of decolonization: they express 

Indigenous worldviews in a way that resists Western ways of knowing.6 Indigenous 

strategies of reframing may be more likely to be conceived through oral and embodied 

knowledge, allowing artists especially to question the identity categories in which they 

have been trapped. These acts can allow artists greater sovereignty over representations 

of Indigenous identity.7 

                                                      
5 Beth Blue Swadener and Kagendo Mutua, “Decolonizing Performances: Deconstructing 
the Global Postcolonial,” in Handbook of Critical and Indigenous Methodologies, ed. 
Norman K. Denzin, Yvonna S. Lincoln and Linda Tuhiwai Smith (California: SAGE 
Publications, 2008), 31.  
6 Tuhiwai Smith, Decolonizing Methodologies: Research and Indigenous Peoples 
(London: ZED Books, 1999), 144, 151; Tuhiwai Smith describes Western knowledge as 
a system that “brings to bear, on any study of indigenous peoples, a cultural orientation, a 
set of values, a different conceptualization of things such as time, space and subjectivity, 
different and competing theories of knowledge, highly specialized forms of language and 
structures of power ” (42). 
7 Tuhiwai Smith, 154.  
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Florencia Mallon writes that storytelling is central to Indigenous sovereignty, for 

it preserves cultural knowledge and serves to empower and legitimize this knowledge.8 

As a form of story telling that reframes Indigenous representation, Indigenous 

performance art, as Carla Taunton explores in her recent dissertation, also communicates 

possibilities of social change and decolonization.9 Therefore, as a project of 

decolonization, performance art can transmit new Indigenous knowledge, destabilize 

dominant narratives, encourage new discourses of identity, and thus advance Indigenous 

sovereignty.  

Performance studies scholar Diana Taylor writes that performance is an event, 

such as dance, theatre, or ritual that is rehearsed and bracketed from other practices. 

Performance is also, as Taylor continues, the embodied practice of gender, sexuality and 

resistance.10 Through the embodiment that is a part of performance, and this includes 

performance art as a connection between the theatrical and the everyday performative, 

Diana Taylor writes that the body of the artist translates a way of knowing to an 

audience.11 Overall, Taylor’s discussion of the performative centers around the notion of 

performance of culture as a form of knowledge dissemination. Specifically, the 

embodiment of knowledge is presented to an audience in order to translate those 
                                                      
8 Florencia E. Mallon, “Introduction: Decolonizing Knowledge, Language and 
Narrative,” in Decolonizing Native Histories: Collaboration, Knowledge, and Language 
in the Americas, ed. Florencia E. Mallon  (Durham: Duke University Press, 2012), 4. 
9 Carla Taunton, “Performing Resistance/Negotiating Sovereignty: Indigenous Women’s 
Performance Art in Canada” (PhD dissertation, Queen’s University, 2012), 53. 
10 Diana Taylor, The Archive and the Repertoire: Performing Cultural Memory in the 
Americas (Durham and London: Duke University Press, 2007), 3. 
11 Diana Taylor, 16, 20, 29. 



 

7 

 

knowledges to others and pass them on. In further connection to Taylor and her 

discussion of performance of identity, the performances of artists explore the way in 

which identity is constructed and demonstrated through the body. 

The event I staged provided examples of Taylor’s embodied performance by 

producing oral and embodied narratives to audiences at Queen’s. The events also 

engaged with notions of identity as performed, as the artists questioned the construction 

of Indigenous masculinity, as well as the connection of “maleness” and representations of 

Aboriginal men. Indigenous performance art, such as work by Lori Blondeau, James 

Luna and Rebecca Belmore questions hegemonic colonial ways of knowing — and forms 

one of the main reasons I was drawn to curating. This larger body of work, including the 

recent work of Houle and Stimson, demonstrates how Indigenous history, stereotypes and 

colonialism can be reworked to create new and alternative understandings for Indigenous 

and non-Indigenous audiences alike.  

Following these theoretical methods and artistic practices, I have also come to 

understand Indigenous curating as playing a role in decolonization and social change. As 

Indigenous curator Ryan Rice of the Museum of Contemporary Native Art states, “Native 

curators” are “representing and negotiating another voice, another perspective.”12 About 

the role of curatorial process Rice then writes “the curatorial process is another way of 

                                                      
12 Ryan Rice and Nancy Mithlo, "Visiting: Conversations on Curatorial Practice and 
Native North American Art," The American Indian Curatorial Practice Symposium 
Proceedings (http://www.nancymariemithlo.com/aicp_menu.htm.), 14. 
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bringing forth our story, our issues and our concerns and assists the artists in telling their 

story, through their artwork and exhibitions.”13 

Rice’s description of the role of Native curators demonstrates the support that can 

exist between curators and artists when both seek to produce knowledge from an 

Indigenous perspective through art. The act of curating as cultural production acts as a 

form of Indigenous knowledge transmission. It can enable conversations about colonial 

narratives by making alternatives visible. For example, in a discussion of the Museum of 

Contemporary Native Art, John Paul Rangel writes that curators organize their exhibition 

of Indigenous aesthetics to promote Indigenous ways of knowing as models of 

representation.14 My own model of curating has been influenced by these wider 

methodologies of other Indigenous curators and settler scholars who privilege Indigenous 

knowledge. As a Métis curator of Indigenous performance art, my role was to produce a 

platform from which artists could transmit Indigenous knowledge to new audiences and 

rework dominant understandings of Indigeneity, thereby enacting the possibility of 

decolonization. Following the curatorial visions of my predecessors, in particular I 

wanted to discuss Indigenous masculinities to encourage the community at Queen’s and 

in Kingston to question dominant perceptions of Indigenous men.  My decision to plan 

the theme of the event on Indigenous masculinities was determined through research in 

the field of Indigenous performance art, where this focus was being practiced but not 

                                                      
13 Rice and Mithlo, 14. 
14 John Paul Rangel, “Moving Beyond the Expected: Representation and Presence in a 
Contemporary Native Arts Museum, Wicazo Sa Review 27, no. 1 (Spring 2012): 32. 
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curated per se.  That is, Indigenous male artists have been producing performances 

dealing with identity and representation, but my goal was to curate with a clear emphasis 

on challenging and reworking Indigenous masculinities. This is also why I sought out the 

two artists I did, as their work shared and highlighted this aesthetic aim. In addition, the 

field of Indigenous Masculinities has also not yet included a discussion about the role of 

performance artists in articulating issues about male identity in Indigenous communities.  

 

History and Development of the Series 

“Terrance Houle and Adrian Stimson: Exploring Indigenous Masculinities” 

developed after I was involved in Carla Taunton and Daina Warren’s “Acting Out! 

Claiming Space: Aboriginal Performance Art Series,” a series of four performances by 

Aboriginal artists in March 2011. Taunton, then a PhD candidate at Queen’s University, 

explains that, during her time in Kingston, she witnessed how previous “art events 

activated politics of Indigenous self-determination and resistance, thereby participating in 

the ongoing projects of decolonization and indigenization of space and place as well as 

institutions.”15  Building on the art activism advanced at Queen’s by her mentors, 

Taunton organized multiple events of her own, including the performance series in 2011. 

With the goal of continuing the momentum of Aboriginal events at Queen’s and in 

Kingston, Taunton and Warren created the performance series “to claim space 

                                                      
15 Carla Taunton, email message to the author, 16 May 2012. 
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(institutional, intellectual, and physical) through performative acts [and] showcas[e] the 

dynamism of contemporary indigenous art practice.”16 

Under Taunton’s guidance, I became aware of the growing number of events 

aimed at creating spaces for Indigenous artistic voices in Kingston. Taunton spoke with 

me about the importance of contributing to what she described as “the momentum of 

exhibiting Indigenous arts in Kingston and inspir[ing] future projects that created space 

for gathering, education, conversation and mentorship.”17 Indeed, building on this 

momentum has shaped my goals from the start of, and throughout this process.  

Toward this end, I began working with the staff at Four Directions Aboriginal 

Student Centre and the Queen’s Native Student Association (QNSA), for privileging 

consultation with and mentorship by wider Indigenous communities is an integral part of 

Indigenous curatorial methodologies.18 Building on the work that Taunton had done 

earlier, I planned the week of my two chosen artists’ performances to coincide with 

Queen’s Aboriginal Awareness week. Queens’ Aboriginal Awareness week, as QNSA 

Past President Dana Wesley states, aims to educate the general population on Indigenous 

issues. While the week focuses on the general education of students about Aboriginal 

issues and histories in Canada, the group seeks out innovative formats to translate that 

education. For example, in the past the group has sponsored discussions by academics, 

                                                      
16 Taunton, email message. 
17 Taunton, email message. 
18 I have been a member of Queen’s Native Student Association since September 2011; 
Rice and Mithlo, 14. 
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movie nights, and shows by comedians, dancers and artists.19 Each year, QSNA develops 

a different theme, and this year was designated as “The Diversity of our Nations” — a 

title meant to identify the distinctiveness of the Indigenous peoples across Canada. 

Staging the two performances during this particular Aboriginal Awareness Week events, 

then, was strategic: it complemented the events’ theme in that it allowed Blackfoot artists 

to interact with a Mohawk and Ojibway space altered by a colonial history, thereby 

highlighting the diversity of Aboriginal peoples in Canada while commenting on the 

influence of colonialism.  Finally, it also provided the opportunity for audience members 

of multiple Nations, Indigenous and non-Indigenous, to come together and experience a 

perhaps-novel form of story telling.  

In addition to my collaboration with and mentorship by the staff at Four 

Directions Aboriginal Student Centre and the QNSA, my interest in creating a 

performance series was also guided by the Cultural Studies Program at Queen’s and by 

the Corridor Culture Curatorial Collective, a group working to strengthen the arts 

community in Kingston by connecting artists, academics and curators with different 

constituencies in and around the city.20 With this encouragement, I gathered funding and 

developed the event. Funding came from a variety of sources, including a Visiting 

Scholar Program Grant from the Faculty of Arts and Sciences, as well as donations from 

Corridor Culture, Four Directions Aboriginal Student Centre, QNSA and various 
                                                      
19 Dana Wesley, Queen’s Native Student Association past president, email message to 
author, 12 May 2012. 
20 Corridor Culture, “Corridor Culture: A Critical Art and Culture Collective,” 
corridorculturewordpress.com/about (accessed 12 May 2012). 
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departments at Queen’s including Cultural Studies, Gender Studies, Drama and Fine Arts. 

The financial support enabled me to start envisioning the event, as it provided me with 

the funding to approach the artists about the number of events I would be able to support, 

as well as the venues that would be available to house the performances. The support of 

the departments also defined which departments would be interested in participating in 

the events and allowed me to begin discussions with professors and departments about 

their participation. Overall, with the funding in place, the scope of the event that could be 

supported began to take shape. 

 

Aboriginal Performance Art 

The quality of performance art that I am drawn to most is its inability to be completely 

defined. As performance studies theorist Henry Bial writes, the uncertainty of 

performance enhances its potential “to illuminate, instruct, and inspire.”21 Despite the 

difficulty defining performance art, the heightened awareness and direct audience 

participation it can provoke may be, in part, what makes performance art appealing to 

many Aboriginal artists. The sense of temporality in the performance space may help 

enable Aboriginal artists, as Deborah Wilmer notes, to use “performative strategies to 

further their visibility and achieve their political ambitions.”22   

                                                      
21 Henry Bial, “Introduction,” in The Performance Studies Reader, ed. Henry Bial (New 
York: Routledge, 2004), 1.  
22 S.E. Wilmer, Native American Performance and Representation, ed. S.E. Wilmer 
(Tucson: The University of Arizona Press, 2009), 2. 
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Wilmer also touches on how much performances of a stereotypical and racist vision of 

Indigeneity have been central to the colonial imagination and to the control of 

representations of Aboriginal peoples: 

In the nineteenth and twentieth centuries, staged representations of Native 
Americans from non-Native commercial audiences became popular in Wild West 
shows, circuses, fairs, exhibitions, vaudeville, and burlesque, as well as in museums 
and tourist venues. However, since the 1960s, Native artists have increasingly taken 
control of Native performances, molding them to conform with their own needs and 
values through various media such as drama, dance, performance art, and films.23 
 
Against this historical backdrop, contemporary Aboriginal artists use performance art 

to produce knowledge about Aboriginal experiences that is controlled by Aboriginal 

peoples; for part of performance art’s aesthetic function is that it can appear to act as a 

mirror of reality. The practice of performance art reflects, magnifies and at times distorts 

the viewer’s beliefs, desires and realities — all while seeming to act as a mirror. As 

Turner explains, “mirror distortions of reflection provoke reflexivity.”24 Thus, 

performance art allows Aboriginal artists to do more than reflect colonialist beliefs held 

by their audiences. By promoting awareness of those beliefs, by mirroring them but from 

a new vantage point, the artist can perhaps provoke change in audiences’ beliefs to better 

reflect more contemporary realities.  

Because of the medium’s ability to both reflect and alter beliefs, I am drawn to the 

study of performance art about Indigenous identities and how it can be translated to 

audiences. Aboriginal performance art intrigues me because of its ephemerality and the 
                                                      
23 Wilmer, 4. 
24 Victor Turner, From Ritual to Theatre: The Human Seriousness of Play (New York: 
Performing Arts Journal Publications, 1982), 105. 
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simultaneous power exchanged between the artist’s body and those of audience members. 

The body, indeed, is the most tangible category of identity construction.25 The presence 

of bodies as foregrounded by performance art, both of the artist and the audience, can act 

to question the formation of identity.  

My understanding of the attraction of Aboriginal artists to performance art was 

informed by a discussion by artist Skeena Reece (Tsimshian, Gitksan, Cree, Métis). 

Reece said that as a young artist, she had been upset with her father, a carver, when he 

sold his carved masks to non-Indigenous peoples as she felt that he was selling the 

masks’ spirits and, therefore, her culture as well. Although her father explained to her 

that the spirits of the masks stay with the community, she struggled with the idea of 

selling items linked to her own cultural identity. She explained that her struggle stemmed 

in part from the history, especially prevalent in the Pacific Northwest, of anthropological 

collections of Aboriginal items. She felt that she was drawn to performance art because it 

could not be stolen from her.26 Again, the seeming ephemerality of performance art is 

powerful: it can enable Aboriginal artists to control their own means of production, a 

power that has often been controlled through government policies and power relations.  

In addition to the power over production that performance makes possible, Adrian 

Stimson in particular has said that he performs, in part, because he realizes that 

performance is part of his Blackfoot culture. He explains that his people have always 
                                                      
25 Brigit Dåwes, Native North American Theatre in a Global Age: Sites of Identity 
Construction and Transdifference (Heidelberg: Universitätsverlag, 2006), 117. 
26 Skeena Reece, “Artist Talk” (artist talk, “Acting Out! Claiming Space: Aboriginal 
Performance Art Series,” Queen’s University, Kingston, Ontario, 16 March 2011). 
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performed, even when part of Wild West shows, and through this embodied practice, the 

artist can reflect society’s beliefs back onto audience members and comment on the 

colonial project.27, In this sense his practice also connects him to a traditional past while 

bringing those practices forward into a new time and space, demonstrating that 

Indigenous cultures are flexible and vital.  Reece’s and Stimson’s statements on their own 

attraction to performance art reveals how much the medium can communicate histories. 

Their two approaches are different, but both artists’ communicate the influence of their 

histories on both their community and individual identities. Yet the aim is not merely to 

identify these histories, but to participate in the broader project of decolonization and 

reclaiming agency. Performance art not only can expose audience members to the 

colonial project: it can implicate them in this project and promote greater awareness. 

Similarly, by using bell hook’s discussion of performance art as a means of 

intervening in dominant culture,28 Lynne Bell and performance artist Lori Blondeau 

(Cree/Salteau/Métis), write that Aboriginal performance art can lead the audience 

member to bear witness to difficult colonial histories.29 The authors describe the work of 

                                                      
27 Adrian Stimson, interview with the author, 22 March 2012, transcript; Adrian Stimson 
in Holly Gordon, “One of a Herd: Prairie Scene Artist in Residence Adrian Stimson 
Brings his Subversive Trickster Buffalo Boy to the Capital,” The Wig (Ottawa, 26 April 
2011), http://www.thewig.ca/14645/art/story/Prairie_Scene_artist-in-
residence_Adrian_Stimson_brings_his_subversive_trickster_Buffalo_Boy_to_the_ 
Capital (accessed 30 June 2012). 
28 bell hooks, “Performance practice as a site of opposition,” in Let’s Get it On: The 
Politics of Black Performance, ed. Catherine Ugwu (Seattle: Bay Press, 1995), 218-19. 
29 Lynne Bell and Lori Blondeau, “High Tech Storytellers, Unsettling Acts, Decolonizing 
Pedagogies,” INDIANacts: Aboriginal Performance Art, 
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James Luna and Rebecca Belmore at the High Tech Storytellers festival, in which the 

artists used imagery that evoked colonial histories to reflect them to audiences. In 

presenting those histories and their influence on Native communities — for example the 

abuse of Aboriginal men by Saskatchewan police presented in Belmore’s work — the 

artists intervene in dominant culture narratives and engage in decolonization by bearing 

witness to difficult knowledge.30 Taunton explains that performance art works as a tool of 

decolonization because it interrupts colonial narratives, intervenes in colonial spaces, and 

develops self-determination for both artist and audience.31  Evoking the words of artist 

Renée Cox, who calls her inversions “flippin’ the script,” curator Richard Hill writes that 

inversions and confrontations of falsely held beliefs are an artistic strategy that has the 

potential to “illuminate and challenge the visual conventions that police social 

hierarchies.” Hill writes that in those moments, power relations are challenged and the 

audience members can become aware of their beliefs and break apart what they 

understand as natural.32 For my purposes, I wanted to challenge the presumptions 

associated with what might be “natural” — or not — for Indigenous masculinities 

especially.  

 

                                                                                                                                                              

http://indianacts.gruntarchives.org/essay-high-tech-storytellers-bell-and-blondeau.html, 
2002 (accessed 12 August 2012).  
30 Bell and Blondeau. 
31 Taunton, 3.  
32 Richard Hill, “Drag Racing (Dressing Up White) and the Canon Upside Down: 
Inversion in Contemporary Art and Visual Culture,” in The World Upside Down: Le 
Monde a Lenvers, ed. Richard Hill (Banff: Banff Centre Press, 2011), 57. 
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Indigenous Masculinities in Performance Art 

As I have discussed above, the power of performance art as a stage for Indigenous 

sovereignty lies in its ability to produce counter narratives to those of colonialism and to 

reclaim representations on Indigenous peoples’ own terms. This curatorial project 

allowed me to participate in that discussion and, indeed, expand on it by examining 

Indigenous masculinities in particular — an area of focus that has yet to be explored in 

the field in depth. While Taunton explored Indigenous women as a site of resistance, the 

intervention into notions of Indigenous masculinity by male performance artists has yet to 

be specifically discussed. Although artists have been engaging with this issue for a time, 

their work had yet to be discussed using the language presented in the field of Indigenous 

masculinities. The two artists I chose to work with both engage with issues of Indigenous 

masculine identities specifically. The project’s two components, both the performances 

and this thesis, also advance studies of Indigenous masculinities. To illustrate this 

intervention in more detail, I now turn to the emerging body of critical literature on 

performance art and Indigenous masculinities that helped shaped my project.  

First, it is important to identify the definition of Indigenous masculinities informing 

this project. The definition is unstable as it involves, as R.W. Connell, author of “The 

Men and the Boys” notes, multiple patterns of masculinities which are influenced by 

culture, history and constructions of gender.33  Masculinities’ borders are constructed by 

                                                      
33 R.W. Connell, The Men and the Boys (Berkeley: University of California Press: 2000), 
10. 
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race, social status and sexuality, so they are subjectivities constantly in flux.34 Negotiated 

socially, they are historically and culturally specific. Individuals can internalize (or resist) 

permissible and normative masculinities. Beginning with the work of feminist theorists 

such as Judith Halberstam and R.W Connell, masculinity studies has become its own 

field in gender studies more broadly.35 Many of these works concentrate on what entails 

— or fails to be seen as — “manliness.”36 Masculinity Studies expose how hierarchies of 

masculinities emerge, determined by race, sexuality and class. Authors explore models of 

homosexual or transgender masculinities in order to discuss alternative models of 

masculinity and to deconstruct mainstream understandings of masculinity as being rooted 

in heterosexuality as a result of gender binary constructions.37 For example, Don 

Conway-Long explores how gay men are perceived as failing to “live up completely to 

the hegemonic rules of global and Western-defined masculinity” and therefore are not 

recognized as masculine.38 Conway-Long goes on to describe the importance of 

recognizing difference within the category of masculinity and the inclusion of gay 

                                                      
34 R.W. Connell, Masculinities 2nd ed. (Berkeley: University of California Press, 2005), 
xi. 
35 Judith Halberstam, Female Masculinity (Durham: Duke University Press, 1998). In her 
book, Halberstam discusses the social construction of “masculinity” and argues that while 
society has difficulty defining it, masculinity is easily recognized. Despite society’s 
construction of masculinity, Halverstam argues that female masculinities allows us to 
understand how masculinity has been framed by maleness and its link to the male body 
(2). 
36 Todd W. Reeser, Masculinities in Theory: An Introduction (Sussex: Wiley-Blackwell, 
2010), 3. 
37 R.W. Connell, Masculinities (Berkeley: University of California Press, 1995), 143. 
38  Don, Conway-Long, “Ethnographies and Masculinities,” in Theorizing Masculinities, 
ed. Harry Brod and Michael Kaufman (Thousand Oaks: SAGE Publications, 1994), 63. 
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masculinities within a plural category of maleness.39 In the same way that gay 

masculinities has been developed in a discussion of contradictions to binaries of 

femininity/masculinity and heteropatriarchal notions of masculinity, other contradictions 

of masculinity have also been explored.  

Similarly, Indigenous masculinities can counter wider normative views of men based 

on culture, race, and ethnicity. Michael Flood, Judith Kean Gardiner, Bob Pease and 

Keith Pringle write that Indigenous masculinities, while multiple, are in general the way 

in which Indigenous men define themselves and are defined by others.  Concepts of 

gender among Indigenous peoples have been altered by colonialism, community and 

contemporary notions of masculinities.40  For the purposes of this paper, Indigenous 

masculinities are the gender practices and identities of Indigenous men (those individuals 

who define themselves as Indigenous men). It includes how Indigenous men view their 

own subjectivities and how others understand them. While pre-contact Indigenous 

masculinities may have been tied to community, land and spirituality, connections that 

continue today, colonialism altered Indigenous worldviews in a way that also, in many 

cases, altered models of masculinity. European values carried with them beliefs about 

what constituted ‘authentic’ masculinities, which were invariably those identified with 

heterosexual, European and upper or middle class men. As Flood et al. writes, “the 

compounding of commonsense gender and racial stereotypes ... serves to represent and 

                                                      
39 Conway-Long, 63. 
40 Michael Flood, Judith Kegan Gardiner, Bob Pease and Keith Pringle. International 
Encyclopedia of Men and Masculinities (Oxon: Routledge, 2007), 331. 
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confine Indigenous men as the ‘Other.’”41 Colonialism was supported by the descriptions 

of European men as normal, reinforced by images and definitions of Indigenous men as 

abnormal. In order to support settlement and displacement, Indigenous men were 

identified as savage, hypermasculine and biologically different from Europeans. Imagery 

documenting and heightening these beliefs was perpetuated. These images also served to 

privilege white masculinity while exoticizing and debasing Indigenous ones. As Flood et 

al. continues, “early depictions of Indigenous … men served to limit their access to 

privileges enjoyed by their brethren, and became iconic representations that invariably 

led to colonial stereotypes.”42  

The impact of constructing the border of ‘authentic’ and hegemonic masculinities 

using the limitations defined by Indigenous (and other minorities) masculinities has 

caused invariable harm to the subjectivities of Indigenous men. Ty P. Kawika Tengan in 

his book Native Men Remade: Gender and Nation in Contemporary Hawai’i explains 

that Indigenous masculine subjectivities have developed in a way that gender, class, 

colonial domination (including colonial imagery and commoditization) and race have all 

influenced their constructions intersectionally. As a result, prevailing Indigenous 

masculinities have caused Hawaiian men to feel disconnected and emasculated.43 

Imagery of the noble and exotic savage, as much as the inability of Indigenous men to 
                                                      
41 Flood, Gardiner, Pease and Pringle, 331. 
42 Flood, Gardiner, Pease and Pringle, 332. 
43 Ty P. Kawika Tengan, Native Men Remade: Gender and Nation in Contemporary 
Hawai’i (Durham: Duke University Press, 2008), 3. Although there are multiple 
Indigenous masculinities, there are connections between the definition of Hawaiian 
masculinities and First Nations ones, which is why I draw from Tengan’s work.  
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fully access ‘normative’ masculinities’ privilege, limit Indigenous men’s self 

determination.44  

One recurring result of colonially-derived masculinities is a disconnect between 

traditional notions of Indigenous masculinities and contemporary stereotypes  of 

Indigenous men. An increased rate of poverty, violence, suicide and poor health — all are 

issues that influence Aboriginal men in Canada.  Indigenous men are therefore caught 

between representations as exotic and stoic warriors stagnant in a romanticized past and 

contemporary representations of gendered violence and physical decline.  

Like the research on homosexual masculinities which explores the existence of 

marginalized models of masculinities and their constructions, research in Indigenous 

masculinities centers on problematizing and explaining the existence of dominant male 

identities and the exclusion of Indigenous men from those models. As Sam McKegney 

writes, there has been little literature written about Indigenous masculinities, and the 

research that has been produced is found in the fields of social work and political 

science.45 In that area of research, the focus of discussion is primary centered on the 

construction of models of Indigeneity through the displacement of traditional gender 

roles and the privileging of European ones. Authors discuss overall issues with 

Indigenous masculine subject formations and the models of masculinity that are available 

for Indigenous youth. For example, McKegney argues that in discussions of Indigenous 
                                                      
44 Flood, Gardiner, Pease and Pringle, 333. 
45 Sam McKegney, “‘Beautiful Hunters with Strong Medicine’:  Indigenous Masculinity 
and Kinship in Richard Van Camp’s The Lesser Blessed” The Canadian Journal of 
Native Studies 29, no. 1&2 (2009): 209. 
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masculinities, it is apparent that Indigenous youth struggle in their determinations of 

identity as traditional gender roles are either not available or incompatible with 

contemporary realities while hegemonic models of masculinities exclude Indigenous 

meanings as they are often constructed in opposition to “an imagined Indigeneity.”46  

Biidwewidam Indigenous Masculinities project is a community- and academic-based 

movement to rebuild the identities of Indigenous men. The project focuses on building 

research, resources and policies in relation to Indigenous masculinities in order to 

advance the decolonizing project. As organizers of this project explain, little research on 

Indigenous identities specifically addresses the rebuilding of Indigenous men’s 

identities.47 Yet in areas such as literature, more authors have begun to explore how 

Indigenous masculinities are not only constructed, but also redefined by Indigenous men 

themselves. For example, McKegney’s work on Indigenous literature incorporates studies 

of models of masculinity. His article about Tlicho writer Richard VanCamp’s novel, The 

Lesser Blessed, traces how multiple Indigenous authors are addressing the role of 

Indigenous men at the intersection of traditional and contemporary settings.48 The male 

characters in VanCamp’s novel sketch how Indigenous authors examine models of 

masculinity as models, here in particular by kinship bonds.49 

                                                      
46 McKegney, 220. 
47 Biidwewidam Indigenous Masculinities. Indigneousmasculinities.com (accessed 12 
August 2012). 
48 McKegney, 209. 
49 McKegney, 207. 
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In other areas of research such as Native Studies, authors such as Tengan look at 

specific communities of men who have reclaimed representations of Indigenous 

masculinity through ceremonies formerly disregarded through colonial practices. For 

example, Tengan’s study explores how Hawaiian men, by returning to traditional 

practices in their communities, have reclaimed their identities, resisting more 

stereotypical notions to instead generate healthier conceptions of self within their 

community.50 

Finally, in the area of theatre studies, certain scholars have explored how Indigenous 

men are characterized in theatrical productions. John Bollen, Bruce Parr and Adrian 

Kiernander in their book, Men at Play: Masculinities in Australian Theatre Since The 

1950s, investigate as part of their discussion how Indigenous men are portrayed in 

Australian theatre by both Indigenous and non-Indigenous playwrights. Of specific 

interest to my work is their discussion of how Indigenous playwrights employ theatre as a 

platform to destabilize audience stereotypes and expectations of Indigenous men. For 

example, in certain theatre productions, Indigenous boxers have often been portrayed as 

hyper-masculine and aggressive characters, which bolsters stereotypical representations. 

Indigenous writers, however, take the character of the Indigenous boxer to produce 

alternative and more positive portrayals of Indigenous masculinity. Alternative 

representations of Indigenous men would include models that highlight kinship values, 

familial ties, as well as individual and community health. For example, in Roger 

                                                      
50 Tengan, 3. 
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Bennett’s Up the Ladder (1990), boxing is used as a form of cultural transmission from 

father to son, demonstrating healthy familial connections between male members of a 

community and the ongoing cultural bonds between them.  The authors explore how 

Bennett’s use of boxing, an action that is often tied to stereotype, instead explores the 

relationship between men, and destabilizes stereotypical representations.51 Discussions of 

Indigenous theatre that mirrors representations of Indigenous men are included with those 

of plays that offer alternative representations in order to demonstrate theatre’s influence 

on understandings of Indigenous men and the role that Indigenous playwrights and actors 

play in translating those messages. This area of focus in theatre is exemplary of the types 

of discussions that have been put forward in the field of Indigenous masculinities.   

This brief overview of scholarship on Indigenous masculinities situates my own 

research and curating, for time and again it examines the ways in which Indigenous men 

resist stereotypical models of Indigenous masculinity by producing counter narratives. 

Yet, there remains a lack of material written about male Aboriginal performance artists, 

especially in Canada, artists whose work engages directly in imagining — and re-

imagining — Indigenous male identity specifically. Work about female Aboriginal artists 

whose performance art questions Indigeneity and gender, both at the individual and 

collective levels, has been produced by scholars, including Carla Taunton, Lynne Bell 

                                                      
51 Jonathan Bollen, Bruce Parr and Adrian Kiernander, Men at Play: Masculinities in 
Austrailian Theatre since the 1950s (Amsterdam: Rodopi, 2008), 82-83. 
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and Janice Williamson, and Charlotte Townsend-Gault.52 The scholarship dealing with 

male performance artists, however, tends to look at individual artists and the development 

of that artist’s work over time, thereby not allowing for a detailed exploration of 

Indigenous masculinity in depth. Following conventional practice in the history of art, 

studies of James Luna (Luiseno) and Kent Monkman (Cree), for example, have dealt with 

each in terms his individual productions and the place of individual works in the artists’ 

developing practice;53 certainly their work offers fruitful points of comparison to my own 

chosen artists. Second, and as mentioned earlier, research such as Taunton’s has 

described the way in which Indigenous women use performance art to stage the 

reclaiming of Indigenous identity by questioning and making aware constructions of 

Native women. My research focus on performance art takes Taunton’s methods as a 

model, namely to show how performance art functions as a site of resistance and self-

determination. Yet, while Taunton analyzes primarily female Aboriginal artists, I am 

interested in exploring how male artists re-present sexuality and gender, and specifically 

masculinities as a scene of competing models.  
                                                      
52 See for example Taunton ; Lynne Bell and Janice Williamson, “High Tech Storyteller: 
A Conversation with Performance Artist Lori Blondeau,” FUSE  24, No. 4 (December 
2001): 27-34; and Charlotte Townsend-Gault and James Luna, “Have We Ever Been 
Good?” in Rebecca Belmore: The Named and the Unnamed (Vancouver: The Morris and 
Helen Belkin Gallery, 2002). 
53 See for example, James Luna, Truman Lowe, Paul Chaat Smith, James Luna: 
Emendatio (New York: National Museum of the American Indian, Smithsonian 
Institution, 2005); Gerald McMaster, “Museums and the Native Voice,” in Museums after 
Modernism: Strategies of Engagement, ed. Griselda Pollock and Joyce Zemans (Maine: 
Blackwell Publishing, 2007), 70-79; and David Liss, Shirley J. Madill, Cathy McIntosh, 
Gerald McMaster and Kent Monkman, The Triumph of Mischief: Kent Monkman, ed. 
Audrey McClellan (Hamilton: Art Gallery of Hamilton, 2008).  
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As I examine next, the performance art of Adrian Stimson and Terrance Houle 

reclaims Indigenous masculinities. In the same way that Tengan describes the 

transformations of self and society that result of the performative and narrative 

enactments practiced by the Hale Mua, Houle’s and Stimson’s performances also 

demonstrate an empowerment of Indigenous male identity.54 As my next chapter shows, 

performance art allows the artists to identify the influence of colonialism on Indigenous 

masculinities, as well as more contemporary, shifting concepts of masculine identities. 

 

                                                      
54 The Hale Mua refers to the Men’s House, an organization of Hawaiian men who 
“strive to develop a cultural foundation” by developing a “space for the teaching, learning 
and practicing of Hawaiian traditions and histories” (Tengan, 2-3). 
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Chapter 3 

The Performances 

 
The Artists  

As part of the process of choosing artists to be involved in the series, I studied the 

work of Adrian Stimson and Terrance Houle, looking closely at the way their work 

engages with questions of Indigenous identity formation and how their investigation of 

identity often lies at the intersection of race and gender. I was especially interested in 

having two artists that would bring different approaches to discussions of masculinity and 

race.  

Terrance Houle often embodies his own life stories and questions Aboriginal 

identity in his performance art. Houle identifies as Blood and Ojibway from the Kainai 

First Nation in Southern Alberta, and his current practice includes performance, graffiti, 

installation and video art, as well as the use of mass media.55 About his practice, Houle 

has said that his interest is in the “dichotomy of the Native identity and all its 

complexities.”56 His work often engages with the relationship between Native identity, 

history and non-Native perceptions of Aboriginal peoples. Richard Hill writes that much 

                                                      
55 Terrance Houle, Biography. Courtesy of the artist. 
56 Terrance Houle in an interview with Ida Galash, “Terrance Houle-Blackfoot/Ojibway: 
Interview with Ida Galash,” Contemporary Native Artists. 
http://contemporarynativeartists.tumblr.com/post/479540561/terrance-houle-blackfoot-
ojibway (accessed 24 July 2011). 
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of Houle’s “art is based on turning the comic forces of inversion loose on stereotypes of 

the Indian.”57 Like many performance artists, his use of his own body in his work is also 

a central tenant to his practice. This exploration connects with a broader notion of 

Indigenous male identity and so parallels some of Adrian Stimson’s performance work.  

Stimson, a member of the Siksika First Nation (also part of the Blackfoot 

Confederacy) also has an interdisciplinary practice that includes performance, painting, 

installation and multimedia.58 While Stimson has a large portfolio of installation and 

media work, I was interested in his unique gender-bending alter ego Buffalo Boy. Buffalo 

Boy, one of Stimson’s performance “egos,” is described by Stimson as a trickster 

character, an absurd storyteller who exposes societal truths.59 Stimson’s art practice 

questions the propagation of the colonial project and how it has influenced contemporary 

First Nations identities. He writes that through his practice he is exploring, in a 

contemporary way, First Nations identity, and therefore also looking at his own identity 

as a two-spirit Blackfoot man.60  

  Although they differ in their approaches to their work, the artists’ Kingston 

performances suggest a shared lens on Indigenous masculine identity. It was important to 

                                                      
57 Richard Hill, “Drag Racing (Dressing Up White) and the Canon Upside Down: 
Inversion in Contemporary Art and Visual Culture,” in The World Upside Down: Le 
Monde a Lenvers, ed. Richard Hill (Banff: Banff Centre Press, 2011), 65. 
58 Adrian Stimson, Biography. Courtesy of the artist. 
59 Mendel Art Gallery. “An Interview with Adrian A. Stimson: Artist-in-Residence at the 
Living Artfully, 20th St Studio,” Mendel Art Gallery, 11 May 2006. 
http://www.mendel.ca/wordpress/?p=11 (accessed 16 August 2011). 
60 Mendel Art Gallery. 
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the theme of Indigenous masculinities that I create the opportunity for diverse discussions 

of masculinity to take place. As a great deal of Indigenous masculinities research focuses 

on the fluidity of models of male Indigeneity, I chose two artists that would demonstrate 

the multiplicity of Indigenous male identity.  Specifically, the artists range in age and life 

experience, and Stimson’s work engages in two-spirit identity, which provided a further 

model of masculinity by additionally engaging with the interaction of race and gender 

with sexuality. Although the differences in their work is intriguing, their similarities were 

also important, as they enabled my event to focus primarily on Indigenous male identity. 

Had there been more artists or greater differences in the artists’ work, the aim of the 

event might have been lost.  Their connections also simplified collaboration as the artists 

had worked together before and had similar visions for their time in Kingston. In 

addition, my own goals for the series, the focus on discussions about Indigenous 

masculinities, dovetailed their own interests, which provided for a rich collaboration. The 

result was a week of events that thoughtfully articulated alternative understandings of 

Indigenous masculinity to the Kingston community.  

The Performances 

After a year of organizing, the performance series began on 20 March 2012 and 

ran until 22 March 2012. Before discussing the performances, it is worth outlining them 

in detail in order to allow for a more complete understanding of the material being 

analyzed.  
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The Artist Talks 

The series began with a short performance, artist talk and discussion in Gary 

Kibbins and Donato Santeramo’s Interdisciplinary Studies class on Tuesday, 20 March. 

In the performance, Houle and Stimson stared each other down for several moments, 

seemingly trying to make the other laugh (figure 1). Then, while continuing to attempt to 

break the gaze of the other, both started removing their clothing. Nervous laughter filled 

the room as Houle put on his pow-wow loincloth and Stimson removed his pants. They 

ended the performance with a laugh and an embrace. The atmosphere in room remained 

tense, as students grappled with the disjunction between the academic/professional space 

and the actions of the artists. While Stimson dressed to give his talk, Houle remained 

dressed only in his loincloth. On Wednesday, 20 March, the artists participated in an 

artist talk and discussion as part of the Cultural Studies Speaks Series (figure 2).  

 

Figure 1: Adrian Stimson and Terrance Houle, Artist Talk and Performance, 
Terrance Houle and Adrian Stimson: Exploring Indigenous Masculinities, 21 

March 2012. Photo Credit: Erin Sutherland. 
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Figure 2: Adrian Stimson and Terrance Houle, Artist Talk at the Cultural Studies 
Speaks Series, Terrance Houle and Adrian Stimson: Exploring Indigenous 

Masculinities, 21 March 2012. Photo Credit: Lara Fullenwieder. 
 

Terrance Houle Ipapá'kaawa 

The first night of performances took place at the Union Gallery on the Queen’s 

campus. The night began with Houle’s performance, titled Ipapá'kaawa, which means 

“he dreamed” in Blackfoot. The performance was in honor of his father, as it recreated 

his father’s dream that was used in Houle’s Blackfoot naming ceremony. The 

performance space contained a platform with a single chair facing the audience, and 

directly beside the platform, in the corner, a mound of dirt (figure 3). Behind the mound, 

twelve projections on the wall were created by the reflection of a single image in twelve 

rear-view mirrors.  
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Figure 3: Terrance Houle, Ipapá'kaawa, Terrance Houle and Adrian Stimson: 
Exploring Indigenous Masculinities, 21 March 2012. Photo credit: Lara 

Fullenwieder. 
 
Houle, dressed in jeans and a t-shirt, took a bottle of beer from a bucket and sat on 

the chair that was positioned in the middle of the platform. He called over to Buffalo 

Boy, who was standing at the back of the crowd. Buffalo Boy, one of Adrian Stimson’s 

performance egos, wore a buffalo hide corset and g-string, red fishnet hose, cowboy 

boots, sequined cowboy hat and braids. After sidling over to Houle and sitting on his lap, 

Buffalo Boy asked Houle, “How you doin’ cowboy?” as he took a sip of beer.  Once the 

two shared the beer and embraced, Buffalo Boy left the platform and Houle took out his 

guitar and played the song “Cody” by Mogwai (figure 4). He sang, 

Of all I knew, her held too few 
And would you stop me, if I try to stop you? 
 
Old songs, stay ‘till the end 
Sad songs, remind me of friends 
And the way it is, I could leave it all 
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And I ask myself, would you care at all? 
 
When I drive alone at night, I see the street lights as fairgrounds 
And I tried a hundred times to see the road signs as Day-Glo 
 
Old songs, stay ‘till the end 
Sad songs, remind me of friends 
And the way it is, I could leave it all 
And I ask myself, would you care at all?61 

 

His voice breaking at times, Houle’s voice generated a sense of loneliness and 

melancholy that was enhanced by his isolated position on the dimly lit stage surrounded 

by the audience. At this moment in the performance, the projection on the wall changed 

to the image in a the rear-view of a car driving on a darkened highway; passing car lights 

and loneliness and sorrow seemed to fill the room.  

 

 

 

                                                      
61 Mogwai, “Cody,” Come on, Die Young (1992), youtube, 6:33, 
http://www.sing365.com/music/lyric.nsf/Cody-lyrics-
Mogwai/09245408D51E33B548256E6E0008D18B (accessed 27 March 2012). 
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Figure 4: Terrance Houle, Ipapá'kaawa, Terrance Houle and Adrian Stimson: 
Exploring Indigenous Masculinities, 21 March 2012. Photo credit: Lara 

Fullenwieder. 
 
 The song lyrics and the image of the highway also referenced Houle’s father. For 

instance, the Mogwai’s lyrics “Old songs, stay ‘till the end/ Sad songs, remind me of 

friends” alludes to Houle’s father’s Ojibway name, “Old Songs.” A further connection to 

Houle’s father was seen in the projections on the wall. As Houle explains, the projections 

from the rear-view mirror of a car on a lonely highway were meant to evoke his father’s 

experience of falling asleep while driving in the passenger seat of a truck driving down a 

dark road. As he slept, his father received a dream in which he found himself laying 

naked in a pit that bison use for cleaning themselves and removing their molt. While his 

father lay in the wallowing pit, a herd of bison ran toward him and encircled him, 

acknowledging him with snorts and grunts, then ran away. His father’s dream was used 
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during a naming ceremony in which Houle was given the name Iiniimahkiwah, meaning 

“Buffalo Herder.”62  

When the song ended, the lighting changed so as to accent the pile of sand in the 

corner. Moving beside the pile, Houle began to slowly undress, removing all of his street 

clothes but leaving on his glasses (figure 5). After undressing, Houle used red lipstick to 

colour his face as well as the left side of his body.  

 

Figure 5: Terrance Houle, Ipapá'kaawa, Terrance Houle and Adrian Stimson: 
Exploring Indigenous Masculinities, 21 March 2012. Photo credit: Lara 

Fullenwieder. 
 

Covered in paint, he then donned the breechcloth that his mother made for him 

when he was ten years old.63 He tied the child-sized breechcloth around his hips, 

unapologetically letting his belly hang over the cloth (figure 6). 

 

 
                                                      
62 Terrance Houle, interview with the author, 22 March 2012, transcript. 
63 Terrance Houle, interview with the author. 
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Figure 6: Terrance Houle, Ipapá'kaawa, Terrance Houle and Adrian Stimson: 
Exploring Indigenous Masculinities, 21 March 2012. Photo credit: Lara 

Fullenwieder. 
 

Kneeling down in the pile, Houle performatively enacted both his father’s dream 

and the actions of a buffalo wallowing by digging and throwing soil and sand over his 

shoulder. On the wall behind him, the images changed from the dark road to a herd of 

buffalo standing on the plains. At moments, a rear-view mirror projected a singular and 

complete image of one buffalo standing alone, at others, the fractured image of multiple 

buffalo was cast on the wall. Like the bison wallowing to remove their sloughed fur, 

Houle began to wash himself with the dirt, smearing the sand and soil over his face, arms, 

torso and back. The entire time Houle remained silent, his sadness and loneliness 

seemingly alleviated by the act of cleansing in the dirt (figure 7). 
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Figure 7: Terrance Houle, Ipapá'kaawa, Terrance Houle and Adrian Stimson: 
Exploring Indigenous Masculinities, 21 March 2012. Photo credit: Lara 

Fullenwieder. 
 

Houle finished his performance by re-enacting the actions of the bison and his 

father’s dream, curling up on the bed of dirt to rest. Quietly, he lay there, allowing a 

sense of discomfort to come over the audience. As he often does in his performances, the 

artist filled the space with uneasiness by prolonging the conclusion of the piece and 

making the “end” point unclear. As the performance came to an ambiguous conclusion, 

the images of the buffalo surrounded him and appeared to watch over him (figure 8).  
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Figure 8: Terrance Houle, Ipapá'kaawa, Terrance Houle and Adrian Stimson: 
Exploring Indigenous Masculinities, 21 March 2012. Photo credit: Lara 

Fullenwieder. 
 
 

Adrian Stimson’s “Buffalo Boy’s Born Again” 

Stimson’s performance was aesthetically distinct from Houle’s. In theatricality 

and overall spectacle, Houle’s performance was understated. Stimson, as Buffalo Boy, 

dressed in red fishnet hose, sequined cowboy hat, buffalo hide g-string and corset and 

fringe vest, began his performance in front of a projection of himself on a cross. He 

looked out over the crowd provocatively, brandishing as a whip as he did so (figure 9). 
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Figure 9: Adrian Stimson, Buffalo Boy’s Born Again, Terrance Houle and Adrian 
Stimson: Exploring Indigenous Masculinities, 21 March 2012. Photo Credit: Lara 

Fullenwieder. 
 
  Buffalo Boy then walked to the back of the gallery and returned as his alter ego, 

Shaman Exterminator. Stimson describes the Shaman Exterminator as a figure who 

contests appropriations and misrepresentations of Aboriginal cultures.64 Shaman 

Exterminator is hulking, his presence is dark and foreboding, almost the opposite of 

Buffalo Boy (figure 10). Dressed in more than fifty pounds of buffalo hides and a hood of 

hide with buffalo horns, Shaman Exterminator stumbled out into the gallery space, 

carrying a large wooden cross and a bottle of red wine. On the wall at the front of the 

gallery, where an image of bison standing on the plains in the winter had been projected, 

the audience now saw a moving image of Shaman Exterminator walking in the Black 

                                                      
64 Ryan Rice and Carla Taunton, “Buffalo Boy: Then and Now,” FUSE 32, no. 2 (March 
2009): 20. 
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Rock Desert. Stimson says that the scene was meant to refer to spaghetti westerns — low 

budget, European-made western films — that perpetuated the stereotype of Indigenous 

men as savage, unintelligent warriors.65 At this point, the gallery space filled with a 

pounding recording of “Tibetan Blowing of the Horns with Symbols.”66 The music 

included drums, horns and cymbals and was extremely loud and intense. The music then 

changed to “Onward Christian Soldiers,” an Anglican hymn sung by a large choir. The 

music remained intense and dominant in the space as Shaman Exterminator started to 

stagger through the crowd, struggling under the weight of the hides and the cross (figure 

11).  

 

Figure 10: Adrian Stimson, Buffalo Boy’s Born Again, Terrance Houle and Adrian 
Stimson: Exploring Indigenous Masculinities, 21 March 2012. Photo Credit: Lara 

Fullenwieder. 
 

                                                      
65 Adrian Stimson, email message to the author, 2 May 2012. 
66 Adrian Stimson, email message. 
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Figure 11: Adrian Stimson, Buffalo Boy’s Born Again, Terrance Houle and Adrian 
Stimson: Exploring Indigenous Masculinities, 21 March 2012. Photo Credit: Lara 

Fullenwieder. 
 

As he continued to move around the room, Shaman Exterminator drank sloppily 

from the bottle of red wine, spilling it on himself (figure 12). Dragging the heavy cross, 

his vision greatly obstructed by the buffalo hide hood, he staggered through the crowd, 

forcing audience members to get up out of their seats to make way for the imposing 

figure.  The music continued while, on the wall at the front, images were projected of 

development — both Western and Christian — in Canada. They included archival 

photographs of residential school students and a photo of young Blackfoot students on 

the front of a Christmas card, its caption reading “Suffer the little children.”67 Shaman 

Exterminator continued to move through the crowd, stumbling past Houle who used 

Shaman Exterminator’s whip to beat him, as the images at the front changed to clips from 

                                                      
67 Adrian Stimson, email message. 
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a film of Via Dolorosa depicting the Passion of the Christ (figure 13).68  The black and 

white film included Jesus carrying the cross towards his crucifixion, and close-ups of a 

bloody and beaten Christ on the cross looking to the sky. The music at this point was a 

mix of a film soundtrack layered with Henry Purcell’s “Funeral March for Queen 

Mary.”69  

 

Figure 12: Adrian Stimson, Buffalo Boy’s Born Again, Terrance Houle and Adrian 
Stimson: Exploring Indigenous Masculinities, 21 March 2012. Photo Credit: Lara 

Fullenwieder. 
 

                                                      
68 Adrian Stimson, email message. 
69 Adrian Stimson, email message. 
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Figure 13: Adrian Stimson, Buffalo Boy’s Born Again, Terrance Houle and Adrian 
Stimson: Exploring Indigenous Masculinities, 21 March 2012. Photo Credit: Lara 

Fullenwieder. 
 

At that moment, Shaman Exterminator dropped the cross and three assistants took the 

cross onto a platform at the front of the gallery and drilled it into the gallery wall. 

Buffalo Boy then appeared from under Shaman Exterminator’s hides as the projection 

on the wall at the front changed to archival footage of evangelical preachers. Stimson 

notes that Buffalo Boy is “a trickster character. He's campy, ridiculous and absurd, but 

he is also a storyteller who exposes cultural and societal truths."70 Carla Taunton, in a 

discussion about Stimson, writes, 

Stimson’s Buffalo Boy confides in his prairie chameleon intuition to camp up 
issues related to the colonial project, sexuality, and authenticity administered 
into the social psyche through cultural replay/foreplay. By representing himself 

                                                      
70 Rice and Taunton, 1. 
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in many facets, Stimson’s Buffalo Boy toy[s] with becoming an icon of destiny 
as well as destruction.71 
 

Over Buffalo Boy’s head, the preacher asked, “What is a born again Christian supposed 

to be like? And how do you become born again?” The preacher then told the story of 

Nicodemus, who helped remove Jesus from the cross after he died, and who asked how 

he could be reborn in order to see the Kingdom of God. 

 The projection then changed to that of a preacher ranting about “Satanists” and 

“homosexuals.” It was followed by footage of another evangelist preaching about “the 

queer” in the media. The preacher raged that AIDS was God’s way of shortening the lives 

of what he called “the wicked.” He preached about the fires of hell, immorality, and 

homosexuality. He then spoke about suicide, saying,  

What they’re not saying is that the kid is not just miserable because he’s being 
bullied. He’s miserable because he’s gay! Cause there’s a lot of people that are 
bullied that never kill themselves. But the boy already hated himself because he 
was dealing with the demonic force of homosexuality! 
 

The preacher then yelled, “I’m not gonna bow down to the culture, BEING GAY IS NOT 

NORMAL!” to which the crowd in the video responded to with great cheers.  

As these scenes played, Buffalo Boy, a figure who transcends gender and 

sexuality and defies classification in Western terms, was visibly affected by the hatred of 

the preachers. He stood in front of the cross being prepared for his crucifixion and raised 

his arms, looking to the sky. Bombarded by messages of hate and homophobia, Buffalo 

                                                      
71 Carla Taunton, “Performing Resistance/Negotiating Sovereignty: Indigenous Women’s 
Performance Art in Canada” (PhD dissertation, Queen’s University, 2012), 456. 
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Boy stood with his face to the sky as the preacher onscreen yelled, “God loves you friend, 

but it [homosexuality] is NOT NORMAL, and it will DROWN YOU!”   

 
 

Figure 14: Adrian Stimson, Buffalo Boy’s Born Again, Terrance Houle and Adrian 
Stimson: Exploring Indigenous Masculinities, 21 March 2012. Photo Credit: Lara 

Fullenwieder. 
 

Video footage of people speaking in tongues then appeared on the wall at the 

front, and Buffalo Boy’s hands started to shake. The movement quickly moved from his 

fingers to his arms and down into his whole body, as if the verbalizations on the wall 

were taking him over. He began to shake and move about in front of the platform. As he 

shook, a film of a woman speaking in tongues played, but the sound was slowed and 

altered, producing a terrifying disjunction between the woman on screen and her voice. 

Buffalo Boy’s movements became more and more physical, and scenes were shown of 

people having bodily religious experiences. Interspersed with these images were shots of 

people dancing to rockabilly music. The embodiment of religion, as seen in the believers 
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speaking in tongues and fainting, was thus visually connected to the experience of the 

rockabilly dancers being influenced by music.  

 
 

Figure 15: Adrian Stimson, Buffalo Boy’s Born Again, Terrance Houle and Adrian 
Stimson: Exploring Indigenous Masculinities, 21 March 2012. Photo Credit: Lara 

Fullenwieder. 
 

Buffalo Boy continued to shake, but now his shaking developed into a pow-wow 

dance (figure 15). At this point, a preacher spoke about baptism in the River Jordan and 

Houle yelled, “Hey you!” to Buffalo Boy and threw a bucket of water on him. The splash 

not only baptized him, which allowed him to be reborn, but also tore him out of his 

trance, which appeared to release him from the hatred of the preachers.  

As Buffalo Boy “returned” to the space from his trance, he ascended the cross. 

The projection over the cross read “Bufalus Pueri Rex Unus,” which in Latin means “The 

One King Buffalo Boy.” The projection on the wall then turned to images of fire and the 

music changed from rockabilly to a haunting mix of singing, yelling and speaking in 

tongues. The three assistants tied him to the cross and he stood a foot off the platform. 
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Then, for seven minutes, audience members were invited to have their photographs taken 

with Buffalo Boy on the cross (figure 16).   

 

Figure 16: Adrian Stimson, Buffalo Boy’s Born Again, Terrance Houle and Adrian 
Stimson: Exploring Indigenous Masculinities, 21 March 2012. Photo Credit: Lara 

Fullenwieder. 
 

After seven minutes had elapsed, the projection changed to the sign off for the 

programming day of a television channel. The footage portrayed Chief Dick West in 

regalia signing the Lord’s Prayer in sign language. Buffalo Boy tore his hands from the 

ties on the cross and stepped off the cross. To finish the performance, he lay under the 

buffalo hides that he had removed in front of the platform as the projection continued. As 

the chief finished signing off, the camera pans up to a broadcasting tower. The 

performance ended with Buffalo Boy coming out from under the hides to loud applause.  
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Terrance Houle and Adrian Stimson, “Buckskin Re-Mount” 

On Thursday March 22nd, Stimson and Houle revisited their 2006 performance 

Buckskin Mounting, which they performed together as part of the Talking Stick Festival 

in Vancouver (figure 17). 

 
 

Figure 17: Terrance Houle and Adrian Stimson, Buckskin Mounting, Talking Stick 
Festival. Photo Credit: Daina Warren, Image Courtesy of Adrian Stimson. 

 
  The artists reprised their roles as an Indian cowboy and Buffalo Boy at the 

Renaissance Room, a church structure that now serves as an opulent space for event 

hosting in Kingston. The space consists of a large rectangular hall lined with stained glass 

windows and has retained much of its historical church atmosphere. There are high 

vaulted ceilings and marble floors, chandeliers and a huge fireplace at one end (figure 

18). The seating was arranged at tables facing the front of the room, and the intention was 

to create an intimate arrangement of audience members facing the fireplace where the 

performance took place. The venue was selected intentionally so as to recreate the 

atmosphere of the original performance, which according to Stimson and Houle, was also 
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set in an intimate space with small clusters of tables around the room.72 The artists and I 

also felt that the church décor provided for an interesting dichotomy between the space 

and the issues of sexuality being discussed in the piece. 

 
 
Figure 18: Adrian Stimson, Buffalo Boy’s Born Again, Terrance Houle and Adrian 
Stimson: Exploring Indigenous Masculinities, 21 March 2012. Photo Credit: Lara 

Fullenwieder. 
 

The performance began as Buffalo Boy walked to the front of the room, where a 

photograph of the artists’ performance Buckskin Mounting was projected — a spoof on 

the photo from the Brokeback Mountain movie trailer from 2005 (figure 19). At the front 

of the room, he proclaimed, “This thing takes a hold of us at the wrong time, in the wrong 

place, and we’re dead” (figure 20). He then walked to the side of the room.  

 

                                                      
72 Adrian Stimson, interview with the author, 22 March 2012, transcript. 
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Figure 19: Film Poster from Brokeback Mountain (2005). Accessed 8 September 
2012. http://www.listal.com/viewimage/180581h. 

 

As Buffalo Boy walked away, Houle walked up to the front of the room looking 

tired, dressed in street clothes and a cowboy hat. He spread out a blanket and began to 

undress and put on his breechcloth. As he undressed, he seemed exhausted and sore after 

a long day, perhaps a day of ranching, as the connection to the film through plot and 

costume suggests (figure 21). Buffalo Boy watched Houle undress and prepare his space, 

observing him with lustful interest from various areas around the room (figure 22). He 

then came over to Houle and embraced him from behind, mirroring the photo projected 

above them and the promotional poster of the original film (figure 23).  
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Figure 20: Terrance Houle and Adrian Stimson, Buckskin Re-Mount, Terrance 
Houle and Adrian Stimson: Exploring Indigenous Masculinities, 22 March 2012. 

Photo Credit: Lara Fullenwieder. 
 

 
 

Figure 21: Terrance Houle and Adrian Stimson, Buckskin Re-Mount, Terrance 
Houle and Adrian Stimson: Exploring Indigenous Masculinities, 22 March 2012. 

Photo Credit: Lara Fullenwieder. 
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Figure 22: Terrance Houle and Adrian Stimson, Buckskin Re-Mount, Terrance 
Houle and Adrian Stimson: Exploring Indigenous Masculinities, 22 March 2012. 

Photo Credit: Lara Fullenwieder. 
 

 

Figure 23: Terrance Houle and Adrian Stimson, Buckskin Re-Mount, Terrance 
Houle and Adrian Stimson: Exploring Indigenous Masculinities, 22 March 2012. 

Photo Credit: Lara Fullenwieder. 
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The artists embraced and Buffalo Boy sat Houle down on the blanket. He then 

pulled a Lakota pain relief roll-on gel out of his pocket, the projection changing to a 

photograph of the Lakota logo as Buffalo Boy began to massage Houle with the ointment 

(figure 24). Buffalo Boy roughly kneaded Houle’s back for a time and then carefully laid 

him onto his back and began to knead Houle’s body. He carefully massaged him, 

seeming to relieve Houle’s aching muscles. He then straddled Houle and roughly rubbed 

his chest and stomach, as if he was kneading bread. He continued, turning Houle onto his 

stomach and rubbing his shoulders, back, and legs.  Throughout the performance, the 

atmosphere was light and humorous. There were whoops and laughter and applause from 

the audience, and the energy was extremely high and the tone of the evening was intimate 

and close. Buffalo Boy then gently rolled Houle onto his back again, took out his red 

lipstick and painted his lips, and then wrote “mine” on Houle’s belly and added a heart. 

Stimson cradled Houle in his arms and they looked into each other’s eyes as they moved 

into a loving caress. The artists then tenderly kissed one another as Buffalo Boy 

continued to cradle Houle.  The audience howled as they embraced, then Buffalo Boy 

laid Houle back down and settled down beside him. Laying on his side, Buffalo Boy 

stroked Houle’s belly.  Their connection was loving and tender.  Buffalo Boy finished the 

performance by wrapping the blanket around him and Houle and rolling the two of them 

up together in the blanket (figure 25).  
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Figure 24: Terrance Houle and Adrian Stimson, Buckskin Re-Mount, Terrance 
Houle and Adrian Stimson: Exploring Indigenous Masculinities, 22 March 2012. 

Photo Credit: Lara Fullenwieder. 
 

 

Figure 25: Terrance Houle and Adrian Stimson, Buckskin Re-Mount, Terrance 
Houle and Adrian Stimson: Exploring Indigenous Masculinities, 22 March 2012. 
Photo Credit: Lara Fullenwieder.  
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Analytical Review of the Performances 

As the description of these performances suggests, both Houle and Stimson 

investigate Indigenous masculine identity formation at the intersection of race, gender, 

and sexuality. Through their interaction with the audience, the performances generated a 

space for alternative representations of Indigenous masculinities to historical and 

contemporary stereotypes. The artists used storytelling and personal narrative to translate 

an account of colonial history and its influence on their own identities, but also how their 

traditional (both historic and contemporary) connections have protected those identities. 

Secondly, both artists used their bodies as a, if not the, central medium for questioning 

stereotypical representations of Indigenous men.  As spaces and audiences are critical to 

the development of performance, I was struck by how much the artists engaged with the 

space and audience.  

 During his artist talk, Stimson said that his work attempts to talk back to the 

history of the ‘wild west’ and the colonial project.73 Most notably, we can see his 

connection to that history through the development of Buffalo Boy, a reference to Wild 

Bill Cody.74 Yet we also see this through Stimson’s use of archival photographs and 

discussions of the attempted genocide of Aboriginal peoples at the hands of colonists.  

                                                      
73 Adrian Stimson, “Artist Talk” (artist talk, Cultural Studies Speaks Series, part of 
“Terrance Houle & Adrian Stimson Performance Series,” Queen’s University, Kingston 
Ontario, 21 March 2012). 
74 Wild Bill Cody was a late 19th early 20th century figure who organized a travelling 
“Wild West Show” which relied on stereotypical representations of “cowboys and 
Indians” to entertain people living in North America and Europe. Members of the show 
included Sitting Bull, Annie Oakley and Gabriel Dumont. 
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Following the notion of talking back to history, Abenaki filmmaker Alanis 

Obomsawin has said that colonial history has rendered Aboriginal peoples invisible 

through the destruction of Aboriginal histories.75 Following this, Tengan writes that 

Indigenous men and concepts of masculinity have been erased by hegemonic imagery of 

Indigenous masculinity.76 In reclaiming masculine models, men make visible the histories 

that have altered masculine identities and inform contemporary beliefs. 

For example, despite the historical attempt at erasure, Obomsawin and Kathleen 

Buddle identify Native storytellers as those who “recuperate the collective stories and 

histories absent in the narratives of the dominant culture.”77 As a form of storytelling, 

Jessica Bradley writes that Aboriginal performance art excavates images that are 

marginalized, thereby making them visible. In visualizing marginalized narratives in the 

present, as Della Pollack argues, storytelling also provides a space in which to bring them 

into the present, allowing for conversations between the historical past, the present and its 

participants.78 Pollack writes further, “oral histories thus write the past onto the present 

on the promise of an, as of yet unimagined, even unimaginable future,” thereby 

                                                      
75 Alanis Obomasawin in Kathleen Buddle “Anti Hero Avengers and the Not-So-Lone 
Ranger,” Canadian Dimension 41, no. 1 (Jan/Feb 2007): 48-50. 
76 Ty P. Kawika Tengan, Native Men Remade: Gender and Nation in Contemporary 
Hawai’i (Durham: Duke University Press, 2008), 8. 
77 Buddle, 48-50 
78 Jessica Bradley, “Rebecca Belmore: Art and the Object of Performance,” in Rebecca 
Belmore: Fountain, ed. Scott Watson and L.M. Bailey (Vancouver: Morris and Helen 
Belkin Art Gallery University of British Columbia, 2005), 42. 
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communicating a reflexive encounter with the past.79 Therefore, performance art, as a 

space of storytelling, visualizes marginalized images and histories, illuminating them for 

the audience member.  

About his position as a storyteller, Stimson writes that, when he “appl[ies] 

[I]ndigenous knowledge thru sharing stories,” he is “resisting oppression, thereby 

transforming [himself] to become more than just a broken voice.”80 In Kingston, Houle 

and Stimson acted as storytellers, recounting historical narratives laced with both 

contemporary and ancestral connections, bringing them into the present, and elucidating 

them for the audience. The narratives, and the identities to which they are connected, are 

given voice and unearthed. As for the artists’ investigation of Indigenous masculinities, 

the performances specifically make visible models of masculinities that have been made 

invisible through the colonial project and explore how the process of erasure occurred. 

Through the embodiment of their narratives the artists question representations of 

Indigenous male identity as informed by colonial narratives — identities that traditional 

knowledges both challenge and protect.  

For instance, in Stimson’s Buffalo Boy’s Born Again, Stimson brings to light the 

connection between Canadian governmental policies of assimilation, residential schools 

and forced religious conversion, while also making visible the influence of those events 

                                                      
79 Della Pollack, “Memory, Remembering and Histories of Change,” in The SAGE 
Handbook of Performance Studies, ed. D. Soyini Madison and Judith Hamera 
(California: Sage Publications, 2006), 86. 
80 Adrian Stimson, “Buffalo Boy’s Heart On: Buffalo Boy’s 100 Years of Wearing His 
Heart on His Sleeve” (M.A. thesis, University of Saskatchewan, 2005), xi-xii. 
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on Aboriginal children, communities, and traditional ways of understanding gender and 

sexuality. The Shaman Exterminator first reveals himself as an obvious signifier of 

Christianity, Christ with the cross. In this moment, Stimson creates a connection between 

himself and Christianity, at the same time destabilizing and evoking the Passion through 

the Shaman Exterminator’s inversion of Christ. Of note is Shaman Exterminator’s bottle 

of wine, which he swigs intermittently as he struggles with the cross. Stimson said of the 

wine that it serves as a double signifier, both of the blood of Christ, used in Christian 

traditions, as well as the stereotype of the “drunken Indian.”81 During his tour of the 

gallery, archival photographs of children at residential schools foregrounded by 

thunderous choral music work to link the history of forced conversion to residential 

schools, and subsequently to the issues of substance abuse that result from cultural 

disjunctions. These connections unearth the histories of residential schools and their 

lasting impact, viewed in part by the issues of substance abuse that plague many 

Aboriginal communities today.  

Flood, Gardiner, Pease and Pringle, in The Encyclopedia of Indigenous 

Masculinities, write that residential schools intentionally created a divide between 

generations and privileged the assimilation of Indigenous boys to Western concepts of 

masculinity, further disconnecting them from Indigenous models of manliness.82 

Following this, Connell writes that Indigenous gender orders were disrupted, while 

                                                      
81 Adrian Stimson, interview with author. 
82 Michael Flood, Judith Kegan Gardiner, Bob Pease and Keith Pringle. International 
Encyclopedia of Men and Masculinities (Oxon: Routledge, 2007), 333. 
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colonial notions of masculinity were made available for consumption by Indigenous 

men.83 In this connection, residential schools disrupted the transmission of traditional 

gender orders by tearing children from their families, and replaced Indigenous 

understandings of gender hierarchies. Stimson’s piece unearths those histories of 

disruption and enforcement of European gender orders and connects them to 

contemporary circumstances; by his embodiment we see how those histories affect 

Indigenous identity. Buffalo Boy’s movement among images of children, thunderous 

choral music, the struggle with the heavy cross, and the wine, all create very tangible 

connections between Aboriginal identities and the history that is defined through the 

performance.  

Stimson also demonstrates the impact of assimilation to Western values, and 

specifically heteropatriarchy, on models of Indigenous masculinity that include two-spirit 

traditions. Gay masculinities, as Flood and his co-authors explain, are further 

marginalized from Western concepts of “normal” masculinity, in the same was that 

Indigenous masculinities are.84 In the same way that constructions of Native men are used 

to produce the borders of normative masculinity, homosexuality, as Tim Edwards puts it, 

also “negates masculinity.”85 In this connection, homosexuality is often understood in the 

                                                      
83 R.W. Connell, “Globalization, Imperialism and Masculinities,” in Handbook of Men 
and Masculinities, ed. Michael Kimmel, Jeff Hearn and Robert W. Connell (California: 
SAGE Publications, 2004), 75. 
84 Flood, Gardiner, Pease and Pringle, 335 
85 Tim Edwards, “Queering the Pitch?:Gay Masculinities,” in Handbook of Men and 
Masculinities, ed. Michael Kimmell, Jeff Hearn and R.W. Connell (California: SAGE 
Publications, 2004), 51. 
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discourse of dominant masculinities as “lacking” a relationship to masculinity, thereby 

constituting what is “not” masculine.86 Therefore, in the same way that Indigenous 

masculinity is seen as outside of normative models of masculinity, gay masculinities also 

fall outside those imagined boundaries. Indigenous peoples who, for instance, identify as 

homosexual or who identify within contemporary or traditional Indigenous gender 

categories, are often referred to as two-spirit. While those who identify as two-spirit fall 

outside of dominant understandings of masculinity, they also constitute other models of 

Indigenous masculinity. Stimson explores understandings of homosexuality or two-

spiritness as examples of models of Indigenous masculinity by voicing his own 

experience as a two-spirit man. Through his discussion of both his struggles and his 

successes, he bears witness to the silencing of Indigenous understandings of sexuality and 

gender and brings them forward into the present through the experience of the audience. 

While a discussion of two-spirit identity is outside the scope of this discussion, it 

is important to briefly define two-spirit identity, as Stimson explores the relationship 

between race, gender and sexuality and often discusses the loss of two-spirit identities in 

the face of colonialism. “Two-spirit” is a term that is commonly used to refer to Native 

American or First Nations peoples who do not identify as heterosexual or who are 

“ambivalent in terms of gender.”87 It is also important to understand that, while Two-

Spirit is a First Nations/Native American concept that can refer to the following 
                                                      
86 Edwards, 86. 
87 Sue-Ellen Jacobs, Wesley Thomas and Sabine Lang, “Introduction,” in Two-Spirit 
People: Native American Gender Identity, Sexuality, and Spirituality, ed. Sue-Ellen 
Jacobs, Wesley Thomas and Sabine Lang (Urbana: University of Illinois Press, 1997): 3. 
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identities, not all First Nations/Native Americans who self-identify as “gay,” “lesbian,” 

“bisexual,” “transgender,” or other, identify as two-spirit.88 

Understandings of Stimson’s use of homophobic rants by preachers compounds 

the history of cultural assimilation, demonstrating the ways in which race, gender, and 

sexuality were and still are defined by the colonial project, disallowing and erasing 

alternatives. Buffalo Boy as a two-spirit figure, is crucified for existing outside the norms 

permitted by colonialism, which we understand from the imagery of assimilation.  The 

powers of religion against his identity are demonstrated in the preacher’s 

pronouncements of homosexuality as abnormal and as “wicked.” Linking to the 

residential school history presented earlier, Stimson demonstrates the way in which 

children were forced to understand masculinity as heteropatriarchal and Indigeneity and 

homosexuality or two-spirit identity as immoral and outside of the boundaries of 

“normal.”  

Stimson presents a model of Indigenous masculinity that includes two-spirit 

traditions, and therefore also exists outside the expected stereotype of the Aboriginal 

male, but also shows how those models were disavowed. He uses historical references to 

translate the history of assimilation of Aboriginal communities to Western concepts of 

sex and gender, and the way it was enforced through hatred, violence, religion and 

condemnation. Stimson identifies a model of Indigenous masculinity and, through its 

visualization, we understand that it has been erased by histories of colonial violence. The 

                                                      
88 Jacobs, Thomas and Lang, 3-4. 



 

62 

 

artist not only translates a larger history of the colonial project, but also his own history, 

through the identification of his own struggle as someone who identifies as two-spirit.  

Stimson’s story, however, is not purely one of suffering. The artist also translates 

the protective element of his history through his use of paint (his painted face) and his 

pow-wow dance. In addition, through the process of rebirth, as he is resurrected, Stimson 

uses the words of the preachers to demonstrate his resiliency and the resiliency of 

Indigenous peoples. The resurrection perhaps explores the reconnection of Indigenous 

peoples with traditional understandings of gender and sexuality which although, Stimson 

has struggled with, he has also worked to recover. Though his dance, paint and 

connection to his people, all embodiments of tradition, Buffalo Boy recovers from the 

crucifixion to rise again. The rebirth is perhaps the most important aspect of Stimson’s 

piece as it symbolizes the re-membering of Indigenous understandings of sexuality and 

gender, despite the attempted destruction of those beliefs.  

The embodiment of Indigenous knowledge, as presented in the use of dance, 

paint, and even buffalo hides demonstrates how men are empowering traditions to 

redefine Indigenous masculinities. In his book about Hawaiian masculinities and the 

effort of Hawaiian men to create empowered Indigenous identities, Tengan explores how 

life history narratives and storytelling allow for reconnection and remembering.89 Tengan 

identifies the way in which Hawaiian men have made use of storytelling, and connections 

to traditions though other embodied practices to “work to negotiate the contradictions of 

                                                      
89 Tengan, 3. 
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defining self and nation.”90 As seen through, in part, the use of dance and paint, both 

Stimson and Houle made broad use of their own personal life narratives and their 

Blackfoot and Ojibway traditions in their work. 

 In both artists’ performances, these contemporary traditions are employed to 

connote protection and safety, thereby evoking a resiliency of traditional forms as well 

the empowerment of Indigenous masculinities through connections with traditions. For 

instance, Houle uses paint to protect himself from Western influence, even once he has 

tried to strip it away by removing his clothing. In the same way, Stimson uses Buffalo 

Boy’s make up like war paint, embodying the tradition of painting as protection and 

ceremony.91 In addition to the paint, Stimson protects himself from the onslaught of 

hatred by entering a trance. His trance consists of shaking and pow-wow dancing, which 

he says demonstrates the resiliency of Aboriginal cultures.92 In this moment, Buffalo Boy 

protects himself from the bombardment of religion and hate-filled homophobic speech 

utterances by connecting with his own cultural traditions. Stimson therefore demonstrates 

the use of culture to protect, as he survives the crucifixion to rise again, but also the 

resiliency of Aboriginal cultures, which continue and shift and do not remain static.  

In connection with his own history, Houle’s Ipapá'kaawa is an example of a life 

history narrative, in which he performs his deep-rooted connection to his family, 

ancestors and culture. In Ipapá’kaawa, the artist performatively attempts to disconnect 
                                                      
90 Tengan, 16. 
91 Terrance Houle and Adrian Stimson, interview with the author, 22 March 2012, 
transcript; Adrian Stimson, email message. 
92 Adrian Stimson, email message. 
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himself from the Western world and instead connects to his family history and traditions. 

Before entering his father’s dream, however, Houle explores the struggle, as an 

Aboriginal man, to come to terms with colonialism and its influence on his identity. He 

shows himself as lonely and enveloped in sadness. In order to enter the dream, Houle 

strips away his Western clothing, which signifies the trappings of Western culture. 

Putting on his loincloth, he explores the potential to return to a contemporary experience 

of his culture, as he is comforted by the loincloth and its connection to his past.93  In this 

moment, there is a connection to Tengan’s Hale Mua, whose teaching includes a return to 

the malo, a traditional Hawaiian clothing for men. Tengan writes that, for many men, in 

stripping away their Western clothing, they struggle with bodily inhibitions and historical 

ignorance that are a result of the disconnection from the rituals of wearing the malo. The 

malo, which was originally a sign of masculinity, became commoditized in imagery of 

Hawaiian cultures viewed by outsiders.94 In learning to wear the malo, the Hale Mua are 

returning to, and reclaiming, this signifer of masculinity. In the same way, Houle wears 

the loincloth to reappropriate a signifier, too. While the loincloth itself works as a 

tangible example of reappropriation, by stripping away his contemporary clothing and 

                                                      
93 The loincloth is Houle’s pow-wow breechcloth that his mother made for him when he 
was a boy. In an interview with Houle he said that he started his art practice wearing his 
full Grass Dance regalia but saw that as influenced by the West. He started to explore 
how to get away from the Western culture that the Grass Dance, in part, corresponded to, 
and he chose to use only his loincloth. As is seen in his Kingston performance, he has 
moved beyond his loincloth to full nudity, exploring a full disconnection from clothing to 
investigate the taboos of the nude male body as an expectation brought to Aboriginal 
communities by the West. 
94 Tengan, 17-18. 
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choosing to put on his loincloth, he takes back control over his body as an image of 

Indigenous masculine identity. 

Furthermore, by scrubbing himself with dirt, Houle appears to wash away the 

influence of colonialism, attempting to fully engage with the dream, and perhaps merge 

with the herd of buffalo that encircle and protect him. Houle connects with the buffalo 

literally by his Blackfoot name, “Buffalo Herder.”  This name, a name that identifies him 

as a man who feeds his people, evokes another model of Indigenous masculinity. Houle 

tells the story of his name and, through the telling of the story brings forward both a 

tradition and his identification with his responsibility as an Indigenous man that was 

gifted with the name. 

A second theme that connects the performances is the artists’ use of their bodies 

to engage with stereotypes of the hypermasculine noble savage or the violent and/or 

drunken Indian. In particular, their bodies act as sites of resistance, re-signifying and re-

appropriating beliefs about Indigenous identity.95 Both artists explore what a Native man 

“should” look like and invert those stereotypes — showing them as stereotypes. Hill 

writes that Houle makes us aware of how our expectations of visible “Indianness” are 

somehow “antithetical to ordinary contemporary experience.”96 He also writes that 

Houle’s humorous portrayals of himself in stereotypical “Indian garb” not only makes us 

aware of the romanticism, but also reveals the dangers of perpetuating those stereotypes 

                                                      
95 Brigit Dåwes, Native North American Theatre in a Global Age: Sites of Identity 
Construction and Transdifference (Heidelberg: Universitätsverlag, 2006),  117-121. 
96 Hill, 65. 
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as “truth.”97 In Ipapá'kaawa, we see that in a more somber and serious way, Houle 

continues in his use of his body to make visible ideas about the expectations of 

“Indianness” and how those expectations influence his own identity. For instance, while 

the loincloth could be viewed as comforting, it is so tight that it causes his belly to sag 

over it and makes the viewer aware his body’s disjunction with stereotypical images of 

athletic Native bodies seen in conventional Hollywood westerns. Second, Houle’s 

attempts to wash away colonial culture suggest another resistance to the stereotype of the 

Noble Savage. Here, he explores the disconnection between the expectations of Native 

male bodies and the lived reality of his own body. 

Houle says that his work looks to share the taboos of the body with his audience 

and that his body is the most important element of his work because, in silence and 

gesture, he uses it to tell a story.98 By disarming the audience, Houle reclaims his 

Indigenous masculine identity and body as unique, not so bound by the audience’s 

expectations of tacit stereotypes.99 In sharing his story through his body, he is, as Marvin 

Carlson writes, demonstrating the way in which the body, as a carrier of signs and social 

constructions can be used to evoke questioning to disrupt meta-narratives.100  

                                                      
97 Hill, 65. 
98 Terrance Houle, “Artist Talk” (artist talk, Cultural Studies Speaks Series, part of 
“Terrance Houle & Adrian Stimson Performance Series,” Queen’s University, Kingston, 
Ontario21 March 2012). 
99 Terrance Houle, interview with the author.  
100 Marvin Carlson, Performance: A Critical Introduction, 2nd ed. (New York: 
Routledge, 2004),167-69. 
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In a similar way to Houle’s embodiment of identity, Stimson uses his body in 

much of his work. In Born Again, the final footage projected onto the wall at the front of 

the room is of “Indian Sign Language with Dick West,” a KPLU television sign off from 

the 1970s in which a Native-looking man in regalia and headdress uses “Indian sign 

language” to sign the Lord’s prayer.101 In using this footage Stimson says that he wanted 

to connect his own embodiment of struggle with the ever-present portrayal of Native men 

in the film and print media and its wide reaching influence on beliefs.102 Stimson said that 

images of Aboriginal men in media always confused him, for there was a disconnect 

between the bodies on screen and the bodies of the men around him.103 While Houle 

presents an alternative representation of the Native body, Stimson explores how media 

stereotyped versions of Native men further the colonial project.  

Stimson and Houle’s Buckskin Re-Mount comically inverts notions of the Noble 

Savage and romanticized descriptions of the Native male saving the white settler woman 

by replacing the two characters with an overweight Indian cowboy and Buffalo Boy. 

Continuing both their original performance and their photo installation, Pitchin’ Tipis 

(Houle, 2008), Houle and Stimson once again explored how perceptions of the Native 

body have been altered by hegemonic discourses that shame certain encounters. In Tipis 

(figure 26), the artists created a series of three full-sized photographs in which they stood 

in loincloths embarrassed of the erections the loincloths covered. Houle writes that the 
                                                      
101 Adrian Stimson, email message. For video of television sign off see 
http://www.youtube.com/watch?v=UReVVrbL8xs. 
102 Adrian Stimson, interview with the author. 
103 Adrian Stimson, interview with the author. 
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series was meant to comment on how Indigenous male identity has changed because of 

ideas of “homophobia, alienation, and separation.”104 Both artists have said that their 

sexual identities have been affected by Western ways of understanding sexuality. For 

instance, Stimson said that Native male sexuality and bodies have somehow become 

controversial.105 Pitchin’ Tipis showcases not only the embarrassment of the artists but 

also makes the viewer aware of his or her own embarrassment at viewing the larger-than-

life photos of erections and the sexualized Native male body. But why be embarrassed of 

this imagery? Dominant narratives of sex, the erotic and the body have led to taboos 

concerning the sexualized body, and therefore to discomfort when confronted with it in 

public. The artists question the way in which Indigenous men view their bodies and their 

sexuality by exploring their own discomfort, as shown both in their stances and in the 

reactions of audience members. Tipis reveals the influence of imposed colonial values of 

“modesty” on Native men, providing an opportunity as well for audience members to be 

discomforted by the image as a means of generating questions about these taboos. 

 In the same way, Buckskin Re-Mount asks us to confront our taboos about sex 

and love between Aboriginal men. The performance also humourously portrays love 

between two Indigenous men, a relationship disavowed by colonial values of 

heterosexuality, as discussed earlier.  The artists engage with this discussion through the 

                                                      
104 Terrance Houle in Karolina Wisnewski, “Reinventing First Nations Art,” Excalibur 
(York University), http://www.excal.on.ca/arts/reinventing-first-nations-art/ (accessed 1 
August 2011).  
105 Adrian Stimson, “Artist Talk.” 
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use of their own bodies, and in so doing, reclaim their bodies and desires as their own, 

albeit (and ironically) in public space. 

 

Figure 26: Terrance Houle, Pitchin’ Tipis. Accessed 9 September 2012. 
http://www.dunlopartgallery.org/pdf/houle.pdf 

 
As performances depend on the presence of an audience and the interaction 

between the audience member, artist and space in which Stimson and Houle’s 

performances occurred, and the audiences with which they worked, also played a key role 

in the series and shaped my analysis. Diana Taylor explains that performance, as an 

embodied practice, is a way to transmit and store knowledge alternative to Western ways 

of understanding.106 Stimson and Houle engaged with the audience to transmit such 

alternative social knowledge about Aboriginal identities, insight that is and was 

discordant with colonial narratives of distortion and erasure. Such a process depends on 

                                                      
106 Diana Taylor, The Archive and the Repertoire: Performing Cultural Memory in the 
Americas (Durham and London: Duke University Press, 2007), 15, 20, 29. 
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audience members’ participation, as they are the receivers of the artist’s message. 

Elizabeth Archuleta writes that Aboriginal performance is powerful in that it challenges 

both Indigenous and non-Indigenous audiences to confront their beliefs about 

“Indianness.”107 Also, non-Indigenous viewers are asked to question representations of 

Indigenous peoples as constructions, and often overtly limited ones. While the artist 

cannot control what audience members take away from their performances, both artists 

have said that their work seeks to provoke audience questioning and encourage 

Indigenous and non-Indigenous viewers to mingle and connect.108 For example, Houle 

tries to build a bridge of understanding between non-Aboriginal and Aboriginal peoples 

explicitly by creating a space in which they can engage in discussions of Indigeneity 

together, perhaps forming connections through understandings of his investigations.109  

In the performances presented during the series, the audience played a major role 

in the discussions of identity formation. For example, Houle’s nudity in Ipapá'kaawa 

made many audience members uncomfortable. In that discomfort, as Whitney Light 

writes, there is an awareness of “humanness in tandem with cultural identity.” The nudity 

in Houle’s performance elicited a response from the audience members witnessing both 

his presence and their own reservations. For example, at the Union Gallery, when Houle 

                                                      
107 Elizabeth Archuleta, “Refiguring Indian Blood through Poetry, Photography, and 
Performance Art,” Studies in American Indian Literatures, v.17 no. 4 (Winter 2005): 2. 
108 Terrance Houle and Adrian Stimson, interview with the author. 
109 Terrance Houle in Indigenous Arts Network, “Terrance Houle: Visual Arts.” 
Indigenous Arts Network. http://indigenousartsnetwork.ca/artists/terrance_ho 
ule/interview/ (accessed 21 September 2011). 
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stripped away all of his clothing, one student in the audience covered her eyes and 

gasped. While many audience members did not react as overtly, her reaction exemplifies 

how performance artists can elicit bodily reactions in audience members and possibly 

make them aware of their involvement in the artist’s act of communication. Second, a 

student in Dr. Kibbins’ class shared an insightful discussion about how she engaged with 

the artists undressing in front of the class. She explained that she was at first 

uncomfortable with the men’s near-nudity. However, she went on, as the talk continued, 

she started to question why she was uncomfortable with Houle’s loincloth. She began to 

realize how much her discomfort had been constructed through societal norms about 

bodies, and in this case, male Indigenous bodies. As she became aware of the affect of 

those norms, she began to entertain other narratives. Here we can see how much the 

nudity and presence of Houle’s body worked to make the audience member aware of her 

presence in the space, and how deeply the space was governed by taboos about the naked 

body. Houle said that the nudity in the work is supposed to elicit reactions from audience 

members, to provoke them to question their own taboos, and to humanize him as an 

expressly Aboriginal male body.110 

Stimson’s performance also provoked reactions. For instance, his forced 

displacement of the audience as he moved around the gallery space worked to make the 

audience member an active participant. About his presence, Stimson said his work 

                                                      
110 Terrance Houle, interview with the author. 
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attempts to disrupt the space to claim it for himself.111 In doing so he explores his 

presence as an Aboriginal man within these worlds; as Houle adds, this act reminds the 

world that “we are still here” (as Aboriginal men) despite the history of genocide.112 In 

the same way, Stimson also implicates audience members by having them interact with 

Buffalo Boy in photographs. While some audience members chose to stand in front of 

Buffalo Boy, smiling or looking sad, others performatively worshipped him. Many 

participants held their hands up to him, while one woman prostrated at his feet. The 

participants connected to the piece because they interacted with the performer, becoming 

part of the work. Following this, the audience is forever associated with the piece and its 

meanings, the camera having captured its involvement.113 Buffalo Boy invites audience 

members to become performers by providing them with the freedom to choose how to 

pose for the photograph. In addition, the process of photography also links to the history 

of documentation of Aboriginal men though the Western lens, and the way in which 

those representations affect Indigenous identity. By taking photographs of him, the 

audience and Buffalo Boy interact and build on his narrative by providing a visual record 

of their connection.  

The gallery space itself influenced the way in which the audience received the 

performances. For this performance series I wanted to provide the artists with spaces in 
                                                      
111 Adrian Stimson, interview with the author. 
112 Adrian Stimson and Terrance Houle, interview with the author. 
113 Stimson also regularly uses both his own, and audience members’ photographs in 
installations created separately from the performance. The artist has participants sign 
waivers before being photographed and uses the photographs to construct installations 
that further the exploration undertaken in the performance.  
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which they could interact with the audience. As both artists comment on the colonial 

project, Kingston offered an intriguing insertion of colonial history into the works of the 

artists. I chose the Union Gallery, a contemporary white wall gallery and the Renaissance 

Room, an opulent church-turned-wedding banquet hall. The Union Gallery showcased 

the ability of the artists to provoke the audience and also provided an opportunity for the 

artists to engage with the Queen’s University community. For example, the space forced 

viewers to sit tightly together and made the experience intimate. When the Shaman 

Exterminator struggled around the gallery, the audience was displaced by the hulking 

figure, which worked to make audience members aware of the intimacy, their position in 

the space and the dramatic presence of the Shaman Exterminator. This closeness and 

disruption added to the sense of discomfort about the topics being raised by the two 

artists. Finally, in producing a performance at the university, I felt that the artists could 

directly confront the colonial project, as it is deeply connected to the educational system. 

Specifically, Stimson’s performance referenced residential schools and the use of 

education in the assault on Aboriginal identity. In connection with the space, which was 

imbued with the history of education in Canada, it was easy to create associations 

between the performance and the school. 

 The venue for the second night of the performance stood in stark contrast to the 

space the night before, in much the same way that the performances were remarkably 

distinct. I chose the Renaissance Room because of its decoration, as it provided an 

intimate setting and a connection to Kingston’s colonial history through its 18th century 
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church architecture, which has been maintained. The space offered a contrast to Buckskin 

Re-Mount that made the performance much more charged, and helped to connect it to the 

performances the previous evening, despite their other differences. Specifically, the 

church-like atmosphere contributed to understanding of the construction of taboos about 

Indigenous sexuality. Because the church was heavily involved in colonialism, as 

Stimson discussed in Born Again, the atmosphere helped to evoke the relationship of the 

church to alterations in Indigenous sexuality. In this connection, the relationship between 

the men within the church also alluded to the destabilization of dominant discourses of 

sexuality, which the church can be seen as representing. 

 As Alanis Obamasawin and Ty P. Kawika Tengan have pointed out, stereotypical 

representations of Indigenous peoples and the imposition of colonial values have 

rendered Aboriginal peoples invisible. Specifically, colonial discourses of 

heteronormative masculinity have displaced models of Indigenous masculinity in favor of 

stereotypical representations. Histories of erasure have greatly influenced the identities of 

Indigenous men, but identities have also been recuperated through Indigenous 

interventions that make visible alternative histories and models of identity. The 

performances are an example of these interventions. Specifically, Stimson and Houle 

explored the use of story telling and personal narrative to bring forward histories that 

have been ignored in order to identify their influence on Indigenous models of male 

identity. The artists also identified the resiliency of Indigenous peoples to that erasure, 

seen specifically in the resurrection of Buffalo Boy. Finally, an analysis of the 
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performances also demonstrates that the artists used their bodies and interactions with the 

spaces of the performances to destabilize taboos about Indigenous male bodies and to 

create an awareness of their messages in the audience. 
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Chapter 4 

Conclusion 

The performance series I curated, Terrance Houle and Adrian Stimson: Exploring 

Indigenous Masculinities, was aimed at continuing the history of Indigenous performance 

art as sites of resistance at Queen’s University. As Carla Taunton argues, Aboriginal 

performance art contributes to the process of decolonization because performances offer 

Indigenous self-determined perspectives, which helps to engender social change.114 The 

works performed by Adrian Stimson and Terrance Houle intervene in colonially 

entrenched spaces like Queen’s by making visible Indigenous perspectives on history and 

identity.  

Specifically, the perspectives explored by Houle and Stimson focused on models 

of Indigenous masculinity. I wanted to produce a platform from which these artists could 

speak and explore these competing models. Dominant structures of “maleness” construct 

manageable notions of Indigenous men, leading to the erasure of Indigenous male 

identities. By destabilizing colonial histories and taboos, and by foregrounding the 

resiliency of Indigenous peoples, Houle and Stimson articulated alternative models of 

Indigenous masculinity in their performances.  Here, too, we see how performance art 

can act as a site of resistance by making visible alternative representations of Indigenous 

masculinity.  

                                                      
114 Carla Taunton, “Performing Resistance/Negotiating Sovereignty: Indigenous 
Women’s Performance Art in Canada” (PhD dissertation, Queen’s University, 2012), 76. 
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An investigation of Indigenous masculinities by performance artists is also 

important because it adds to the ever-growing scholarship that explores Indigenous 

models of masculinity. Specifically, scholars in other fields have begun to discuss the 

ways in which Indigenous men investigate the processes of male identity formation and 

how those identities not only are influenced by colonial history and contemporary 

stereotypes, but also resisted. For example, as I have explored, Sam McKegney’s work 

on Indigenous literature demonstrates the ways in which Indigenous writers have 

identified the struggles of Indigenous men to link to Indigenous models of masculinity. 

McKegney also defines the multiplicities of Indigenous identities that are possible 

through discussions of literature that explores bonds between Indigenous men and their 

roles in communities.115 In addition, scholars such as Ty P. Kawika Tengan have 

identified the influence of stereotypical representations of the Native male on Hawaiian 

men. Following this, Tengan also discusses how groups of men are recuperating 

Indigenous models of masculinity through connections to traditional cultural practices in 

order to resist those representations, a process of self-determination.116 This thesis adds to 

that scholarship in other fields, like that of McKegney and Tengan, by investigating the 

discussion of Indigenous models of masculinity by Indigenous artists. Yet it also takes up 

                                                      
115 Sam McKegney, “'Beautiful Hunters with Strong Medicine’:  Indigenous Masculinity 
and Kinship in Richard Van Camp’s The Lesser Blessed.” The Canadian Journal of 
Native Studies 29, no. 1&2 (2009): 209. 
116 Tengan, Ty P. Kawika, Native Men Remade: Gender and Nation in Contemporary 
Hawai’i (Durham: Duke University Press, 2008 ), 3. 
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this discussion’s questions in a new area — through performance art as an ephemeral 

mode of transmission. 

In addition to the importance of the performances as a site of resistance, the action 

of curating also resisted Western forms of knowledge production. As an example of 

Indigenous methodologies, the process of curating allowed me to work with artists to 

translate knowledge in a way that privileged Indigenous ways of knowing.  In this way, 

too, my project followed the process of other Indigenous curators, such as Ryan Rice, 

who has identified the role of Indigenous curators in representing and negotiating 

Indigenous perspectives.117 In addition, my project followed the work of curators of 

Indigenous performance art at Queen’s, such as Taunton, who worked to make visible 

Indigenous voices as a way to intervene in the colonial space of Queen’s and Kingston.  

Following this, the emphemerality of performance art makes it valuable to build on a 

community’s work, as I was able to do by continuing and refocusing the aims of Taunton, 

QNSA and others that produced events such as this in the past. In this connection, it was 

important to continue producing performance events at Queen’s so as to not let one 

performance series speak for “all” Indigenous peoples, but to show the diversity and 

complexity of the communities in greater depth. 

Thus, both the performance series and this thesis seek to provide further inquiry 

into Indigenous masculinities. The artists and I, too, as a curator, resist hegemonic 

                                                      
117 Ryan Rice and Nancy Mithlo, "Visiting: Conversations on Curatorial Practice and 
Native North American Art," The American Indian Curatorial Practice Symposium 
Proceedings (http://www.nancymariemithlo.com/aicp_menu.htm), 14. 
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masculinities and aid Indigenous men in reclaiming identities made invisible by 

colonialism. Furthermore, the performance series’ location is key: the space of Queen’s 

and Kingston has a specifically close relationship to its colonial history. Interventions by 

Indigenous artists are necessary to reclaim the space and to make visible Indigenous 

communities. By positioning the performances here in particular, I sought to provide a 

space for Indigenous sovereignty over representation, for the artists, myself, and indeed, 

the performances as interactive forms of theatre consulted with Indigenous communities, 

which furthered the visibility of Indigenous peoples in the area. While future 

investigations into Indigenous masculinities remain imperative, Stimson and Houle’s 

work, and my own as a curator and scholar, illustrate a necessary beginning to future 

interventions and, in themselves, act as a valuable contribution to Indigenous self-

representation. 
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Appendix A 

Performance Series Poster 

 

 

Terrance Houle and Adrian Stimson: 
Exploring Indigenous Masculinities

Wednesday, March 21st: 

11:30am-1:30pm: Artist Talk and Discussion  

Dunning Hall 12, Queen’s University

7:00pm  Performances at the Union Gallery, 

Adrian Stimson’s “Buffalo Boys Born Again” 

& a new performance by Terrance Houle

Stauffer Library, 101 Union Street

9pm – Grad Club: Reception for all

Grad Club, 162 Barrie Street

Thursday, March 22nd:

7pm Performance and reception

Terrance Houle and Adrian Stimson in

“Buckskin Remounting” 

Renaissance Room, 285 Queen Street

Queen’s Native  

Student Association

The Union Gallery

Corridor Culture 

Curatorial Collective

!"##$%&'()"*+,'-./0#

!"#$%&'"&()*+,$%-%,.

Cultural Studies

/0+-+

Art History

Gender Studies

SGPS

12"3'4*3#0+*2$&'5623*7*$89'

Student Centre

:";;23+#<'6,

For more information, please contact 

Erin Sutherland : sutherland.erinl@gmail.com

Lara Fullenwieder : lara.elise.corinne@gmail.com 

Queen’s Aboriginal 
Awareness Week 2012
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