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Amorous Mounitains, Erotic Seas:

The Cherokee researcher Qwo-Li Driskill has
theorized that the “erotic” should be regarded as
a critical decolonizing strategy. When land, body,
faith, and language are stripped away by the
colonizer, what was once recognized and imagined
in sexuality is also suppressed and altered in the
violence. Revisiting the erotic therefore has post—
colonial overtones; it seeks the diverse gender
experience concealed beneath the colonization
process—a pluralistic worldview of sexualities that
departs from what is known today.

In the 1990s, the cultural and artistic development
of Taiwan’s indigenous peoples entered a
critical period, with an awareness of cultural
revitalization that gave rise to the particular
indigenous aesthetics of the mountain and the

sea in the literary coterie. Such symbols were
adopted by and echoed in the contemporary art
field during the 30 years since, shaping the unique
aesthetic tradition of mountain and sea among the
indigenous communities. However, what developed
over time is also how recent generations began to
experience diverse contexts—the heterogeneous
experiences of settlement, living, and identity
gradually moved away from the established norms
of mountain and sea. Those once-fixed symbols
have now been reassembled, and ancient stories
are also being re—adapted and performed by
another kind of body.

Amorous Mountains, Erotic Seas is an attempt to
investigate the queer gender perspectives inspired
by the artistic practices of various indigenous
creators since the 2010s within this particular

_ Queer, Indigene, and the Hidden History

context. Tracing the development of the Pulima
Art Festival/Award, the exhibition expands from
the trajectories of important artists and their
works over the past decade to investigate how
queer, non-binary, and non-heterosexual emotions
and desires have been absent in normative
mountain and sea aesthetics and traditional
ethnographic writing and how their presence can
be reincarnated through art practices.

Indeed, in the experiences and worlds represented
by these artists—whether in native settlements or
urban Taipei, classical mythology or contemporary
texts, the island’s migrant worker communities
of the last century, or the wedding ceremonies of
today’s indigenous communities—the underlying
flows of queer stories have long established an
ancient world, this history of which was forcibly



sealed away in the constantly evolving ideological struggles of modern
times, leaving only remnants and fragmented outlines in various grand
narratives.

The idea of the “erotic” here goes beyond the dimension of human
nature and desire; it intertwines with the mountain and sea symbolism
and revisits, or creates, a certain lost gender epistemology at the
border of the indigenous community’s narratives. When queerness
confronts the paradigm, what can we still see? Are there any elements
of sex/gender in the images of mountains and seas? Why is there so
much love/sex in mythological stories? Who stands in the center of
the stage with laughter and joy, or with coquettish or tearful gestures
under the lights or shadows? After a decade of Pulima, it is time to
take up this post-colonial queer aesthetics, and, as with all beginnings,
histories will start to converge in the whispers of a story retold.
Henceforth, one by one, what was once forced to be secret and taboo
may also be unlocked in such revelations.
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Faces of Roads

~( Ha )

Hagay

Dondon Hounwn is an artist hailing from Hualien Dowmung’s Taroko group. Having grown
up in the indigenous community, he returned to live there in 2009 after spending time in
the city. Dondon received his first Jury Award at the first Pulima Art Awards in 2012 with
the piece Faces of Roads, in which Dondon portrayed himself as having two bodies: one
representing the traditional male body of the Taroko group, and the other a genderless body
that erases all ethnic and gender symbols. Through the confrontation of the two bodies,
Dondon tackled the conflicts and tensions between ethnicity and gender identities.

In the next year, Dondon also presented the piece Hagay, a group of genderless non—-human
beings drawing upon an oral myth, performing indescribable and unclassifiable gender
imagery in various settings with different temporalities, including forests and creeks, and
urban stages, illustrating the confusion and allure of queer identities in early contemporary
indigenous art. This piece was adapted into the play Hagay Dreaming ten years later (2022)
and was chiefly performed by the Elug Art Corner, the art group that Dondon founded in
2016 in the Dowmung community.
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Pswagi Temahahoi

Ciwas Tahos's maternal lineage roots in the plngawan group of the Atayal nation in Nantou,
Taiwan. However, the history of her family is veiled in enigma, with her grandmother being
sent away at a tender age and subsequent omission from family discussions. Adding to the
intrigue, Ciwas herself was sent to study in Canada during her junior high school years. This
web of secrecy has cast a mysterious shadow over the maternal heritage of Ciwas's family,
leaving her yearning to unravel its untold stories. After being nominated for the Pulima Art
Award in 2014, Ciwas returned to Taiwan and started exploring her family’s hidden lineage,
in which her journey led her to confront different cultural signifiers and life experiences
between the identities of contemporary urban Indigenous peoples, queerness, and Atayal.

In 2020, Ciwas embarked on a creative journey, crafting an imaginary motherland that drew
inspiration from Atayal's oral story of 7emahahoi, which implies to women's society. In this
unique world, she merged her diasporic maternal lineage and her personal queer narrative.
Embracing this new world, she began producing a captivating series of works centered
around Temahahoi. The Pswagi Temahahoi showcased in this exhibition features an Atayal
wild bee (honey) tracker leading the way for Ciwas, who collaborates with Indigenous queer
women from disparate indigenous groups to envisage a path to Temahahoi. In the oral story,
women in Temahahoi share each other’s lives, emotions, and desires and the knowledge of
how to communicate with bees.
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Baden Hitchcock is an Australian dancer and choreographer aswell as
descendant from Saibai in the Torres Strait Islands, Mabaduan Torres
Strait Treaty Village and Hanabuda Central Province , Papua New Guinea.
Hitchcock graduated with a degree in dance from the Victorian College of
the Arts in 2015 and joined Bangarra Dance Theatre in 2017. He has been
living and working in Taiwan since 2022.

Identifying as queer, Hitchcock has long been invested in the discussion
and advocacy surrounding queer indigenous identity in his native home, the Ay
contexts and perspectives of which are interwoven and conferred upon the
analogous communities in Taiwan.
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Ingay Saway, on the other hand, is an Ami from the Fata’an community in
Hualien. He left his community in the 1960s to work in Taipei, partaking in
the cross—dressing shows by “Redtop Arts,” which took him momentarily
to Japan. With the decline of the drag industry, the cabarets, the “red
envelope clubs,” and the strip clubs, Ingay Saway returned to his native
community as a hairdresser. He is, by far, the most experienced indigenous
drag performer known today.

His life parallels the development of the drag performance industry in
Taiwan and testifies to the heterogeneous history of local migrant workers
of Taiwanese indigenous descent under the radical economic shifts of the
last century.
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Misafafahiyan

Posak is an Ami artist from the Hualien Fata’an community. Living and working between
Taipei and Hualien, Posak conducts field research about indigenous communities and their
experiences migrating to and residing in cities. The particular conditions of survival and life
trajectories are Posak’s subjects of interest.

Receiving an honorable mention for the Pulima Art Prize in 2020, Posak’s Lakec took on
the story of Ingay Saway for the first time. The protagonist is a legendary figure in the
indigenous community and a long—term project partner. By extension, in 2022, she undertook
a documentary project restaging Ingay Saway’s drag performances in his early days,
juxtaposed with his everyday life, after retiring to his native community.

In southeastern Taiwan's indigenous communities, cross—dressing and drag performances
have become a trend. These performances not only showcase the remarkable inclusivity
of gender expression in indigenous entertainment culture but also evoke the presence of
indigenous bodies in the history of local migrant workers within the Taiwanese entertainment
industry emerged from the last century. Through Posak’s lens, Ingay Saway performed yet
again on a reconstructed podium, where his singing and dancing depicted a time now lost in
mainstream narratives.
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1 Am Actually Very Gentle

Yukan, a member of the indigenous Atayal community living in Wulai, is a primary school
teacher by profession. Apart from his educational vocation, he engages in creative endeavors
using various media. In his previous works, Yukan documented the journey of his younger
brother Batu, an Atayal youth who aspires to be a hunter, to reflect the contemporary
tribal youth’s identification with their indigenous heritage. Starting in 2022, Yukan began
contemplating the diverse aspects of ethnic identity and exploring his own creative methods.
In the realm of indigenous art, the materials used are often imbued with significant gender
politics and are sometimes categorized in a binary manner. This has led to a significant
number of indigenous queer artists gravitating toward non-traditional media, such as
new media and video. Another approach involves using materials that transcend classic
gender norms. In / Am Actually Very Gentle, Yukan chose to create a woven curtain using
blue and white canvas, a material commonly found in contemporary indigenous native
environments. This choice embodies the close relationship between this material and the
lives of contemporary tribal people, as well as the variations between modern and traditional
materials. It also addresses the gender politics associated with the act of weaving in cultural
interpretation.
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Pink

Aulu is a Paiwan from Yilin Village, Pingtung. He started learning ballet and contemporary
dance at age nine and joined the Bulareyaung Dance Company (BDC) in 2015. Pink is his
second dance/theater piece, which was selected for the Pulima Performing Arts of the
Young Generation in 2019. The work does not draw upon any traditional indigenous cultural
or visual elements. Instead, it recreates the vibrant atmosphere of contemporary tribal
wedding banquets using sound, light, and dance, blurring the boundaries of usually gendered
body performances.

Inspired by the entertainment elements of indigenous culture, this kind of creation has also
appeared in the works of the BDC. However, Aulu’s Pink breaks free from the collective
experience of the dance troupe and focuses more on the individual narrative of his personal
life, staging a profound sense of solitude and clamor. In his upbringing, the love of his
parents has always influenced him. From a young age, he inherited his mother’s love for
beauty and indulged in dressing up before his father’s camera. Pink serves as another
portrayal of his contemporary queer identity, a glimpse into the intimate realities of love
beyond the facade of sociocultural norms.
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Ugaljai

When the moth flies into the flame,
Is it suffering or love?
Does it spin a cocoon to bind itself or to protect itself?

Baru Madiljin is a Paiwan choreographer from the indigenous Timur community in Sandimen
Township, Pingtung. In 2009, he co-founded the Tjimur Dance Theatre with his sister,
Ljuzem Madiljin, and has been continuously creating dance works since then. The showcased
work Ugaljai, which received an honorable mention at the 2016 Pulima Art Award, is one of
his own creations.

Although under the same umbrella of “the indigenous” in Taiwan, ethnic groups face
distinct social contexts. Through Ugaljai, Baru reflects on the conflicts and oppression of
various gender cultures within Paiwan society, as well as the neglect of gender issues by the
community and families by re—-enacting the suppressed and shadowy image of same-sex
emotions in contemporary tribal communities.

From the 2010s onwards, indigenous art in Taiwan has experienced rich development in life
politics, including the emergence of different gender emotional and desire patterns within
traditional ethnic symbols. Ugaljai may be one of the first artworks in the contemporary
indigenous art scene in Taiwan that directly addresses same-sex love, carrying substantial
cultural relevance of our time.
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Root; Homecoming

Feilibing IceQueen is a Bunun performer from Xinyi Township in Nantou County. Although
his family has relocated to Taipei, he maintains a connection with his native community and
homeland, frequently traveling back and forth.

After spending seven years with the Snow White Entertaining Troupe, he gradually started
performing independently as a drag queen in 2016. With the increasing mainstream popularity
of Western drag queens, the entertainment scene in Taipei began to embrace this form of
performance. From scarce opportunities to commanding the stage, Feilibing IceQueen’s
career has witnessed the rise of contemporary drag queens in urban Taiwan.

Although the performance of drag queens closely reflects the feminine pop idol lineage and
aesthetics in popular culture, in Feilibing IlceQueen’s Root; Homecoming, the true archetype
of the mother goddess is in his heart, or the original nourishment of his drag aesthetics,
originates from the people closest to him. When he reminisces about the joyful moments
of drinking with others in the tribe, the smile on his face conveys that he knows there will
always be a character similar to him in the indigenous community. Their every gesture, frown,
and smile becomes a transcendent and transcultural cipher, a familiar encounter hidden
beneath ever-changing masks.
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Salizan Binkinuan is a Bunun indigenous performer from the Hualien Taluk community.
Besides volunteering as a tour guide at Yushan National Park, Salizan is well known for his
role as a cross—dressing performer at wedding ceremonies in indigenous communities along
the southeast coast of Taiwan. In the 1970s, Salizan moved to Taipei for work and expanded
his social circle through singing, dance performances, and male strip shows.

In the late 1990s, Salizan returned to his hometown for his father and began pursuing the
long—held dream of cross—gender drag performances. To his surprise, his performances
garnered unexpected popularity, making him a distinctive figure in the entertainment culture
of indigenous communities.

This seemingly avant-garde performance style is, in fact, a common sight in the wedding
culture of the tribes. In Taiwan, there are many cross-dressing performers from varying
ethnic groups and tribes, occasionally meeting across tribes and forming a cross-tribal
performance community. This history of indigenous cross—dressing performances has
little to do with Western drag culture. Rather, this history is intertwined with the labor and
entertainment experiences of the island’s migrant worker communities in the last century,
as well as the gender and aesthetic distinctiveness of contemporary tribes after radical
economic and cultural transitions, which diverges from national notions.
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Rose Mary is an Atayal performer who was crowned champion of the Taiwan Indigenous Drag
Queen Contest at the Pulima x YIRRAMBOI 2018. Similar to many contemporary indigenous
youths, their previous generation experienced the process of migrating from the native
indigenous community to the city. As Rose Mary started learning the performance art of drag
queens that originated from American queer culture, they were simultaneously redefining
and understanding their own ethnic identity. They embody the complexity of contemporary
indigenous youth, exploring gender identity and performance while contemplating their own
historical bodies.

Rose Mary and Navi, from Tamazuan in Nantou, met in Taipei and bonded over their shared
thoughts on performance and their contemplation of contemporary indigenous and gender
identities. Rose Mary’s journey in drag has been documented through Navi’s skillful camera
lens, starting from performance recordings to provocative narrative experiments.

From Ingay Saway, Salizan Binkinuan, Rose Mary, and the active drag queen community on
Taipei’s urban stage, a fragmented yet intertwined tableau of indigenous drag performances
emerged.
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