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Abstract

This is the first holistic study of English crosesdsed performers. It will situate drag
performers within their cultural context in ordeo testablish how their concerns,
motivations, employment, communities, friendshipalf-perception and artistic ambitions
impact on their performances. Furthermore, it sg8i performance and ethnographic
analysis of a number of artistes to demonstrate mmaern drag politicises communities
and forms an accessible critique of social rolagthfermore, it aims to reunite Queer

Theory with the realities of its effects on society

The first chapter establishes the study’s positiathin the overarching framework of
Queer Theory. A troupe of drag performers are erathin light of Judith Butler’'s theories
of performativity to elucidate how the social aggeaf gender can be developed. Then,
Kate Bornstein’s work is used to illustrate howiinduals can use these identities as a

conscious method of self-development.

Following this, the second chapter explores théasoale drag performers have, sometimes
inadvertently, chosen. Developing the theories hd interrelationship between belief,
LGBTQ sexuality and otherness purported by KatenB@in, it asserts the educational and

social role that can be taken by drag performers.

The third chapter focuses on the messages tha tte8$BQ shaman (a theory developed
from Laurence Senelick’s work) convey to their conmity via performance. Case studies

illustrate how the performers tailor their actptditicise their often apathetic audiences.
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This work is extrapolated in the fourth chapter,ichhfocuses on the community-wide
Pride Parade performances. The Rabelaisian caesiyaé is used to argue that the
carnivals encourage the audience to review theirdge development, revitalising the

culture.

Finally, the fifth chapter demonstrates how thes#erihg theoretical strands enable
televised drag performance to challenge censurguegtioning ‘otherness’ itself. This is
achieved with reference to horror theory, camp #redperformances of Danny La Rue,
amongst others, and the cultural impact of the faogneLittle Britain (2003). The thesis
demonstrates that drag is, in fact, a dialogue ¢laat engage and politicise mainstream

culture.
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Introduction

The medium of drag performance has enabled a wiederstanding of sexual identity
and its effects on the role of the individual withsociety as a result of its impact on
mainstream culture. This first holistic study of dlish cross-dressed performers will
demonstrate how modern drag performance forms grgseive and accessible social
critique that gleans its power from a theoreticatkground incorporating subjects ranging
from the carnivalesque to Queer Theory. It will shdow drag not only offers its
performers the opportunity to develop their selfgeption and social role, but also crosses
the footlights to elicit this reflexivity in its a@iences, both community specific and in

mainstream society.

Performances that have been labelled as drag (dthéhe performers themselves or by
theorists) are understood here in their widesinitedn as meaning clothing associated with
one sex being worn by a member of the opposite Hesy do not have a specific body of
work that can be examined. Rather, they compriseetimes apparently disparate, yet
inter-related, disciplines such as sociology, @ufuhy, politics, religion, gender theory and
theatre, all of which contribute to their meanirmsd practice, but sometimes initially
appear almost at odds with each other. Within tliéseplines are topics, varying from the
drag balls of 1980s’ Harlem (as referenced in Lggiton 1990), to provincial cabaret and
pantomime, religious and folk magic rituals, protemvements, legal power and media
studies. While each sphere aims to impact on th#ieace in the interests of their
advancement, this thesis examines them within thaiural context in order to prevent

misinterpretations of the data. This enables a stioliunderstanding of the drag



phenomenon by elucidating any similarities, pomitsnterest, concurrent developmental

phases or sub currents found in the spheres tllarpim their effect as political theatre.

The primary theoretical framework through whichglgerformance can be understood is
Queer Theory. This genre examines the concept ofnmmary gender, sex and sexuality,
and, while it is hugely varied, its key texts imduworks such as Judith Butle@Gender
Trouble: Feminism and the Subversion of Iden®§06, originally published in 1990) and
Bodies that Matter: On the Discursive Limits of %8e(1993), and Kate Bornstein’s
Gender Outlaw: On Men, Women and the Rest dfl984)! This thesis will argue that the
concepts discussed within this field (such as Igiolal sex, religion and social hierarchies)

are integral to drag’s influence on mainstreamuealt

This builds upon a study concerning the alliedfasst, camp, undertaken by John Latham
Fisher (2001), whose focus is to highlight the sabjas an academic discipline and
demonstrate its effects on the audience. He cdatvdsat he calls the “old” school of camp
theorisation, exemplified by Susan Sontag (whomshggests perceived camp as an
aesthetic that subsumed politics) to a modern guineésation of camp as a political tool
enabling resignification of the human body (200)). 118e develops this perspective to
suggest that camp’s use of meta-narrative interpdalybe used to question and, thus, force
a redevelopment of socio-political institutionsgrisfore demonstrating the form’s potential

as theatre capable of causing social change rdithesimply providing entertainment.

! The term, ‘non-binary’ in this context relatesgiender representation, biological sex, and sexutlit are
not limited to stable absolutes, for example thecept that a male can display stereotypically femal
characteristics.
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Whilst Latham Fisher's work offers some unique peddives, owing to its refreshing
emotional honesty and endeavour to see the metiaphavood for the trees, it is
encumbered by his personal preferences. He qudiklyisses the common assertion that
the on-screen personas of actresses such as Gadia €&xemplified camp through their
incongruent and ironic qualities, simply becausgrtmedium contradicts his assertion that
live performance is the sensibility’s purest fooreover, as his large, autobiographical
preface demonstrates, his love for the genre wasiuiated in conjunction with his
personal politics, thus strengthening his perceptibthe efficacy of the style regardless of
its content at the time, essentially believing tihas impossible for camp to be ‘bad’ or
ineffective? This thesis will, however, demonstrate how hisibé#seorisation of camp’s
political power can be expanded and refined to cdvag performance — primarily, though

not exclusively, in the context of a male dressmgulturally feminine attire.

The very terms used to describe the sex and gemaeconformist community connote the
society in which they were coined, and it is thesessary to consider how they politicise
this work® The most obvious example of this is the term ‘que@riginally an adjective
denoting strange or ‘odd’ behaviour in comparisoithe cultural norm, it is now primarily
used as a differentiator from the heterosexual ndwsndiscussed in the second chapter of
this thesis, Judith Butler interprets it as a “shmgrappellation” (1993 154). In contrast to
Butler's definition, this thesis conceptualises raivay appellations as highlighting

supposedly inappropriate activity to appeal to itheividual’'s conscience to encourage

2 He states that “...the political playwrights of Biit made such a great impact on me because theigedo
my first understanding of the political. They didstby making politics fun and theatrical’ (200) 1@ is this
overt, self-referential, theatrical interactionttoamp affords the audience that informs his pdimemf what
he calls the “camp-political” (2001 14).

® For a discussion of identity politics, see Lanedfs§ “What’s Wrong with ‘Identity Politics?"”, pp46-48 in
Morton (1996).
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them to discontinue the behaviour in the face ofa@ensuré.When directed at a person,
the appellation is converted from an adjective tonaun indicating the onlookers’
perception of the ‘strangeness’, thus initialislhgth parties’ social role, an extension of
their moral standing, for discourse. Their selthaefiects only this connotation, which is
negative in the case of shaming. Should the ‘shametson accept this definition by
suggesting its validity though their reaction (mththan reflecting inappropriate
provocation), they thus agree to accept the agpeiland countenance shame. However,
during the 1960s, the sexual non-conformist comtyur@iclaimed shaming appellants as
overarching community identifiers to signify owneis of their ‘queer’ activities. They
used the word’s exposure to neutralise its powetisnegard for what they considered an
outmoded stigma. Nevertheless, the term is not asalreferent in this thesis as its social
history can render it offensive to sections of aachcommunity by forcing all to accept the

otherness it connotes.

As non-heterosexuals still face discriminationreinains important that the community’s
key referent is concise and yet representativdlaifats members. As a result, it should
indicate their gender and sexuality as well asrtherspectives and political objectives in
terms of emancipation. It is important to realibes tstudy will act as a form of political
advocacy on their behalf as the evidence suggbstg affer a valuable socio-cultural
contribution. Some consider themselves to havalleidentity, while others do not wish
to be defined by their gender or sexuality, and tfequire a term that encourages dialogue

as well as legal protection extending beyond th&igrahal, polarised homosexual /

* Note on style: the pronouns “their”, “they” ancdhém” are used to indicate the third-person singafar
indefinite gender throughout this thes®xford English Dictionary — OED — Onlineccessed 1DJuly
2006). This form is also chosen in consideratiothefrespondent group, including individuals sustKate
Bornstein, who may not consider themselves reptatea of binary gender, rendering terms such amn™h
and “her” inappropriate for overarching usage (#Bbrnstein”, npg., accessed2Rily 2008).
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heterosexual paradigm. However, the use of referérdt elucidate and, thus, promote
political objectives must be evaluated alongside tbbjective depiction of the
circumstances and personal politics of the indialdas their identity often elucidates the

aims of their performances.

This is particularly the case when an individualédf-perception develops alongside their
new and anticipated experiences, which can leadsiees of new definition and thought
rather than accepted terminology and descriptieeidoon their previous experiences. For
example, Kate Bornstein is a post-operative maletioale transsexual who currently
identifies as a lesbian, owing to her sexual retedhip with a (birth) female, although she
has also had relationships with biological and 9g@mder men. However, she chooses to
recognise the possibility of her own future idgntitetamorphoses and incorporates it into
her self-description. This is to encourage her adavelopment, and she sometimes
identifies herself as ‘transgender’ to represerd tluidity, or refutes labels in favour of
descriptions of her own social roles: what she dagéiser than who she does it to (1994).
This occurs when the constantly altering identibesome indefinable in the short-term
when the terms have not been ratified to any resslenextent. The focus on external
stimuli can play a direct role in the further demhent of sexuality and identity. In her
“Preface” to PoMoSexuals: Challenging Assumptions about Genaet &exuality(in
Queen and Schimel 1997), Bornstein ponders thepaksransformations she would need
to make in order to feel comfortable, alluring, asatially acceptable whilst wearing a

particularly dazzling scarf. Empirical data canfattually record the desire to alter the

® While this terminology is necessarily evasiveb@omes necessary to consider the person in ligtiteo
physical application of their desires as a methadentification.

® Inter-sex is an example of this. Equating notemusility but to gender, it came into usage whenigh@s
‘transsexuality’ (relating to sex realignment) amdhnsgender’ (relating to social role) were seenbe
inadequate to accurately describe those who did coofform to either definition, but instead whose
behaviours and thoughts formed an amalgamatiomoskt considered reflective of both male and female.
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persona in the future, and thus cannot truly dedineppropriate terminology - other than
the trend-based ‘trans’. Thus, retaining an ovéiaggreferent for the sex and gender non-

conformist community is appropriate as it refleibs respondents’ overall circumstances.

Of course, this fluidity questions definitions adrgler, sexuality and, thus, the validity of
the variables within the community sample grougha$ study. One may suggest lesbian
identity should be attributed only to birth femaleso have had, or who currently enjoy,
sexual relations with another birth female. Thiprapch is, however, misleading as it fails
to account for personal circumstances, as in tise cd one of this thesis’ respondents
whose youth spent in a small and conservative towtailed her opportunities to develop
lesbian relationships. Such circumstances forcmitiehs beyond physical experience and
towards comprehending the extent to which identgn be based on community
interactions, such as shared cultural understand&ste and appearance. For example, in
the film Go Fish! (Troche 1994) the question is raised as to whetbhereone engaged in
primarily homosexual relationships should revieeitlentire self-perception if they choose

to have sexual relations with someone of the oppcsix.

Though it shouldn’t be taken in isolation, sociargeption must be considered when an
individual's self-conception is at odds with thenmmonly accepted representation. Judith
Butler (2006) and Kate Bornstein (1994) have basitussed how cultural activation of
sexuality is based on signifiers including physiaefions and appearance. An individual’s
identity may not be recognised and activated vizest ‘appropriate’ behaviour if it is
simply not recognised. This can have serious raatifins for establishing the variables in
a sample group and for critiquing performances eochmunity interaction. This study

includes a male respondent whose physique makeadtically impossible to ‘pass’ (or be
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recognised and accepted as) female, so he manhéestperception of his femininity

through drag performance. Empirically, he would ibeerpreted as a homosexual drag
gueen, rather than as a heterosexual female, whibkn analysing his performances’
social aims, can be wildly misleading, as will lEntbnstrated in the third chapter of this

thesis.

These examples illustrate the complexity of bothdgihg and recording gender and
sexuality. To create new terms or use obscure itiefis for each individual would cause
additional confusion as well as focusing on an gessary and possibly inaccurate
medicalisation, rather than their work as a perfarnit also denies respondents agency in
perception of their sexuality by passing the rdifion to the external, yet similarly
subjective researcher, who has already disruptedsipnification process through their
mere intervention into the environment. Therefovehile attention is paid to the
respondents’ present self-definition when it isevaht to their relationship with their
audience, it does not necessarily encroach onsthiy. This is an issue as much about
ethics as it is about objectivity. The researchay rhe an outsider, and if they query a
respondent’s self-perception they may cause dsstied potentially invalidate the sample
by instigating a re-evaluation that may alter teef@rmances, and thus the study itself. As
a result of these issues, the referent LGBTQ (thauality specific ‘lesbian’, ‘gay’, and
‘bisexual’, and — the open to interpretation angresentation — ‘trans’ and ‘queer’) will be
used to denote all respondents in order to destrniie sexualities in an overarching way
that reflects their personal choices, unless otisenstated. This acronym is commonplace
yet clunky: it does not readily roll off the tongue is, however, simpler than titles that
attempt to include the variety within the community more detail via the addition of

further initials that could considerably elongdte thesis itself.



The first of the five chapters of this thesis wpliovide the studies’ basic theoretical
framework; as previously stated, drag performaram@not adequately be studied without
reference to the genesis of its holistic critiggpr@ciation within Queer Theory. This is the
theorisation of the lives of LGBTQ people whoseitpml presence developed from the
advocacy movements of the 1960s and can thus atgoat from both the academic and
social spheré.An understanding of this background is essentidbécoming conversant

with the subjects within the field.

One of these primary subjects is the theorisatibidentity construction which forms the
basis for understanding the political implicatiavfsthe concept of the performative self
within society. This, famously, is the subject withich Judith Butler has been associated.
In Bodies that Matter: On the Discursive Limits of X5e(1993), Butler argues that
identities are political as a result of the sigrafions of their social interaction. She further
states the self can be consciously representetiedimanly by the physical attributes of the
individual, which form the semiological working aftHer theory places the personal as
political at the heart of cross-dressed performameel presents the possibility of the
changeability of personal representation. This rast$ with other critical thought in the
field, for example that of Kate Bornstein.@ender Outlaw: On Men, Women and the Rest
of Us (1994), Bornstein illustrates in practical termsahthe individual can mould or
perform their own identity to control their livesjggesting a greater level of control within

the signification chaifl. The mere use of clothing can illustrate one’s isecsexual

" Advocacy movements of the 1960s included the biesker movement (Jay and Young 1992).

8 For an argument against this concept, see Ekit&arg (1996).

° A particularly explicit demonstration of Bornstsinmethod of application can also be seen in hefage to
PoMoSexuals: Challenging Assumptions About GenaderSexualitfQueen and Schimel 1997).
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preferences when connotation systems are devetopsgbble members of the community
to identify each other readily, such as by the osbandkerchief codes (Bornstein 1994

37).

The efficacy of this signification system, and thiie theorem that identity can be
consciously constructed, can however be challenfgg signifier’'s connotations are not
perceived by the onlooker in the way intended (€arl1998). Misinterpretation is an
important consideration when researching the perdoice of self, particularly when the
self is being performed with a political aim in minlf any party disputes the
conceptualisation of the identity presented, thetgrfere with, and can thus alter, the

reception of the performance’s intended persondlsacio-political purpose (Baker 1994).

Jennie Livingston’s filmParis is Burning(1990) exemplifies this scenario. Documenting
the lives and performances of homosexual birth smalao don costumes to “walk” (or
participate) in drag balls in New York, it is prdiba the key text illustrating the variety
within cross-dressed performance, and thus formBamework against which later
performance groups can be compafetihe ball participants enter to win trophies anel th
communities’ acclaim for their ‘Houses’, or adogtidrag family. Alongside ‘traditional’
drag artists performing as women, categories irctpdeppy’, ‘student’, ‘executive’, ‘fem

realness’ and ‘bange&’.As these titles indicate, the balls emphasise pilmicipants’

19 Esther Newton’$viother Camp: Female Impersonators in Amerisan essential reference point (Newton
1979) for the analysis of the sheer variety of srdessed performers. In addition to her own amglys
Newton's book contains a variety of respondent aotowhich convey realistic impressions of theagians
and people described. These comparisons are adartinterest for further examination in termstioéir
differing political implications, as is indicated the definitions of ‘drag queens’ and ‘female imgmmators’
that she provides.

" “Drag” is the terminology used here, as it reflettie communities’ self-naming at the balls. Howgeve
several of my respondents (including Kerryn Davegye posited that these performances would morkg apt
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replication of socio-economic status — rather than,jn addition to, gender. The key
concept is not necessarily ‘drag’ in the crosssiressense of the term, but to take on the
guise of another: post-gay drag, a form that alldtws genre flexibility. In addition,
participants must convey the attitude associateth whe persona, alongside the
development of any requisite skills. The achievenodrconvincing replication is defined
as ‘realness’, which Livingston’s participant (Caoni Corey) further defines as blending in
with heterosexual society by escaping the theorisedginalisation caused by LGBTQ

signifiers.

The film has been the subject of much critical disse. Some feminist critics have
interpreted the drag and transgender walkers’ ast@s misogyny, as demonstrated by
Marilyn Frye’s statement: “gay man’s effeminacy atwhning of feminine apparel displays
no love of, or identification with woman or the wanly... It is a casual and cynical
mockery of women” (quoted in Phelan 1993 162). Aslates her perspective not only in
relation toParis is Burning but to homosexual men in general.Tine Politics of Reality
(1983) Frye posits that society is phallocentrid #imat male relationships are profoundly
homoerotic, being based on admiration of those wlatibutes they consider worthwhile.
This suggests that misogynistic perspectives age, éncreased when men are homosexual
(and thus utterly unattracted to females). In thisw, therefore, any utilisation of
symbolism connoting the female must be intended ré&asons other than gaining or

showing respect, as the men would perceive notiivglue in their replication.

be called female impersonation. For a further dismn of this theory, see the third and fifth cleapbf this
thesis.

10



Furthermore, this perspective suggests why thésfirespondents may have attracted such
vitriolic accusations of misogyny: filming them cdre considered a political act. The
documentary focuses on the respondents’ minoriggusés. Their poverty and other
hardships engage the viewer's empathy, implyinga(@ssult) that social intervention to
alleviate their concerns is in the public interést.Clarke notes, this is the case with much

social documentary:

Given that many of the topics investigated by dooésearchers [as social
documentarians inevitably are] defined by policykara as social problems, for
which solutions need to be found, it seems readertabassume that research
evidence will have a positive and direct effect gwlicy. (Clarke in Gilbert
2005 29)

In light of Clarke’s statement, that the film isctesed on this group (by an academic and
potentially influential person, no less) impliesttit is the respondents’ situation, and by
default they, who are worthy of assistance. To @stnthe lavishing of such focus on a
group that one considers to be not only oppressimagher group (particularly when one is
part of the latter), but rewarded with comparatigee for actively “[mocking]” them,

despite experiencing discrimination themselves trappear galling indeed.

However, this contrasts against the (perhaps mademgtandable) perspective that the
performers’ attempts to utilise their conceptuditsaof gender in the drag balls are in the
interests of self-improvement (Butler 1993). Whihe appropriation of a female identity
can be construed as misogynistic if positing th&raale’s sole ‘talent’ is to utilise her
appearance to achieve success, this does not dévattdrag performers are themselves
misogynistic (although it also does not mean thaytare not). It may be the case that this

stereotype is the only conception in which the greners can be (real)ised as women. It is
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what Marvin Carlson has called a Goffmanesque “rgament” of identity, where “[those]
attempting to divert attention from their stigmaayn‘present the signs of their stigmatised
failing as the signs of another attribute, one iBaess significantly a stigma” (Carlson
1998 154)? Homosexual males living in a homophobic societyhwittle education or
social resources, such as the responder®sues is Burning(1990), may not easily be able
to earn their own money, but if they can appedre@ttractive women, they may be able to
marry it. For these respondents, gender is not, @slyButler suggests, “a site of phantastic
promise as a mythical development process of someatm@anging” (1993 130), but also
direct action born of the desire to change theicurnstances by any physical means
available. It is particularly reminiscent of Garlsef(1997, first published in 1992)
perception of gender as the primary division ofiglomles. Either way, the vast difference
between these perspectives demonstrates the impertaf the audience’s role in the
ratification of the performance. They enaBlaris is Burning(1990) to be used as a basis
of comparison for modern performances that contteercommunities’ personal and social
development, particularly in an era when many vinag performance as having been

depoliticised (Garber 1997).

The first chapter of this thesis will eschew thdéate concerning whether gender results
from essentialist or social influences to insteaéneine how a modern English drag
group’s cabaret utilises images that question tbein continuously developing gender
identities. The images are recognisable to thedliemces and allow those assembled to

interrogate the types of sexuality and relationstoffered through the transcendence of

12 For example, respondent performer Anna Glyptaersitse known as Marcus Rayne, a birth male, has
commented that she uses drag (as opposed to fém@adgsonation) as a means to express her femininity
(Rayne 2006c). She decided against gender realignom the basis of her large physique, which she
considers would make ‘passing’ as a female allitopiossible. Female pronouns are used here as #hese
the terms the respondent prefers.
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gender and sexuality norms. ComparisotPéois is Burning(1990) will, however, reveal

that the very functionality of the genders exploreduires ratification from the audience in
order for the performers’ development to continlmethe interests of balance, an analysis
of the Duckie Collective will demonstrate how symrformances can be ‘misinterpreted’,

but still contribute to gender discourse throughirtheflection of other linked concepts.

Queer Theory attempts to understand the sociakgbm which the LGBTQ community
has become politicised as a result of their idgnfueer by Choice: Lesbians, Gay Men,
and the Politics of IdentitfWWhisman 1996) concerns the minoritisation of heexuality,
while Out of the Closets: Voices of Gay Liberati@day and Young 1992, originally
published in 1972) concerns themes ranging fronrefection of the heterosexual sex-role
structure through to ‘curative’ medical intervemtidmplicit in these essays is the attempt

of the individual to find their place within socyet

...we could speak of ‘gay science’, that obligatoristentialism forced on
people who must invent themselve®nce one discovers one is gay one must
choose everything, from how to walk, dress and talkvhere to live, with
whom and one what terms. (Edmund White quoted gglds 1993 223)

Such accounts illustrate how the social aspectsGBTQ identity place obstacles in the
path of pursuing a ‘normal’, heterosexual role die@, primarily by questioning the
probability of procreation and, thus, the validdl/biological imperatives, particularly in
post-Christian societi€s. This can instigate social persecution that hidtiig the

individual's lack of conformity (Butler 1993) andar force them to reconsider their

compliance with social expectations and, thusptrerarching question of social purpose.

13 SeeMiddle SeXThomas 2005) for justifications of this categatitsa
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The second chapter of this thesis will do no Iésstrefine Queer Theory to define and
explore the social role drag performers have, sionestinadvertently, chosen. It will begin
by demonstrating how departure from heteronormatipatriarchal society prompts
LGBTQ performers to look beyond Higgins’ rather decexistentialism to find alternative
role models and behaviours in order to locate andribute to a community. IDrag: A
History of Female Impersonation in the PerformingsA1994), Roger Baker offers a
detailed history and cross-cultural analysis of serdressers whose behaviour has

transcended the gender binary. The philosophigaligations of this are significant:

The drag queen has two faces: the sacred and ¢héaseHer secular mask is
comic and allows her to take on the role of thercgester, with privilege to
challenge the laws of society and to crash thrahghboundaries that separate
male from female. It is a role that has existeds€ithe centuries, from ancient
folkloric festivals that marked the changing seastm the pantomimes and
cabarets of the twentieth century. When Lily Savagdame Edna Everage
stalk onto the stage and fascinate their terrorastience they are recreating
for us one of the oldest of our totems, becomingplems of the unseen but
ever present tension between order and chaos. (RaRd 23)

Presumably this quotation alludes to the “order’tld gender binary system and the
“chaos” of the potential fluidity of gender, whisluggests that Baker sees these figures as
priestesses of this tension, and therefore camdibis control. Referencing the theorisation
of gender transcender as great fool purported lig Barnstein (1994), the chapter will use
anthropological evidence to demonstrate the cormpasi of this modern role to that of the
shaman, as one who acted to develop their commumtysender Outlaw: On Men,
Women and the Rest of (#994), Bornstein contends that her experiend&iofy outside

gender norms demonstrates that those whose idaitin appears to refute the obligation
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of biological imperatives, have the specific soctdé of demonstrating that sex and gender

are in fact mutable.

Furthermore, Bornstein suggests that this places tim a unique position to critique other
previously accepted social systems and relay fimgiings to their communities. She likens
the process to shamanic scenarios in which indalgulead their community to
philosophical insight? Interestingly, despite the discrepancy betweemsein’s cultural
background and that commonly associated with shamarthere is evidence to support
her assertion. Laurence Senelick’s piece, “The Shai@haman” (2000), describes how
sexual non-conformists, and in particular crosssies, have led the spiritual lives of their
communities® Further research also lends credence to Bornsteimypothesis.
Anthropologists Gmelin, Egeida, and Levi Strausdal{rty 1988) illustrate that
shamanism is a term so contested, it is most aetyralentified by the role of the
community leader. The leader’s function is to coem@nd and advise on all social (and
thus gender) perspectives, rather than to advomgtarticular belief system. Bornstein
(1994) suggests that an essentialist inclinatioinaiesgender identification is a prerequisite
for such a role. However, with reference to Mil{@996), Brody (1971) Chambers (1933),
and Davies (1975), the chapter will demonstraté whiale there are many reports of cross-
dressers taking a lead in community life, the praigte appears to be the willingness to
cross the supposed sexual divide. This enables tbemanscend their normative role for
religious or political purposes, but is not in lfsevidence that they considered themselves

to be transgender.

11t is not clear whether Bornstein specifically mgahe tribal shaman, who would seek to gain this
information via communication with the spirit worldithough she does state that the role was peefibimy
her ancestors (Bornstein 1994).

1% Senelick also details how cross-dressing formssaential part of rites-of-passage, the implicakieimg
that in these communities growth must be achieliesigh an understanding of the functions of alldgen
attributes as symbols of the social whole (2000).
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It follows that the shamanic cross-dresser’s kndgdeis passed back into the community
in order to be utilised, as Bornstein’s thesis s&sig It is has, however, been argued by
critics such as Marjorie Garber (1997) that thelifem@tion of drag performance has
neutered its politically transformative potentititansvestite comic Chloe Poems, removed
from the stage for her own safety during recentdd’rcelebrations, illustrates the
contestability of Garber’s assertion. The thirdptlea will focus on the messages that these
LGTBQ shaman convey to their community via perfanoce For while Poems illustrates
that drag can gain the audience’s trust before dstrating acts with overtly political
content at a large event, the politics of identdy also offer potential for activism in small
communities. As Gilbert's ethnological good-praetiguidelines suggest (2005), the
variables for study are diverse venues. Their lonatensure their distinct clientele ranges
from predominantly heterosexual, through mixed séityy to predominantly LGBTQ
audiences. This enables each performance to berewilto the relevant audiences’
relationship with hegemonic patriarchy, their iet&s and their aspirations. At times their
approach appears rather didactic, as some of tHerpmances use drag as a method of
detailing relationship models that may be appraeria the audience. Focusing on Maurice
Charney’s (1980) theorisation of comedy as fornrhstoric, this thesis will show how
performers use the device to facilitate the conmegaof their message by demonstrating
the interpersonal benefits of the relationship nhéal¢he crowd. As per Charney’s comedy
theories, this enables the audience to learn fimd, participate in, the emotion of the
sequences, whilst remaining in control of their gibglity, thus enabling the longer term

contemplation of the performances’ message.
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Progressing from these small, venue-based perfaresanthe fourth chapter sees the
performers expand their shamanic role and investsgthe modification of the cabaret’s
subtext for the wider local community’s consumptionthese instances, the cross-dressed
performer represents the LGBTQ community’s needafdgurehead that can promote their
core values, whilst also demonstrating these thedrgualities in a manner accessible to
the mainstream. At its most interactive level, thiachieved through the use of the carnival
as political theatre. Carnival was, after all, fflenned response following The Stonewall
Riot that is commonly held to be the genesis of Acam and English LGBTQ activism
(Medhurst and Munt 1997, Jay and Young 1992, O'Myit996, and Itzin 19865.It will
then reference Ned Rorem (1987) firstly to illustraow the visual aspects of the carnival,
and in particular the image of the drag queen, affiect psychological, and as a
consequence, physical change within the locale.s Tbilows from functions and
philosophy inherent in medieval carnivals, as dictlised in the novels of Francois
Rabelais, and in critiques of his work such as MikBakhtin's Rabelais and His World

(Iswolsky 1984)

Of particular interest are the theorisation of tretesque material bodily principle of

degradation and renewal, and “crownings” and “unecriags” of the abject hero, as created

'8 |n his article, “30 Years of Gay Pride” (npg., 2)0Peter Tatchell, an organiser of the first m&aglish

LGBTQ rights protest, states that the event wagjded to be a “carnival-style parade”. The impimas of

this wording are difficult to qualify as it was Wwen some thirty years after the event and, theeei@ises
guestions over whether it represents the percepmfothe event at the time, or whether it is congde
appropriate with hindsight. The specific use of team “carnival” is also problematic, as it is raiated
whether it refers to Rabelaisian perception of@laenival, or is generalised to suggest a streay.péhnere is
also no method of discerning whether this is theguion of the whole group or Tatchell himself.vitwer,

his articles do include descriptions of the varietgymbolic mechanisms used during the displaggesting
that it is possible that the Rabelaisian carnivalyrhave been chosen as the performance style egatsli
participants to subvert cultural norms to makertpelitical point (npg., 2000).

" Which areGargantua Pantagruel, Le Tiers Livre des faicts et dicts figues du bon Pantagrydle Quart

Livre de PantagrueaindCinquisme LivgUrquhart 1653). That Rabelais was the authoheffifth book has
been disputed.
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through the concept of loophole wording (Iswolsi884 11)* These combine to create a
liminal state in which everyday social interacti@me suspended (Ibid). Bakhtin posits that
these attributes ensured the proceedings had allgoe@velling aspect which reminded

participants of their most common denominatorsidhland death, which themselves were
inherently linked to the birth of new ideas and gleao replace the old. In this sense, the
carnival is seen as a mechanism enabling sociaphitdsophical re-evaluation and, thus,
the reinvention of the self on a massive scalehWference to Mary Russo’s (1997)
theorisation of the female body (and its mytholagen), this thesis will demonstrate how
carnivalesque theories can be applied to the bddyhe drag queen to encourage the
rebirth, or entrance, of the carnival viewer intee tcontinuously developing LGBTQ

community. Following this, and echoing the transfatory geography of the Rabelaisian
carnival, the format of the modern event will bewh to offer liminality enabling gender

development, which will be demonstrated with refieesto Bornstein’s statement:

More sophisticated virtual realities allow for mamgportunities to play [...] as
well as more sophisticated methods of playing, &y virtual reality is a
playing field on which we can rehearse for the fe1(1994 139)

In inhabiting the world of the carnival, the paigignts and performers are all thus ‘playing’
other existences, which, as the chapter will dermates the route of the performance

enables to become a reality (Montgomery 1993).

Carnival does not only encourage the further dgrakent of the LGBTQ community; it
also aims to provide for their social needs. Effertsocio-political change is a central

concern of the carnival, which has otherwise be¢grpreted as “a kind of safety valve for

18 See Chapter Four for a discussion of these terms.
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passions the common people might otherwise dicecgvolution” (Pomorska in Iswolsky
1984 xviii)!® As a result, LGBTQ activists have also utilisednwentional theatre,
agitational propaganda and symbolism to illustth&sr concerns regarding health care and
legal matters, alongside their suggestions for ghamhe LGBTQ carnival’s political aims
are not solely focused on critiquing heterosexudhamloxy, but instead also consider
accepted regimes within the community. This thegi$é marry Bakhtin’s theories of
carnivalesque violence with those of Mike Presd#Q), who argues that modern civil
disorder mirrors the concept, to argue that cafndefies all authority to enable the

community to achieve continual reinvention throaflastisement of established systems.

The final chapter will examine the culmination bese theories to identify the aims and
objectives of televised drag performance, the nmvasiespread interaction between the
audience and the cross-dressed performer. Haviegrted the political, if sometimes

reactionary nature, of the carnival, it will demtyate that televisual drag performance
challenges censure through the advancement ofleagd&that questions otherness itself.
Drag performance entered the mainstream via decssmonied Armed Forces veterans’
entertainment troupes. Artists such as Danny LadRassed as women primarily because
of the absence of females on the all-male sereioest® Their performances were intended
to titillate as well as entertain, and as a rethdytillusion had to be convincing. Their ability

to mimic and project this apparent femaleness dsimates the malleability of gender

roles, albeit while reasserting overarching pathat and class-based traditions.

9 As was stated by the Commissar of EnlightenmeRussia at the time of Bakhtin. For other examples
this perspective, see Parker, R., “The Carnivadinatf the World”, pp. 361-377, and Lancaster, ‘®&to’s
Performance”, pp. 559-574, in Lancaster and di bedm (1997).

*This also enabled experimentation with the pararseif the performers’ own sexualities.
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However, rather than merely arguing that the maitcess of made-for-television drag is
the popularisation of cross-dressed performancewilt, moreover, demonstrate its
facilitation of a dramatic social education. La Rugpularised the cross-dressed frivolity he
termed as being the “comic in a frock” (webpageg.hpwhich led the way for the
effeminate, yet male, stage personas utilised bgreners such as Larry Grayson.
Grayson’s non-masculine, high-camp manner was e@d/ whilst wearing a normative,
traditionally male costume. This questions whether presentation was of a fictionalised
character, while the combination of masculine cmstuwith effeminacy connotes an
LGBTQ persona. It increased the identities’ acdaiptg within the mainstream by
demonstrating its benefits as entertainment thaildccadhere to the mainstream’s
presentational protocols (Dangoor 1993, origingllyblished in 1972). The definition of
camp is elusive, yet is essential to understandirgyson’s popularity. It is loosely
accepted to mean “homosexual humour and taste” {die®979 3). It is also seen as a tool

used by gay men as a

...survival mechanism in a hostile environment [aahp answers heterosexual
disapproval through a strategy of defensive offersss (camp thrives on
paradoxes), incarnating the homophobe’s worst feansfirming that not only
do queers dare to exist but they actively flaurtt lrxuriate in their queerness.
(Medhurst and Munt 1997 276)

Medhurst posits that camp is inherently political:

Camp, above all, is the domain of queens. It i®@figuration of taste codes
and a declaration of effeminate intent [...] It ressein exaggeration,
theatricality, parody and bitching. It both vigoshyiundermines and rigorously
reinscribes traditional gender roles. (Ibid)
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This definition suggests that a prime function amp is to undermine and revise all
categorisatiodt Most critics agree that camp can be wickedly fuasyits juxtaposition of

incongruities renders its subjects humorous:

The fourth characteristic of camp is its humour [.The comic element is
inherent in the formal properties of irony [...] Butorder for an incongruous
contrast to be ironic it must, in addition to betagmic, affect one as ‘painful’ —
though not so painful as to neutralise the humtbus. sufficient that sympathy
is aroused for the person, thing or idea that comss the target of an
incongruous contrast. (Babuscio 1977 47)

The attempt to understand incongruity through theagant medium of humour may
contribute to camp’s continuing popularity, andshthat of drag as a primary vehicle of its
performance. In times of social upheaval, humoilowa people to comprehend change

within an emotionally safe environment that enalthesrelease of tension.

Furthermore, Garbergested Interests: Cross Dressing and Cultural Aiyx{iE997) argues

that a major effect of drag performance has beerdigsemination of the knowledge, signs
and signification of the mutability of gender idépntto a mainstream audience. This,
combined with cultural shifts such as the civilhig movement, has changed modern
society, as is evident from the increased mallegloff the gender/sexuality role system.
The chapter will demonstrate that this metamorghbsis enabled drag to move beyond
gender critique towards other social issues. Sadads is a predominant theme of Paul
O’'Grady’s drag creation, Lily Savage. Savage’sestdpitalises on camp humour’s use of
double entendres, while O'Grady presents Savagelhad Baker (1994) calls a ‘male

actress’ in order to gain the audience’s empathytlie character. This enables him to

# Which is at odds with Newton’s suggestion that ¢aenp performer’s objective is to actively mock the
physical, albeit while also investing in its proimot(Newton 1979).
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illustrate the difficulties caused by poverty whiseiggesting the individual’'s personal
responsibility to seek to improve their situati@ther than using these circumstances to
validate antisocial behaviour. Yet while La Rue d@@Grady underline issues of social

concern, their performances do not offer solutions.

One programme that does so is the sketch shdatle Britain (2003). The programme is
presented in a documentary style — a medium thaem its audience to question whether
the people and social issues illustrated are ihgdeaof a society in decline, or are a
paranoid illusion created by mass media that dgtadiscures the norm (McQuail 1997).
The audience’s task is complicated as the chasaces comic and engaging. This
ambivalent presentation confuses the moral judgénienaudiences are invited to pass,
depending on whether or not they approve of theadters’ actions. In addition, the actors
portray characters such as Vicky Pollard in dragoider to illustrate her potential to
physically evolve alongside the landscape in aetgcwith constantly adjusting social
boundaries and expected behaviours. The charaote@so intentionally grotesque, which
follows Bakhtin’s (Iswolsky 1984) conception of tmeaterial bodily principle in stating
that physical formation is inherently dependantimteraction, thus asking the viewer to
guestion the behaviour of the ‘moral’ characterswadl as the ‘immoral’ ones. The
characters represent Judith Halberstam’s (200®ridaion of horror as the creation of
new bodies and, thus, civilisations. They allow afistic voyeurism and condemnation, as
well as the vicarious experience of ‘anti-socidéation. The social importance of this is
suggested by Stephen King's (1991) theory thatsotial vicarious experience allows the
viewer to understand and experience the desirggderament with ambiguous or mutating
social boundaries in order to ascertain whether tivges can be subdued or incorporated

into the society, should they be encountered ihlifea
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Over and above the popularity of individual chagestthe focus dfittle Britain (2003) is
the representation of an array of different sotyipés, from the teenage delinquent through
to respectable citizens. The chapter will argue #tathe heart of the programme is a
deconstruction of the concept of social othernessdfi By questioning the application of
traditional behaviours in a changing environméittle Britain first promises to stigmatise
otherness before showing each character as beingr‘@o another as a result of the social
changes that ensure identities cannot remain stabtéhermore, the characters will be seen
to exemplify Halberstam’s (2000) vampiric paradigim, which their development is
governed by the public consumption of their asdedianedia. This ensures that the
audience that watches and, thus, consumes (LBti#din replicates characters from the
programme, and is thus reabsorbed into its framlevasr a quasi-documentary of ‘the
norm’. The programme’s initial conclusion is, thakat social mobility can be seen as
advantageous rather than as the cause of its diéstruand indeed that the true horror of
the programme is only the perception of the sawtaim, which is based on idealised and
unrealistic views of natural human behaviour. Thetimual redevelopment of these social
expectations, coupled with the concern over whethdividuals will adapt or fail to
survive (and ultimately disrupt) the societies’ dtinnality, are the primary concerns of the
programme and indeed of Queer Theory itself. Asnthator’'s upbeat and often truthful
asides demonstraté&jttle Britain (2003) suggests that not only can cultural chaoge
positive, but that it should also be celebrated sguvenation of English eccentricity that is

aware of its power and its own legitimisation.

There are, however, a number of practical, mettagichl, ethical and theoretical

difficulties to consider when studying drag perfarme. Perhaps the most pressing
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obstacle is gaining appropriate data during resedfprimary observations are to be those
of the researcher, as is necessary in a Doctoegighone inevitably has to restrict the
sample size, while at the same time realising tiatstudy of a diffuse social topic also
leads to difficulties in the imposition of scientilvariables. The sample was, thus, initially
restricted by focusing the time variable on perfantes that occurred during the autumn of
2006. Thus, the performances reflected the samastn@aam cultural climate, as well as
ensuring they could be seen by the researcheruiioef restrict this sample, one primary
performance from a variety of pre-identified vertypes was analysed. This approach is
beneficial as it enables representation of the tapecof the performances within the
community, from Las Vegas-style cabaret, througtiopeances specifically interrogating
gender, and to those whose primary aim is to attevwcommunity to celebrate themselves,
using drag as a rallying point or form of ratificat?* It demands a lack of sectarianism
and promotes the scientific study of the phenomeoonits own terms. Moreover, it
enables the study to take note of other criticadpectives without becoming slave to them,
or indeed the image and ideals of LGBTQ identiigttthey suggest. It is also particularly
important when comparisons to secondary data acessary, as this prevents the study
from attempting to remain within one cannon or pemnlance style that may have been
formulated in a vastly different cultural landscapih different objectives that may not

represent the modern LGBTQ community.

After establishing the sample groups, attention tnies paid to the challenges of data

collection. This incorporates records of interviewigh the performer respondents and the

2 An alternative approach was utilised by Verta daydnd Layla Rupp for their study of the 801 Girls’
cabaret (2005). While their long-term ethnograpfigre more detail on the community, it is selectivehe
extent that themes cannot then be generalisedetaetst of the community. Long-term involvement also
increases the possibility of ethical dilemmas, agp@iRand Taylor's study, in which they offered one
participant a financial incentive and jeopardiséeirt relationship with the rest of the community,
demonstrates.
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details of the performances themselves. While pégthidiscussions can take place in a
qguiet environment away from the performance, orifidations gained after the event if
this is not possible, the adequate representafidheoproductions poses other challenges.
This issue cuts to the heart of the notion of aibjég, and surprisingly has implications for
all of the performances’ media. The performanceslistl here are roughly equally
distributed between video recordings made by eateagencies and those viewed live and
recorded in note form during participant observatidhis study will demonstrate that
neither the live nor the recorded performancesabte to capture a true representation of
the community, but that this realisation actualhgenders a multifaceted approach that

prompts more holistic impressions.

Drag performance is heavily based on interactiawéen the audience and the performer,
from the nuancing of particular lines, such as e Birdcage’s rendition of “A Lil' Ole
Bitty Pissant Country Place” (Hall 1982), to direztdience involvement as witnesses in
Chloe Poems’ performance at the Citizen 32 (npaelny event. The audience’s interaction
becomes a part of the performance as a resulteoédmmunity dynamics. It would, thus,
be essential to focus on the audience’s reactismsueh as the performers’ themselves, as
this would elucidate the customer base for whonpt#rormances are devised. One would
need a large amount of equipment to record thig,datking it unmanageable for a solo
researcher, and creating an alien environment &tws ‘recording’ and ‘performance’
that may actually skew the communities’ interactidrhappy medium between accurately
recording the environment and protecting the vilidf the research must be found. This
can be achieved using ethnography and, in particyarticipant observation. This
approach accepts that not all interactions witthiea performance can be captured, and

instead aims to provide a consciously subjectieg,physically accurate understanding of
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the atmosphere through personal involvement both thie performance and with other

audience members.

This process also accepts that it would be not anjyossible, but ethically dubious, to
attempt to gain the audiences’ individual viewpsiduring the performance, due to the
logistics of accurately surveying a room full oébriated people in a noisy environment in
which their respondent rights could not be satisfaly explained. It also accounts for the
inability to present an absolutely objective viewpaf how the performance, with all of
its intricate interactions, was received, and wleiindeed this perception is part of an
evolving process. Reflexivity enables the researtheealise the subjectivity of their data
set, particularly in an area as individualisticcamic appreciation, and thus use other forms
of data to attempt to falsify their findings. Thiata can then be triangulated against
information given by the respondents during intews, reviews of the performance found
on the internet, notes taken out of public viewe tise of a camera and Dictaphone to
record the scenes when the performers are fornmtiyduced to the audience, and through
discrete photography during the performances thkeese This can be considered
undisruptive to the social environment as respotsdstated that such behaviour was
common® It provides a record of the evening’s performanasswell an incorporating an

impression of the atmosphere and the audiencestioea to it.

A similar mindset must be employed when analyshmgy apparently factual observations
offered by continuously recorded performances, saghthose of Chloe Poems (npg.).

While recordings show the presentation of the perémce and allow in-depth study of the

% To protect the rights of the clients present,wiieue was later mapped with the help of respondantsno
individuals’ names or images were kept.
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action as text, objectivity is belied by the poggibof editing and the perspective of the
camera. There is also uncertainty surrounding awdieeactions if indications of these are
limited to sound alone, particularly in instanceseve the camera focuses on the performer
for long periods. In these scenarios, the lackathadtan be somewhat circumnavigated via
internet-based research on local discussion groapd interviews with the artists
themselves, who may have radically different aimsthe performance than that of the

criteria generally adhered to by the mainstreard,valnich can itself impact on the study.

The objective recording of the performative expeeee is infinitely complicated by the
introduction of advanced ethics into disciplineshsas drama. This is particularly the case
in this study as a result of its use of Queer Theawhich is a heavily politicised movement
within academia. Gender performance has frequérain used to publicise and challenge
the perceived injustice faced by those who may Haged discrimination. As a result, a
primary concern of modern ethical involvement i thffect of the research on the
respondents. There exists a tension between egstirat participants comprehend the
possible impact their involvement in research mayehon their lives at the outset, whilst
also respecting them as intelligent individuals vdwonot need to be, for want of a better
word, ‘nannied’. It is one thing to agree to dissose’s life and concerns, entirely another
to have one’s theatrical work or indeed the veslitlity’ of one’s very gender presentation
scrutinised. It is the researcher’s responsibtiityconduct a rigorous investigation whilst
ensuring that no emotional distress is caused lwysiog unduly on the politics of

victimisation and segregation.

As this thesis shall demonstrate, respondentsemnritimidated by the research process or

feel that academic observation may attempt toyrdhieir perspectives as ‘gospel truth’.

27



They may be concerned about potential alienatisrih@r community has been the subject
of scientific study and, thus, may resent anti@dato-optation into what has historically
been a subservient dialogue. This perspective siggie academic study of drag
performance alters its meaning for the performemmoving their control of its
signification. This is the exact reverse of whapaentially empowering process that
enables the community to develop should eftailowever, a letter explaining the subject
area, respondents’ rights, and the reiterationttt@tespondent may ask for final approval
on any document in which they feature can be usealtid this fracture. Not only does
this safeguard the researcher by minimising the aisrespondents leaving the project, it

also encourages the development of an honest ahdaltyinvestigative relationship.

However, the main methodological difficulty asseethwith this research is its formation
as an extended and in-depth study of the perforenaha phenomenon with a wide variety
of forms. It presents a challenge to the reseactiere, experience and knowledge, but in
doing so essentially forces them to learn to asaiemivast amounts of data in order to

identify areas of further study, as well as unagerding paradigm shifts.

A range of technical skills must also be developahging from literary criticism
necessary to examine performance poetry, to thelo@wment of skills in ethnography. In
the latter instance, this presents the challengebs®rve and record data presented by the
former instance without constraining further inwgstion by the hasty development of

theory, all the while ensuring that respondentghts are safeguarded at all times. Drag

** The management staff of one major venue approaichadvance as a potential participant refused the
researcher attendance as they stated their exddtdring Gay Pride political demonstrations, wasnded

to be “fun and not taken seriously at all” (2008phe venue will remain anonymous as it declined to
participate in the study.
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performance takes place in working locations whichke data collection during ‘dress
rehearsal’ impossible. However, these obstaclengtnened the study. The vast array of
background research that occurred before the fiddk eased the development of the
thesis by enabling the researcher to anticipat@mdhie links. It was also surprisingly useful
whilst developing a relationship with the resportderas shared interests facilitated the
development of relationships that explored how thieyved drag holistically, as a part of
their lives rather than in isolation from it. Itsal ensured that conversation was not limited
to drag performance, and thus did not become owerige This eased the respondents’
pressure to disclose, and enabled the researclhiisdard the ‘academic personae’. This
established an equal relationship where respondelitable discuss their performances
knowing the researcher had knowledge of the sty #us, did not require elongated

expositional information, but was interested in bineadth of their experiences.

The diversity of subjects featured here demongrtite challenge of comprehending drag
as a performative phenomenon combining inter-rdladesciplines, such as sociology,
philosophy, gender theory and theatre. The critiesls and performances suggest that the
malleability of sex and gender roles leads to nesas of investigation of the self. This
concept has been brought into public discoursetheause of camp and drag as political
theatre which can inform mainstream social debatea aesult of their popularity. By
demonstrating the continuous development of moddrag performance both by
individuals and groups working to provide focalmsiin their communities, the thesis will
illustrate how drag can be hypothesised as a taailithting an examination of the

legitimacy of hegemonies.
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Chapter One: Which Identity?

[The] experiences and behaviours [of cross-dresasranade sense of in terms
of the deconstructions of postmodernist culturaotly rather than from the
standpoint of the experiences of cross-dressersexidhangers themselves. In
consequence, these writings have yet to make atasuiad impact on the
subjective experience of gender blending. (Ekirdskimg 1996 5)

This chapter will examine how contemporary dragfqrerance has been used by
performers to examine their conceptualisation efrthand their communities’ possibilities
of gender identity. As the Ekins and King’s passagggests, academic debates on the
subject have tended to focus on its theoreticaliegtpn. This is particularly the case in
respect of the work of the leading theorist, Ju@ittler. In their most basic form, Butler's
theories contend that gender identity is develojmedugh social interaction, and that its
effect is therefore open to adjustment. While thesy seem an accessible enough premise,
a number of academics have confessed to findingvhet, such a8odies that Matter: On
the discursive limits of “sex{1993) andGender Trouble: Feminism and the subversion of
identity (2006), “demanding® and it is, therefore, understandable that it maiybe the
first choice for the coffee table or indeed for andconsumption. This could, in turn,
theoretically limit its influence. Neverthelessetterm ‘drag’, the performed phenomenon,
and the communities who practice it have long beerlux, and Butler's work can,
however, provide a theoretical framework throughicwhthe development of gender

identity can be examined.

% As stated on Margaret Whitford's review on the kiscback coverPhilosophy and Literaturgournal
awarded Butler the first prize in its fourth “Badrig Competition” (npg.) which prompted her to
contribute the reply “A Bad Writer Writes Back” Thhe New York Timg4999)
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Focusing on a case study of a modern drag trohpeshtapter will begin by proposing how
the increasing acceptance of some sexualitiescindaallenges the potential of LGBTQ
identity. It will then utilise Butler's theories aensorship to demonstrate how the cabaret
sessions that formed the case study became a rau#oho chamber” (King 1991 72)
presenting stereotypes that facilitate the critigidoehaviour models that can challenge
sexual preconceptions, thus enabling the perforreneview their conception of their
sexual and gender identities as well as their plas®ciety. For, while drag is historically
associated with direct action aiming towards thhevation of group oppression (as was the
case in the riot and subsequent parade that isiag=wh with the Stonewall Inn), it will be
shown to be increasingly linked with politics wighsmall ‘p’, the personal aspirations of

the participants.

The chapter will start with an observation, follay an assertion that cuts to the heart of
much of the analysis contained in this thesis. U$eof drag performance as an expression
of the individual's personal perspectives, or podit rather than as a rallying action, is not
limited to economically deprived cultures such dwtt featured in Livingston’s
documentaryParis is Burning(Livingston 1990¥° In addition, as that film showed, drag
is no longer limited to the imitation of a narrowrgler stereotype, such as representations
of female singers or ‘divas’, but instead can engass social roles, becoming what is
known as post-gay drag. This alteration of focusbdgs participants to question their
gender identity in relation to the social norm mapplicable to them. While this would

appear to offer the performer amazing freedom e otential to sidestep gender as the

% “Drag” is the terminology used here, as it refiettie communities’ self-naming at the balls. Howgeve
several of my respondents, including Kerryn Daveaye posited that these performances would morg apt
be called female impersonation. For a further dismn of this theory, see the third and fifth cleapbdf this
thesis.
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performance’s primary concern, it also creategp#radoxical crisis at the centre of modern

drag.

This crisis results directly from the cultural sai found in modern drag performance,
caused by its communities’ expectations as a redults history as a performance of
resistance in The Stonewall Riots, and its presanteptance as mainstream
entertainment’ These contrasting expectations make for uneasfelmds. The latter
scenario is a product of a cultural climate withimcreasing perception of homosexuality
as an acceptable difference and where gender extjperst have been reconfigured in the
popular imaginatioR® Furthermore, the expectation of entertainment tspée that results
from the latter scenario promotes a situation inicwhit cannot be assumed that the
performance is representative of the performer. asresult of these contrasting
backgrounds, the concepts of performer's self, ¢tharacter they present, and self-
referentiality become blurred. This leads to thécad paradox: the purpose of drag. For
while many modern drag performances can be intmgras relating to the politics of
gender dialogue (issues in which the respondergeess an interest), its performers often
refute this analysis with the claim that the préstons are intended as light-hearted
entertainment only. The former outcome suggestsitaaly interrogative process in which
the perspectives of both the audience and thesadig potentially changed, the latter a

finished product that is presented to the audi¢oictheir gratification.

27 1t is interesting to note that thesis respondednthony Rose, will be seen to bridge this
entertainment/politics divide. For while his perfances will be seen to be informed by his sociétipsy he
has stated (2006) that he performs in drag priméoil the money and out of loyalty to the venuéhalgh he
would be amenable to perform at other venues aoreaoff basis.

% Figures as diverse as actor-comedians Graham mNatwl Danny La Rue have ensured that the
conceptualisation of the outrageous and the tlhwadthias evolved, as detailed in the fifth chaptethés
thesis.
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A further issue that must be considered is the izapbns of discussing this schism, and
indeed the purpose of drag, whilst consideringigridrag performance in the light of a
body of primarily American academic analysis. Whale increasing a number of English
academics are making strides within this field, @ué&heory is still often perceived as
being dominated by American scholars. This has maggplications for this study’s

fieldwork, as some of the theoretical frameworkgduso elucidate these performances

originally commented on a vastly different cultusach as the work of Butler (1993).

The communities that much American theory critiqwesl the ones that this thesis
discusses are very different. Where the respondehtBaris is Burning were often
ethnically Latina or African American, experienaadreme poverty, sometimes committed
crimes to alleviate their hardships, and includedimber of pre-operative transsexuals, all
of this study’s respondents are white, earning adexjincomes, and live as the gender they
were assigned at birth when they are not performbugthermoreParis is Burningwas
filmed when LGBTQ identities were far less accefdigdnainstream society and, thus, the
communities lived more closely together for mutsigbport. This is in contrast to the level
of tolerance regardless of ‘safety in numbers’ tisain expectation for many LGBTQ

people in England today.

The locale and cultural history of the communityalso of importance. The disparity
between these communities ensures that the cooteheir performances are different in
that the ‘rehearsal for the outside world’ is netligerally translated as for the respondents
in England as for those iRaris is Burning A number ofParis is Burnings respondents
adopt their performance roles permanently, applgréetause of the relative safety offered

by their ‘drag houses’ found in a large city inhtadi by diverse and like-minded
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individuals. In contrast, while Tony Rose, a dragen (based at the @D2 nightclub in
Nottingham) England, may experiment with his setyand gender role whilst in drag, he
would not wear the items outside of the performarm@ext. This is partially because they
are not part of his personal style and partiallgduse he does not live or work solely
within the LGBTQ community. Indeed, there are felages in England (cities such as
London and Brighton) that incorporate numericallgngicant, more visible LGBTQ
communities, and as a result the communities tbagxdst across the country tend to be
rather more subdued, more ‘British’, if you will. Aomparative stroll near Brighton
seafront and Leeds’ Briggate confirms this. Whilm&ican performers are generally more
visually and thematically overt than British perfars, similar ‘flamboyance-variance’ can
be found within England itself as a result of thaerywng cultural disparities. Specific
geographical location, though contributory as ailtesf its history and potential position

on the landscape, is not necessarily the primerfdat performative difference.

Drag performance also contains themes that ars-tratonal. The focus on the search for
understanding of identity and desire, for instanbas as much importance in the
performances of Davey as for Bornstein, as botfopaers have stated. The divergence is
on a surface level — the different ways in whicaytiperform their art, and whether they

portray it primarily as entertainment or as a peasgolitical statement.

The tug of war over whether the performers concd@® drag as representing either
entertainment or politics is evident at the predwmnily LGBTQ club @D2 (in

Nottingham, England). It can firstly be seen imtsrof how the venue and its performers
may be interpreted, and, therefore, the type oflpection the troupe may be expected to

mount. There is a case for performance as politicsion. The venue’s performers are

34



former bar staff and community members, rather thsiting drag artists. This implies the
show’s homo-political credentiaf$.Their participation suggests drag’s roots andinest
are based on defence mechanisms for survivingootentially hostile parent culture. It is,
thus, an essentially educational dialogue, argl(tioi an extent) these roots, or sexual types,
that the performers must be seen to produce irr dodee seen to be continuing to provide
LGBTQ entertainment at a LGBTQ venue. Additionaltgw material must be developed
to appeal to, and bolster LGBTQ audiences who,espandent Samuel Ball (known

professionally as Sam Buca) comments, “have sdeefore” (Ball 2006 °

The contrasting perspective states that the venyeisie concern is to provide
entertainment appealing to a broad range of custnrenatural opposition to the ‘drag as
political action’ argument, this perspective begiran the standpoint of challenging the
performances’ very right to represent radical LGBPQlitical ideology. At least one
performer at the venue is commonly known to havgagad in heterosexual relationships
before self-defining as homosexual (Davey 2006H)is Tquestions the perception of
homosexuality within the venue as stable, and iespthat all of the performers may
traverse the boundaries of sexual iderfithdeed, notions of transversible identity may be
expanded to question the very presence of an esstrtiomosexuality. Kerryn Davey is a
biological female lesbian who is a ‘bio-queen’ pemiing in feminine drag. Unlike her co-

performers, Davey'’s primary character, Mingeetarfpunced ‘Minge-eater’) Lickalotopus

# For detailed information and analysis of @D2'sgdcabarets and performance space, see Chapter Three
(where it is compared with other venues in termsosfimunity impact) of this thesis.

%t is interesting to note that Ball, an artist nented to The Birdcage, but who also works on a bakis,
states that he is hired more by heterosexual vembeswant to see performances that are “out of the
ordinary” (2006).

3L This may be particularly the case with Rose, sigmificant proportion of the regular audiencetséalose

to the stage are, according to Davey, heterosdeasles who form his unofficial fan club, and attén the

hope of sexual relations with him. That membershif community appear to doubt the authenticityisf
sexuality may act as a constraint on the way irclvhie presents as a homosexual man.
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mirrors her life as she is identified as a lesldaring the commentary and in promotional
material for the venue, while no references areemadthe males’ sexuality, leaving the
suggestion of an unanswered question that may mmidertheir status at the ventfeThis

is the case particularly when the performers doempticitly reference their homosexuality,
and they are perceived purely in their performato@ntext within this outrageous
environment, where a mixed-sexuality door policsedily contests its label as a LGBTQ

space®®

In this vein, the potential association of the perfer with the heterosexual parent culture
retains the possibility of conforming to a hetesas# model, even if this is extremely
unlikely. Indeed, Garber (1997) has commented that) performance shed some of its
political implications when it became mainstreamteeg@minment, which television
personality and drag queen, RuPaul, has attribtdederceived desexualisation of the
performers (“RuPaul’, npg.). This latter positiooutd be clarified to suggest that the lack
of exotic sexualisation of the performers contrsuto any apparent ‘heterosexualisation’
(Ibid).>* It impacts on their comfortable presentation dittsexuality, as well as their
performance within a drag context. Not only mustytidecide whether to perform to
entertain or to inform, their very performancesseff are also fractured and, to an extent,
‘dequeered’. And while their venue is partly aimtecater for the LGBTQ community, the
admission of heterosexuals could be interpretatieastention to use their movement’s art

form in the services of integration into the lo@mmunity. The venue could, thus,

%2 The name is a reference to her lesbian identifinge’ is a slang term for the vagina, and, thus, tame
is descriptive of lesbian oral sex.

% Indeed, performers such as Danny La Rue effegtiviel their sexuality by appearing in male clothéshe
end of each show.

% As Rose has commented, the issue of sexualisatioains as the performer is still a male weariniyess
(Rose 2006).
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potentially be considered to have a remit to a@rasntertainment provider that can appear
LGBTQ friendly and risqué, yet with the proviso thihe presentation is essentially

unthreatening to mainstream culture.

In spite of space’s apparently conflicting demarttls, performers are the source material
and are at liberty to control the drag producticsii®s and objectives.Nevertheless, the
dilemma of the opposing expectations clearly imgaain them and presented them with a
challenge with which they displayed a distinct wgeearlhe difficulties presented by the
contested space are compounded by the use oftibeies as the site of potential gender
performance, which naturally makes their presemtiaéi very personal affair, and brings
with it further challenges. Rose posited drag asdgdootball for gay people” (2006), thus
citing it as an integral aspect of LGBTQ culturather than simply alluding to its
presentation of risqué comedy. By referencing falbtthe could be seen to suggest drag’s
popularity is a celebration of social identity,thre same way that football followers cheer
their community’s team, know their history and fara@layers, and follow their progress.
In contrast, however, though some performers haueliesi the art's heritage, the
respondents appeared unaware of drag’s historyrastlaod of questioning social norms.
This appeared rather strange, given the amoundmwimanity media attention the subject
continues to receive. Moreover, each respondeneapd uneasy when asked directly
about what they felt their performances signifisthting the aim was purely to provide

entertainment®

% In contrast to other venues such as The Birdcaugravthe style and flamboyance of performances was
controlled by the commitment to provide entertaintrte appeal to specific community sectors.
% The individual cabarets are discussed in detalérthird chapter of this thesis.
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However, it was notable that their answers altevbén asked the questions at different
points in the interview’ Maddison, in particular, stated that he aimed dolentertain,
before later stating that he hoped his audienceddctearn from his performances
(Maddison 2006a, b and c). While this may indidhtg they were initially too nervous to
proffer ‘serious’ analysis of their performance®anings to an academic who may critique
them, or maybe that they were simply unused to hsieg their views, there is reason to
believe their answers were conditioned by whethey twere in environments where they
were confident their comments would be understdbeir conceptualisation of their group
fluctuated when they described each other to oertsidHowever, their occasional
reluctance to elucidate their situations in dedallnot appear to be based on a requirement
for the researcher's complete intellectual compnslm, nor the lack of appropriate
vocabulary through which to clarify their argumeriist on the need for visual assurance
from the researcher that they were understood érapedlly. The researcher felt impelled
to demonstrate understanding of the context byoredipg in a similar manner, nodding her
head and laughing to indicate that both the commd serious implications had been
understood, before the conversation could proceedtia terms of the situation stated. In
non-performance contexts, each respondent frequdetcribed both themselves and the
company using different names — on occasions uirg given names, on others the
names of their primary drag characters. Their atarditles are bestowed performatively,
with theatrical gestures and pronounced elocutitrey constitute the blurring of
boundaries between the performer and charactey aalde same time, are signals to invite

the interviewer’s participation in witnessing thay’.

37 A semi-structured interview was developed and mber of the questions from it were put to the
respondents several times in different surroundinils others present to establish whether theiwans
remained the same or changed.

38



This suggested a potential lack of clarity in thetinating force behind each performance,
and this complication can be elucidated by Butledexments on the medical attribution of

gender that occurs at birth:

The naming is at once the setting of a boundary alsd the repeated
inculcation of a norm. The matrix of gender relasias prior to the emergence
of the *human”. Consider the medical interpellatjon] which shifts an infant
from an “it” to a “she” or a “he”, and in that namgj, the girl is “girled”, bought
into the domain of language and kinship throughittierpellation of gender.
But that “girling” of the girl does not end them@ the contrary, that founding
interpellation is reiterated by various authoritiead throughout various
intervals of time to reinforce or contest this malised effect. (1993 7-8)

This notional interpellation is significant becaubke respondents’ primary knowledge of
each other, and, thus, their social interactioninisa context where their genders are
constantly refigured by performing as both male femdale. This affects their relations and
self-conceptualisation when away from the environim&Vhile referring to each other as
having genders that alternate between their pednom alter egos and their non-drag
personas, they were able to refute ideations ofab@urpose, whilst also using these
characters’ connotations of the theatrical fantessgnsure commentary and gender play
were not only permissible, but expected, and theentmmparatively outrageous — the

better.

This establishes the central theme of the modemua®& examined in this thesis, the
development, refusal and metamorphosis of ideritier all, what could be better than the
use of a fantasy persona to vocalise ideas so yWeampopular (regardless of their
legitimacy) as to seriously consider the implicasoof LGBTQ sexuality in front of a

drunken crowd theoretically looking for light-hesdtentertainment?
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This contradiction, that the performers claim ttidhe entertainment to be paramount, and
yet appear to design their performances for edueakior activist purposes, is explicitly

demonstrated by Davey’s comments:

Politically [drag] has no impact, no more thanghtihearted sitcom would []..
to be fair we’re not trying to make political statents — we might be making
observations and satirical comments about life, koow? But that's not going
to change anything. It's purely about entertainmant then there may well be
people who tell you they’re doing it for a greaperrpose, to change people’s
opinions, to bring tolerance and stuff like thatdanaybe that’'s how they feel,
but perhaps they might need the reality check pleaiple don’t come to be
converted or to have their opinions changed, theye to have a good time.
And if you get more out of it than that then, hailit, but people shouldn’t fool
themselves that they're making great political estagnts with drag and
everything. You know, it's not what's happening. wwdknow, they're
entertaining people and that's it really. (DaveY@8)

It will become apparent that the satire they ustaéir performances is at times intended as
a critique that invokes shame on the person sadirisuggests areas for their improvement,
and, thus, aims to affect personal change in liith politicised goals. Yet it cannot be
disputed that these performers also genuinely thtenprovide their audiences with the
most polished and entertaining show they can offfais juxtaposition of the serious with
the fantastic offers the performers something &nthVhile the fantastical elements enable
them to overtly refuse to label their performanessserious, political, or as conveying
‘meaning’, and as a result to state that audiemcesnot interested in any message, the
performers are, in turn, providing themselves \&ittpace where they can truly experiment.
Unlike other performance groups, their ‘entertainthéag releases them from the burden
of expected innovation, which can be argued as jarnfctor in performance group The

Duckie Collective’s programme. As a result, thefpeners at @D2 are free to use the
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broad scope of imagery found within drag to devellopir performances at a rate that

facilitates their personal development, rather tin@nother way around.

It is, therefore, logical that they utilise the asdt style of drag performance. Strictly
speaking, the style originated in the English Mu$&tl and was a mixture of songs, dances
and skits that were developed to entertain the imgriclasses, some of which were
performed in drag (Kift 1996). They were often sadl, which gave them an easily
appreciable comic appeal that, in turn, enabledu$e of thematic material that might
otherwise prove either too serious or controvetsiathe audience. Moreover, the use of
comic forms, rather than a particular cultural euli provides the performers with a huge
variety of scenarios and perspectives on which r@wvdwhilst performing and, thus,

formulating their identities.

However, the respondents’ evidence suggests thaidlhticisation of drag performance at
a grass-roots level remains so unpopular as tosegate even further devices to prevent
them from appearing to emanate from the performeessonal intent. The performances
are roughly divisible into two categories: thosattlare performed by the artists’ main
characters and marked as such by an appropriatenoesand those which appear to be
performed as a different character for the cabareper. On occasion, the primary
characters’ performances are limited to a hosteks involving traversing the venue to
bolster the atmosphere, while the song-specificaegbcharacters are delineated by
different costumes. Following the cabarets, thefoperers reappear in their primary
character’'s garb. These character types will narmysed separately due to the overlap of
imagery and performance between them. On occassoieh, as in the performance of the

song “Hermaphrodite” (Lynch 2000), the performegpsmary character will guest in a
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cabaret number because they are appropriate fompidee. At times the audience’s
perception may differ from the performer’s, for exae where performers such as Davey
perform their cabaret as an extension of their @nnctharacter, and an indication of their

own perspectives.

Davey has commented that she believes the enthiasiaseption of her performances
suggests that she is contributing to the perceptitat many social boundaries are
increasingly considered to be more fluid. We magntlguestion whether or not drag
performance has anything further to teach eitlseaitdiences or its performers as a result
of the comment it offers. As stated earlier, consepf LGBTQ discovery through
performance are considered by its performers tanberisis. The contradiction to this
pessimistic state of affairs can be seen in thevithgals’ performances, which question
sexual identities in the context of other sociapatus, such as cla8sWhile the
performers in Livingston'aris is Burning(1990) use gender to transverse their social
class to escape poverty, the performers of @Da3alilyitfocus on transcending class
divisions to concentrate on the treatment of gerashel other issues in wider society. By
denying the necessity to be explicit in their parfances of sexualities and ‘drag’, they are

enabled to perform a wider range of cultural diaked

On first impulse, @D2’s satire can most readily ibeerpreted as a critique of easily
understood targets that have links to gender, thaway necessarily to LGBTQ identity.
This is a common factor in much drag performande performers’ aims are effectively

hidden within gimmicks that appear at first glartoebe little more than crude sexual

3 For a discussion of how social class impacts oBTQ identities, see Butler (1997b).
% Their names, given to them by the lead artistrSteind (respondent Maddison), are sometimes gk lkate
aspects of gender performance, as is the caséaitay.
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exploitation — such as the use of the false penf$iermaphrodite” (Lynch 2000¥. They
are often exhibited through the performers’ ownrabeeristics, which, in the case of Rose,
is his self-confessed rudeness. This manifestglghimough the personality of his primary
character, Claudia Shirtlifter, who he describe%lzs most evil of all the drag queens” and
“always [looks] angry” (2006), which is emphasiseyl a black wig and eyebrows, and
severe lipstick! His personal perspectives appear to transfertisteabaret performances,
and were particularly evident during a joint cabavigh Davey, which was a parody of the
Robbie Williams song, “Millennium” (Williams 1999 he performance aimed to chide
the singer’s self-obsession. The performative ‘neds’ was highlighted by the costume
and performance, in which Rose portrayed an olggsion of Williams, complete with

paunch and excessively theatrical dancing.

Consequently, the performance could be interpretsda critique of the masculine

conceptualisation of identity, as both performementhe style of trousers and tight, white
t-shirts favoured by the singer, while Rose als@en® suit jacket. In the context of a drag
performance (connoted by Rose’s ‘drag’ eye make-Dpyey stated that the desired effect
was to critique the benefits of utilising sociadlgcepted notions of an idealised masculinity
as a promotional tool, to the exclusion of othemdgr attributes. The effect appeared to be
recognised by the audience as soon as the musim beglay*? Rose portrayed the older

Williams as being no longer aware of the qualitieshad originally presented, and as a

“% 1t was noticeable that Rose’s (2006) descriptiohdis acts came across as far more risqué than his
performances, though the content of the acts tlea¢ wot seen by the interviewer at the time mayalsly

vary from the theory stipulated.

“! Davey has commented that the drag performerseatahue also mock female representation, but it t

is because “in drag you take the piss out of ehargt so to exclude it would be worse than to téieepiss,

you know? Because you're doing the same for every(idavey 2006a).

2 Although she later contradicted this statemensay that the performance was an attack on Williams’
character rather than his gender representationefp2006h), it is suggested that their stage poesenplied

it was his characteristic gender representatioccook-sureness that they were critiquing.
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result became a parody of his former self. As allte®Rose had queered a previously
‘straight’ figure by displaying the gulf betweenitg male and appearing male with
‘feminine’ qualities that are denied by performiimga masculine fashion, particularly as a
male - whose drag context feminises him playingaa mlongside Davey, a female playing

a less visibly gender-constructed man who was sif@ing himself.

Davey (left) and Rose perform their Rde
Williams parody, “Millennium”.

Alternatively, in “Hermaphrodite” (pronounced ‘Heaphroditey’, Lynch 2000) the very

basis of gender norms were realised through playDAvey comments, “[the] song is a
love song sung by a guy about his lover. He is anab guy who just happens to have
fallen in love with a transvestite — it's not ai$ét or anything” (2006e). The singer's
‘normal guy’ status is established through the afsa cowboy hat and chequered shirt. In
this instance, Rose’s act as was at once ‘mascualiree ‘feminine’ as ‘Hermaphrodite’, as

he combined submissiveness, indicated by a sligbtiered head and angling the body
slightly towards Davey, with a movement style sanilo stalking, where he moved slowly

in an arc around her possessively, eyeing her tigteas if asserting his property rights
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over her while she serenaded him. The lyrics r@igethat not only is the singer aware that
his lover acts how a male is expected to behave (fgatches football”), but also suggest a
bewildered attempt to reassert masculinity by b&ingpntrol and at ease with the situation
(“some things are white / some things are blackmes girls wear make-up / mine shaves
her back” Lynch 2000). However, as the title of doeg indicates, the notion that gender is
conceived now as diffuse was played out in mid-savigen Hermaphrodite opened her
skirts to reveal a fake penis, which she then hagighearing to masturbate, before moving
across the stage to simulate anal intercourse gB\D#t is important to note that this was a
relatively realistic penis, indicating the real pibdity of a physiological male indulging in

transvestism. Thus, in this song, aspects of mesgubre satirized as the singer’s final

position is converted to one that is traditionddgninine, much to his apparent surprise.

Rose stalks Davey in “Hermaphrodi
(Lynch 2000).

45



Rose revealing “Hermaphrodite’s” Davey and Rose’s characters
member consummate the relationship

Such performances enable drag to be seen in ahedrted, if roundly satirical manner.

While this is the bread and butter of drag perfarom it is not believed that the desire to
get the biggest laugh is the whole basis on wHiehréspondents’ material is chosen. The
interviews illustrated that when questioned furtbar what their performances aimed to
achieve, each of the performers spoke in some Wpgrgonal development and of the way
they felt they were perceived by mainstream soci€lys personal development appears
also to be divided into two categories; that whishargely playful, and that which is

intended to have impact on the performers themselve

Evidence gathered during this study suggests teaperformance of gender enables the
performers to interrogate notions of the creatibgender identity, and it is interesting to

note that all of the respondents at @D2 who werestipned on their sex and gender
perception considered their core gender identity saxual orientation to be essentialist (if
fluid), while their gender representation was thautp be based on nurture, and, thus,

could be manually altered to concur with the esakaspects (Maddison 2006b). Their
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method of achieving this was through the same maas¢heParis is Burning(Livingston
1990) balls, the use of exercises that focus onirterrelationship between their own
identity, and their performance personae. Both gsmepresent what Stephen King calls a
“cultural echo chamber” conceptualising the socahstruction of identity (1991 725.
Like Livingston’s (1990) respondents, the perforsnat @D2 do not perform their drag
presentation in the same ways that they perfortinénoutside world, regardless of how
closely tied their performances are to their owrspectives or developmental aims. It is
important to note King’'s use of the term “echo cbam (1991 72) to describe the place’s
function. An echo reaches its destination after eday and can be distorted by its
environment. It is a place where the performersesm their response and, thus,
relationship to the images in order to determingrtinode of interaction, rather than it

being a place demanding a direct, or gut, response.

This “echo chamber” (Ibid) can firstly be utilisad a method of gender play. Drag’s ability
to utilise diverse cultural references due to i&ldssification as particularly LGBTQ
entertainment has enabled its utilisation of a widgiety of identities that critique notions
of what is possible within society. It is partictljatrue in this case as Rose stated that he
conceptualises sex-role behaviour as the directymtoof nurture, being “just how you're
brought up” (2006) and, thus, evidently used thdopmance to experiment with different
types. This enables a further queering of the nadioqueer itself, thus presenting a type of
‘omniqueer’ that can emerge through play with aetgrof sexual relationship themes. In
the Aladdin theme, “A Whole New World” (using theiginal wording, Menken and Rice
1992), Rose played the title role in the sectiopicterg the princess’ seduction, played by

Maddison. Accepted notions of masculinity were exa through the ‘realness’ of the

*3 A term borrowed from Stephen King describing thene phenomenon, but in relation to the horror genre
(King 1991).
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sexual roles presented. In a similar manner tocirecept as utilised by thBaris is
Burning (Livingston 1990) drag balls, ‘realness’ is acle@un this performance through a
role-play scenario. The performers seek to embbdygenders specified through actions
pertaining to the sexing of the body in a manneraoning Butler's concept of “girling”,

and as a result, emulate the mental states (BLARS 7).

After a period of attempted verbal seduction, Rosmoves his clothes to reveal a
masculine, gymnasium-toned body, but with the amldibf a pair of knee-length comic

boxer shorts (hiding the body and drawing atteniway from the genitals), to which was
attached a foot-long fabric penis. Rose drew adtiertb these articles by placing his arms
towards the back of his body, indicating that idearfor him to be (real)ised as male, the
penis should be used in a sexual relationship avitlotional female, a style and suggestion
evidently recognised by the audience. The princegseal)ised through an understated
performance of demure gesticulation. EventuallygeraRose instigates mimed rear entry,
she is thrown to the floor and intercourse is mimetth ‘her’ in the missionary position,

thus also ‘erecting’ the penis, which hangs toftber.** The performance thus posited the
notion that ‘maleing’ via sexual intercourse carabhieved through the image of a female,

rather than the female body itself.

However, it goes further than this. The momentghecess hits the floor and is mounted
by the prince, there is a moment of what Butlelscalegrounding” in which the audience

becomes fearful of the representation (2004 39 iBha result of the femininity implied in

*4 This performance could have been construed toesidge actual subordination of females was coreside
a necessary part of the ‘girling’ process, so diod&l the speed of the seduction suggest rape, fiowever,
unlikely that the regular audience would have usided it as such, as this would have been a dramati
change of ethos for the company.
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both performers. Masculinity is indicated as a ¢ttt though Rose’s drag make-up and
the use of what amounts to a dildo, which also eatygthe connotations of a male
engaging in lesbian behaviour. The multiple intetptions of such a scene effectively
challenge the categories of ‘gay’, ‘straight’, ‘eabne’, ‘feminine’, ‘male’ and ‘female’

and, thus, indicate how: “the very social life a#ngler turns out to be malleable and

transformable” (Butler 2004 216).

1t is interesting to note that when describing i who was disruptive during performances, both
respondents refer to her gender identity as a rdatfishowing her actions to be unreasonable. FirBibse
(2006) questions the validity of her as a “cooinrresponsive and, thus, butch lesbian who getierdfto
threaten him as she cannot ‘realise’ the identifter explaining the incident further, Davey supigdRose by
stating the girl may not even be a lesbian. Tolidate her behaviour, they question her gendertigeim
order to remove her significance and right to renaapart of the community.
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Rose and Maddison parody “A Whole New World.”
Rose’s “Aladdin” invites Maddison’s “Princess” to
make him a man (left); the relationship about to be
consummated (below).

While Rose no doubt benefitted from his sheer msimal enjoyment of this gender play,
he clearly did not seek to use his performance @&snplate for further behaviour outside
drag. The genre can, however, offer the perfornleeschance to actively develop their
personal conceptualisation of gender. As with aaieg in which the performers ‘walked’

in Paris is Burning(Livingston 1990), the character types used by @[p2rformers are

revealed through detailed costumes and an attemnginbody a mindset. The company’s
acceptance of this is judged to be a demonstrdtiah the persona presented is “real”,
which is interpreted by the participants as beihg performer’'s ease with something
resembling their essential nature (Davey 2006gk Phrticipants are, thus, enabled to
embody stereotypes of their fantasies, althougheittent to which this takes place varies
dependant on the character and its purpose. Far@&ain some cases, this embodiment is

largely on the level of play, as would appear to the case with Davey during
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“Hermaphrodite” (Lynch 2000), literally portrayinthe other persona for the sheer

experience of understanding another mindset.

Alternatively, the performances can be a veryaditémterpretation of “realness”, in which
the performers develop aspects of the characteng phay with a view to potentially
developing those characteristics of behaviour foentselves. InParis is Burning
(Livingston 1990), this behaviour could be seertha ball walkers in the “school girl”
category. They appear to be aged in their twemtreslder, which suggests they do not
intend to actually become school girls, but aim explore different facets of their
personality via what equates to a Stanislavskiamagid If’ scenario (Benedetti 2008 and
Merlin 2007). Their performance succeeds in partpasformances with almost no skills
[can be] powerful performances because they cameobauthentic feelings” (Zimmer
guoted in Carlson 1998 148), in this case, theop@ers’ desire to personally merge with
the concept. This impulse was also exhibited bydyaw her primary role as Mingeeta
Lickalotopus, a lesbian dominatrix whose back stasywith those of the other characters,
is her own development and does not reflect thencents that are made by other cast
members as part of the show (Davey 2006n). In thst wbvious instance, as Davey states,
Mingeeta affords her some of the confidence thatvebuld like to have in her own actions

and expressions (Ibid}.

That the performances appear to be so closelyttidsk performers’ aims for their own
personalities, while at the same time being a sdméfantastical variant, demands further

exploration. This necessitates a definition of wtatstitutes ‘drag’ and how, or if, it must

6 A statement echoed by Maddison’s: “I think youagipersona is basically everything that you are and
everything that you don’t have the confidence t@dgour own self day-to-day” (Maddison 2006c¢).
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be differentiated from acting, particularly whenneaering its relationship to the
development of the performers’ identities. Bothgdead acting involve affecting certain
characteristics or personalities. Both types atdse concepts of performance that can be
seen as the demonstration of ability to accompéshactivity to an agreed level of
competence. In the Harlem drag balls feature®@anms is Burning(Livingston 1990) and at
@D2, the success of the performance is considerbd the level of “realness” attained by
the performer. This “realness” has some similagiteith traditional acting, as it may
involve the conveyance of feeling and possibly dmsplay of appropriate skills, such as
dance. The differentiation between the two, howeles in the reason for, and aims of, the
performance. Unlike in traditional acting, wheree tieharacter is typically discarded
following the performance, the aim of “realness’the drag balls is to enable the performer
to experience and potentially incorporate the roieo their own personality and
circumstances, should this be their wish. It isvaidy Harlem Balls’ compeer Junior
LaBeija’'s comment: “What ever you want to be, yoel fLivingston 1990), which is
mirrored exactly by Davey’s comment drag can regmesa belief that [you] can be that

person” (2006d).

However, Mingeeta’s development has led to expertat®n with other aspects of
identity, particularly as Davey plays some of thesber characters as though from
Mingeeta’s perspective. To Davey, the charactévlioigeeta has come to signify not only
sexual confidence necessary in her supposed rok dmminatrix, but also a liberating
confidence that encourages exploration and divérgettomes rather than simply control.
These characters are necessary for the performdxs &ble to interrogate those notions of

gender: The New Penny’s Anna Glypta modelled hegdoersona on the sometimes

52



grotesque drag performer Divine, but she also stiitat the Anna persona allows her to
“play out a lot of [her] female side” (Rayne 2007€his suggests that performing in drag
enables the experience of feeling female in a rociture where the social differences
between the sexes are not considered importans & concept recalling T.S. Eliot's

objective correlative as the performer uses hygderbdramatic presentation to attempt to
suggest a concentration of the experiences thatdwwave led to the character as seen if

they had matured in the other gender (1997).

Furthermore, it enables Davey’s exploration of othersonas, such as that of a drag king,
without as much concern that her performance vallalscepted. It is this enquiring spirit
that encourages such a range of other personamngethat allows the position of the
receptor of King’'s “cultural echo” (1991 72), sodpeak, to remain unchanged in the long
term, should they so choose, as Pepper LaBeigacbasnented (Livingston 1990).
However, if we are to consider Davey's performaotéhe stereotype of the butch lesbian

or drag king as the norm, Butler's comments aressential critique:

[T]he citing of the dominant norm does not [...] d&ge the norm; rather, it
becomes the means by which that dominant norm & painfully reiterated as
the very desire and the performance of those jestd (Butler 1993 133)

Davey's appropriation of the drag king, or butclsbian role may not guarantee her
acceptance as having that range within her identitipllows that in this space of gender

experimentation, there may be occasions when timelegeidentity presented is either

*" This may be the case in terms of both transsexugirough the comments of Anna Glypta, and imgepf
an alternate gender identity, as in the case oktipaas someone who at first had heterosexual sekttips.
Glypta has stated that in drag, she acts out Inealéerole and is often referred to as Anna, althoaigother
times also states that the comic exaggerationayf énsures it is not merely temporary transseyu@iayne
2006c).
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misinterpreted or does not suit the performer dimds, falls flat, and can lead to Butler's
“painful [reiteration]” (Ibid) on the performer'swareness. This may be considered a
failure of the both the gender representation #ngs, the performance, although both may

remain visually entertaining.

This is a situation in which, as Richard Ekins &avid King have commented:

The recent emphasis upon the transgression of gdmuendaries and on
performance rather than identity marks a returexjperience and behaviour. In
such behaviour the experiences and behavioursrfEsedressers] are made
sense of in terms of the deconstructions of posémuostt cultural theory rather
than from the standpoint of the experiences ofszdyessers and sex-changers
themselves. In consequence, these writings havetoyehake a substantial
impact on the subjective experience of gender lignd1996 5)

Such gendering ‘failures’ are a primary exampleanfidentity being made sense of via
theory rather than from the perspective of the ssiessers themselves. They are rarely
discussed in such terms as the topic is so higatggmal, and because it is often in the
critical interest to continually perceive such ames as unexpected developments rather
than the inability to produce the desired effettey are, however, an inherent part of much
drag performance, even on the most basically carhievels, as Anna Glypta says: “The
audience know that they can laugh with and AT tadgosmer, it goes some way towards
equalising the balance of power between the pedorand audience” (Rayne 2006c).
While the drag queen may earn the audience’s laugitough their comic talent, this may

also be prompted by mistakes that simply cause thdook temporarily ridiculous.

This failure can also occur on other grounds, thst fbeing that the audience

misunderstands the gender that the performancgdnaded to demonstrate. The precision
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of understanding is essential if the identity isctmtinue to remain understandable within
the queered context. As previously stated, @D2 tdimeterosexuals, and thus it is
possible that not all of the social identities (ahdir ‘queerings’) will be recognised. As
Baker comments, this can alter the perception efglrformance, effectively altering its
political message (1994). Context is all-importartiis can be seen through The Duckie
Collective’s production ofC’est Barbican Individual artists performed in return for
“Duckie Dollar” tokens, the idea being: “...a jokethé expense of corporate entertainment
and sex entertainment” (“C’est Barbican: Duckie Argdhe Luwvies” inThe Independent
21% December 2003). This satirical element impacteg@rormances such as “Live Sex
Change”, which ostensibly critiqued notions of pa@ identity, refuting sympathetic
readings. However, the company’s choice of venusg tlva mainstream Barbican theatre,
not the LGBTQ site, The Royal Vauxhall Tavern, @ahd changed how their acts were
perceived. They were placed in the position ofdhésider, that which is watched, yet is
not touched.C’est Barbican!was popular as hen night and Christmas entertaihme
suggesting it was “romanticising and/or appropmigtine standpoints of the subjugated, of
building new holism out of “summing and subsumiraytg™ (Walker quoting Haraway
1993 871). The show became a replica of its owhcion, but one in which “the point of
departure”, to use Butler's terminology (1997b),swadically changed due to a non-
LGBTQ commercial audience seeking corporate entsngnt (North 2003). Thus, the
venue does not constitute a “domainspeakability as the audience refuted the status of
the performers asstibject (Butler 1997b 133). These audiences, as withehats@D?2,
effectively censor the production, but in the cadeC’est Barbican] the censoring
completely transfigured the implications of the qmral performative. The performance
may well have brought a new audience to ‘identibgatre, but they were not ‘in on the

joke’, and, thus, the original intent failed.
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However, even in situations where the performateatext is understood, it may be
rejected by the audience, fellow performers or bg artist themselves. This may be
because the portrayal is unconfident, unbelievabtegdoes not match their own goals,
particularly if these rely on physical appeararat@er than their own attitude, as Davey has
suggested can be the case (2006g). More likelpashar case posited by Davey, that the
participants can perform ‘realness’ within the ¢oe$ of the venue, but are unable to “talk
the talk” outside of this incubatory setting (lhid)he performance may not receive the
desired response, or may constitute developmersicdered to be untrue to the performers’

interests.

This failure is not, however, a solely negativet palr the gender development process.
While the concept of realness allows the performersxplore the possibilities of the role
without necessary commitment, uncritical repetitiwould not facilitate development. In
this regard, Phelan’s comments in relation toRlaes is Burning(Livingston 1990) balls

are relevant:

Masochism is an integral part of the spectaclen pginever too far from the
parade of costume and Protean self-invention deethhg the discriminating
spectators/performers who watch the show — spestatho no matter how
critical are ever so much “safer” than the specsabm the street. (1993 162)

Paris is Burning(Livingston 1990) provides a framework demonstigitthe effects of
rejection on the performer and gender identity @mésd. It is highly reminiscent of the
audition process associated with reality televig@ent shows, wherein the audience and

judges promote or negate both the performance argbpality of the performer. Phelan’s
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reflection ignores a social function of masochighe willingness to receive pain as an
indicator of the acceptance of culturally stipudateersonal failings. In contexts where
performances remain within the confines of Beis is Burning(lbid) hall, this pain serves
no social purpose. Phelan is, however, correct thighqualifier that the chosen categories
are appropriable. It is one thing to appear comfidget quite another to utilise that
confidence to successfully enact such behaviowsidelof the event. A disjuncture occurs
when success in the drag balls is understood as &mjthe ability to demonstrate the skill

fully in mainstream society, as Phelan comments:

[T]he balls are serious rehearsals for a much teuglalk — down the “mean
streets” of New York City. The balls are opportigstto use theatre to imitate
the theatricality of everyday life — a life whichcludes show girls, bangee
boys, and business executives. (1993 161)

As the performances are placed for examinationighm” (Phelan 1993 162) of attempted
representation acts in the same way the gendersndonreflecting an impossibly idealised
level of attainment against which one can meashemnselves and ‘improve’ through
comparison endlessly. The point here, as post-peafprmance and the representation of
‘realness’ demonstrates, is that most of theseakaategories are appropriable and the
theatricality of difference is in fact what canatise’ them. Moreover, mythologies of these
roles are already available, should the confideegaired to utilise them be developed in

this performative context.

Controversial though it may be, this performativaswochism and continuous gender
development has far wider implications both for t@D2 performers and for their

community. The framework for this reason can bedamed through comparison again to
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Paris is Burning(Livingston 1990). Several of Livingston’s perforraestated that the aim
of ‘realness’ is to hide “the fact that you're gadyy assuming an identity unassociated with
homosexuality (Livingston 1990). Therefore, ‘reaseis equally about hiding something
as it is about development. The comparison, howalrs in terms of @D2, which exists
in a cultural climate far more accepting of nonenesexuality. Interviews did,
nevertheless, reveal that these respondents wémteide something - any approximation

to what they considered to be negative homosexeaatypes.

Rose (2006) considered camp, as the performanhernbsexuality, to be a state that one
‘grows out of with maturity, with its signifierséang an affected, high-pitched voice (often
dropped in non-LGBTQ environments), and items othihg such as ‘belly tops’ — short,
tight t-shirts that reveal the torso - which candiecarded. The four members of the six-
strong company who were interviewed reiterated tiesw, suggesting an issue of
community censorship impacting on the notion of tMhas to be homosexual, to appear
homosexual, and what that entails. This affectsvéérg notion of queering, particularly as
the respondents asserted that these often higihybfbyant verbal and visual signifiers are
particularly affiliated to younger people, and arablematic of a “Pridey” stage in which
an individual first chooses to publicly display itheexuality. Currently, this manifests
through males wearing the stereotypical attireildetaabove to indicate their willingness to
be identified by other homosexual males as sexaathylable. The high-pitched voice and
other general flamboyance are perceived as minotfgminine behaviour, both of which
may be seen to encourage the approach of a potpattaer. Indeed, Davey half-jokingly
commented that her past co-performers acted orsimechke “13 year-old girls” (2006) an

interesting assertion as the implication of pubeatyd the subsequent awareness of
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sexuality at that age does recall the acceptansexafal awareness for LGBTQ men during

the process of ‘coming out”

However, whilst some within the community continte manifest variants of these
behaviours, this stage is nevertheless seen by R@) as something to be matured
through and left behind; a transient stage of mfition. He and the other respondents
essentially implied that to be (real)ised as a neakuand fully-fledged homosexual man is
to actively refute or erase the constructed signsomosexual identity, a thematic spectre
also inherent ifParis is Burning(Livingston 1990), where Corey states that tods is to
“erase all the mistakes, all the giveaways to mthee illusion [of being heterosexual]
perfect” (Livingston 1990). The ‘mistake’ in Rose/ew could be seen as “camp” itself,
which he suggested was only permissible in a commteantertainment, as was shown when
he assumed a high-pitched voice and flamboyaniagéstion at Davey's suggestion that
he could himself be perceived as camp at timeslewdii present dissolved into gales of
laughter (Rose 20067.This of course necessitates the definition of whamp’ signifies

to the respondents. When asked to suggest an exjplarfor the term, Rose offered the
phrase “as camp as Christmas” (Ibid). When askeduidate, Davey answered: “It’s like
going over the top, you know like you walk past stwdy’'s house and it's like Christmas

has landed there and it’s like everything’s exptbda touch-down” (Ibid).

8 It is interesting that Hallam (2006) was the oespondent to jokily offer himself as an examplearhp.
Although he did not state when he came out, hedoathed drag as his coming-of-age rite-of-passag@on
eighteenth birthday only three months prior to ititerview. Females also have a version of ‘coming o
clothes. In particular, those who identify accogdia the butch stereotype often wear clothes tisguise the
feminine body or make it appear androgynous T tiecsis personal preference was suit jackets.

9 This was in response to a semi-structured intergjgestion in which he was asked to define whanjza
meant to him. He continued acting in this ‘high gafashion while discussing the subject, evidemitying

(and succeeding) in entertaining and amusing thy.plde assumed his usual demeanour when addressing
the next subject.

59



This suggests they see camp as pure, yet multirdiioeal flamboyance, but one which, by
attempting to express a multifaceted concept, dahold its own margins and fragments,
becoming a mosaic that obscures and fragmentsridieal intent. For example, Maddison
comments that “bad camp” aims to be “[spiteful]tdifivenomous]” (Maddison 2006b) —
what Hallam (2006) terms as being “an evil bitolhile all appear to concur that “good”
camp is that which points out foibles, but in a marthat is done with “grace and humour”
through satire (Maddison 20068)However, as many who have been to drag shows have
noted, the distinction between these two is a gm®a indeed, and as Davey (2006n)
comments, can often appear malicious when direztech audience member — destructive
without the additional constructive implication$uUs, in this sense, camp represents only a
fractured version of homosexual identity, its mitestnboyant stages. Indeed, Rose (2006)
has asserted that there are two types of camfilatindoyant type recalling Christmas, and
what he refers to as “queenie” camp, which he dsfias being “blatantly nasty to people”
and behaving “like a drag queen”. He states that thsults from individuals retaining
alter-egos used for the LGBTQ entertainment scand, thus, considers the performance
of their sexuality to take precedence over the sotal of their identity, thus obscuring
themselves, or putting on an act. This confirmerdfore, that for the performers to appear

‘real’ as gay men, the fragmentations of camp rbestefuted entirely.

Similarly, comment was made concerning perceptaingsbianism. As the second chapter
of this thesis will show, these stereotypes cleaffgcted Davey, whose identity had been
guestioned as a result of some lesbian customaasieption of her deviation from

supposed norms. Indeed, during interviews, Ros®6R@isparagingly commented on

0 Harry Hallam, also known as Holly Prick, is eigirieyears old. He had been performing in drag fareth
months after cross-dressing as a rite-of-passadpsarighteenth birthday, when he was complimeatetis
appearance and invited to join the troupe by CrawAd.
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clients with whom he had had difficulties, who lexgeived as being “cool”, which, in this
context, equated as meaning arrogant and rude.pfésentation could be seen to prevent
Davey from achieving her aim of being perceivea éssbian untroubled by stereotypes by
asserting an image that she neither could, noredaiat inhabit, so different was it to her

natural character, as she comments:

Women who have been gay all their lives, it's almblee they are more
respected than people like myself. And I've had thith the whole being quite
girly thing. | have had women tell me that | canpossible be gay — I've had
quite a lot of abuse in a way when I've worked lre fpub because they're
saying, “well you're just pretending” and stuff déikthat because | haven't
shaved my hair off [and | don’t go around] wearthghgarees. | know these are
stereotypes but some stereotypes are true. (Dad@3yh

Her sexuality is initially doubted on the basis h##r appearance, but the performances

challenge this scenario in two ways.

The first, and most obvious way is through atta¢kthmse primarily associated with
perpetuating the negative stereotype, which istedatrough the satire found in all of the
performances, and in the banter with which thequarérs engage the audience. Davey has
stated that she feels drag’'s purpose is to hightliggse “foibles” (2006c) and thus equalise
the audience with the performers themselves, aisent manifest in Rose’s (2006)
comment on rudeness, a device highlighting andtmumsg social incongruence. It is the
very focus of which to critique notions of diffe@nbased on individual behaviour choices,
and, thus, question their acceptability, as canséen via Rose’s alluded comparison

between homophobia and his perception of domestience.
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Its because you’re not the same as them, you’nie #wful, horrible,
abomination of humanity [...] It's like, ‘I'm not othe social, | don’t have three
screaming kids that I hit all the time, so why amdrse than you? (Ibid)

Rose compares his activities to those of someoree hvehconsiders would be homophobic
and, thus, potentially discriminate against himt bioly does he identify what he considers
to be their foibles — socially accepted standafdsiacceptable behaviour such as violence,
he illustrates how he feels he contributes to $pdig acting in the opposite way to them,
by refraining from violence and supporting himggifancially, and, thus, contributing to
his community. Using these socially accepted statsdaf good citizenship, he posits it is

they, rather than he, who are the abomination.

However, their response is not merely ‘an attacklefence’ strategy. As this thesis will
show with regards to much drag performance, it bagegenerative aspect. The
respondents’ recognition of the stereotypes thdynel@s negative and the suggestion that
homophobia is unfounded if their behaviour is resilole becomes the site of departure for
a process of transition through LGBTQ identity. S Bssertion questions the nature of the
transition and the identification of its stages.B\#ler suggests, the use of the possibilities
of the body is the site of its ontological knowledand, thus, a site of departure (Butler
2004). To announce oneself as LGBTQ is still tacplaneself in a cultural discourse as
‘other’. It indicates inclusion within a minority wo have faced oppression on the basis of
sexuality, and implicitly on the basis of gendeendty through same-sex desire (Butler
1993). As this minority has challenged its opp@ssipart of the experience of being

LGBTQ is to be culturally compelled to explain omédentity, particularly for performers
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in an environment where a significant proportiortted audience do not share their sexual

perceptions’

To acknowledge this by using performance to overritegative stereotypes in a
predominantly LGBTQ environment is a form of cersdgp, on which Butler has

commented:

...no text can remain a text, that is, remain reasahlithout first being
subjected to some kind of censorship. This viewsypposes that censorship
precedes the text in question, and that for attekkecome readable, it must be
produced through a process of selection that mlgscertain possibilities, and
realises others. (1997b 128)

In the case of @D2’s performers, the “text” is theert display of stereotyped LGBTQ
identities (Ibid). The censorship is of the ‘negati camp male identity, and the
stereotypical butch lesbian presentation. By refyiso exact the expected performativity of
the individual, a ‘realised’ version of the idegtiencompassing the sexuality as well as the
individual’s personality, is allowed to emerge. Ho&r, in censoring the identity, via
“rules that govern intelligibility” (Ibid), this itelligibility is reformulated. This asserts the
point of departure from the original identity thag a result of its existence outside of the
original boundary of the permissible, has not borised in this context and is therefore
theoretically open to use. Both are a process atongntinuum, rather than opposites, as

Butler asserts, although she is correct in stating:

L In particular, equality and diversity legislatimupports agencies such as Stonewall (npg.) to sict a
advocates of LGBTQ identity and rights.
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If censoring a text is always in some sense incetaplthat may be partly
because the text in question takes on new life aat gf the very discourse
produced by the mechanism of censorship. (Butlé7th9d 30)

It is this new life that redefines the concept ehsorship in this environment. It does not
seek to eliminate previous conceptualisations ofBLQ identity, for this is often
incorporated into its satirical element, yet it gwoes other images that suggest other
avenues that have not yet been censored as theytfally conceptualised as they are

constantly evolving.

For those that do then practice these previoushgaed aspects of identity, the skill to
display ‘realness’ develops until it becomes alsil mindset that the performer can
embody in the rest of their life outside of thelgaffectively developing into the person
they want to become. In this context, Goldsby’ssfjo@ of when “appropriation” becomes
“co-optation”, or at least attempted co-optatios, answered (1993 112). IRaris is
Burning (Livingston 1990), Octavia St Laurent provides adeldor this. Her performances
in the “fem realness” category of the balls evoilv® her attempts to become a fashion
model in the ‘outer’ world, where she utilises sdlgiaccepted routes to embody her dream
through learning about deportment and ‘passing béo accepted as a birth female at
modelling exhibitions. She acts as a “destabilisathat is denaturalising and that calls into
guestion the claims of normativity and originalidy which gender and sexual oppression

sometimes operate” (Butler 1993 128).

Davey operates in a similar fashion. By appropr@taspects of stereotypical lesbian

attributes to increase interest in her performancedably eroticism and dominance, she is

*2|t is sadly ironic that Octavia’s participationtime documentary acts as her own exposure, ensihdnghe
may only ever be ‘real’ in the context of that veestabilisation, which is not the context sheréasi
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also enabled to begin to reformulate what beingshibn entails within LGBTQ society as
a result of her performances. Performances thattiyr reference the enjoyment of her
sexuality, such as a routine choreographed to ‘ichoMyself’ (Amphlett et als 1990)

demonstrate a willingness to be seen as the dggantner, rather than being purely the

receptacle of the audience’s fantasies.

In the same manner as the respondenBaiis is Burning(Livingston 1990), this enables
her to decide upon the type of relationships steh@s to form within the community, as a
result of her confidence in the mixture of dominaand sexuality. As Butler posits, social
norms are a symbolic ideal, yet due to this synthaditure, “materialisation is never quite
complete”, allowing the reiteration that accomparagtempting to achieve these ideals to
rematerialise them (1993 2). Although Butler's coemihprimarily concerns the attribution
of sex to an individual, it is nevertheless a caidabat can be used to encompass any
attempt to embody a behaviour or norm. Their rdipetiof the reiterated ideal enables the
participants to alter their perception of it ah@t to themselves and, thus, incorporate it or
its attributes into their personality, effectivedyving it emancipatory potential (Butler
1993). Davey’s repetition of lesbian imagery evafijuled to her receiving increasing
acceptance within the community, not to mentioruséxadvances, in the same manner as
the Paris is Burning(Livingston 1990) “bangee” boy and girl contessanbuld achieve
their ideal to “hang out with the roughest and theghest” (Livingston 1990} This is
particularly the case if the desired gender perforoe can be maintained, as Corey

comments: “Realness is to be able to blend [...] iflea of realness is to look as much as

3 This particular category refutes bell hooks’ claimat the balls can never be subversive. It dematest
that not all of the performance categories conftwran idealisation of “[white] ruling-class womegiiooks
1992 148).
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possible as your straight counterpart” (Ibid). Dawan look like ‘a lesbian’ as she has

broadened the conceptualisation of her counterpart.

Davey as her primary
drag character, lesbian
dominatrix Mingeeta
Lickolotopus.

To succeed as their fantasised personae, the penfemMmust ‘pass’ outside of performance
contexts in order to gain acceptance and be res&mtedhe desired manner. The concept is
summed up in Corey's statement: “If | had the oppdty | would be [an executive]
because | can look like one [...] Your peers areingllyou [that] you look like an
executive” (Livingston 1990). Their preparation fdmis role involves a conscious
mimicking of norms enabling them to display ‘rease to their peers. They are
automatically read by the audience who know byueirdf their participation that they are
not, or do not feel that they fully embody, thegmera they present whilst performing. They
must defy being ‘read’ whilst encouraging it in erdo develop beyond it, as Corey states:
“If you can pass the untrained eye, or even thedtheye, and not give away the fact that
you'’re gay, that's when it's real” (Livingston 199MHowever, this method of becoming
their fantasy can fail as they project the condkpy intend to convey, but which is itself

based on their perception of a concept they haveexperienced; their understanding is
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based on image alone, and particularly imagesglaatourise the subject to promote it as
an ideal, rather than depicting it holistically.nitakes them self-consciously a replica of a

stereotype, and as a result, they cannot trulgrate the persona.

However, this is where the truly developmental psst of drag gender development
begins: where the performers can begin to havh faittheir characters enough to allow

them to become the people they want to be.

Fantasy is not simply a cognitive exercise, anrirgke film that we project

inside the interior theatre of the mind. Fantasuditires relationality, and it
comes into play in the stylisation of embodimestit Bodies are not inhabited
as spatial givens. They are, in their spatialitgpaunderway in time: aging,
altering shape, altering signification — dependingtheir interactions — and the
web of the visual, discursive, and tactile relasidhat become part of their
historicity, their constitutive past, present, dntdire. (Butler 2004 217)

Reiterating this other image creates their own newnceptualisation of their
homosexuality. While not conforming to traditionalodels of LGBTQ behaviour, it
ironically becomes a truer epitome of the queebeltomes a minority identity within an
already minority community as it is both furtheregued in the imagination of the
performance, and at the same time is demonstratedpassible reality, recalling Jonathan
Van Meter’s argument for the fantastical qualityt@insformable personal identities (Van

Meter 1996), and as Butler comments:

...this is a performance that works, that affectdness, to the extent that it
cannotbe read. For “reading” means taking someone dewposing what fails

to work at the level of appearance, insulting oridieg someone. For a
performance to work, then, means that a readimg inger possible, or that a
reading, an interpretation, appears to be a kindrasfsparent seeing, where
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what appears and what it means coincide. On theangnwhen what appears
and how it is “read” diverge, the artifice splitff &om its appropriation. But

the impossibility of reading means that the artifigorks, the approximation of
realness appears to be achieved, the body perfgramd the ideal performed
appear indistinguishable. (1993 129)

As a result, the performance is able to defy thecept of realness itself. These performers’
performances become a representation of their gustras well as the audience’s journey
of witnessing their actions. They are, thus, erthidedefine the new queer. The characters
the @D2 performers play become less than the suimeafparts, as the performers move
beyond the boundaries they had themselves origialented to develop their personal
goals. The performance space enables performelnsasuBose and Maddison to gain faith
in their own perspectives through the respect thetions garner, thus, realising what
contribution the ideas that have been facilitatedheir sexuality have given them. Rose’s
character becomes insightful rather than primaditrimental, Maddison’s becomes
someone to whom the audience can relate on persatlaér than simply stereotypical,
terms, and Davey gradually gains the confidenceptoject different traits as a
representation of her gender identity. Both whentrpging Mingeeta and utilising the
costume as herself, she directly reverses her cosicever acceptance by gaining
confidence through “knowing that she looks goodd éimat her community will not only

accept, but enjoy seeing her do so (Davey 2006sMMAaddison has commented:

...you befriend people and people will kind of comed aalk to you and
everything — people aspire to be kind of like yblot necessarily in what you
do, but they see a confidence thing — they kindref a figure that's kind of on
the gay scene. (Maddison 2006c)

These outcomes are not necessarily permutatiolsenfity — after a while, the addition of
new monikers to the LGBTQ cannon can become vacandsion-descriptive as each may
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define one individual who is themselves part ofimilar community. As Davey has

commented:

| think there are intrinsic things with gender whiprobably change that are
there from Day 1. | think that what changes is he® view them, how we
interpret the feelings we have rather than the gemsbkues or gender traits
changing. (Davey 2006Q9)

They are, thus, encouraged to continue to acthait teveloped gender in the real world.
While drag performance’s dual heritage of resistasued entertainment have brought with
them a crisis of confidence as to the purpose @fidim itself, it has enabled performers to
focus on the perception of the community in thens@eam, and in turn how they feel they
are treated in the light of these stereotypes. By of interrogating what they consider to
be negative imagery, they can use the performaopaeesto modify their performative sex

and gender identity. In doing so they are ableetgetbp their own perceptions and expand
the conceptualisation of LGBTQ identity whilst alsontributing to how their community

self-perceives.

For this is surely the challenge they, as perfosmnaccept - to act as a cultural mirror for
their audience and demonstrate how to utilise ardkrstand a fragmented identity — but
one that, due to its potency as a tool for persahange, can be given an overt and

intentional function within their society. This Wile explored in the next chapter.
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Chapter Two: The Great Fool

Individual identities can be socially constructad,demonstrated in the opening chapter of
this thesis. This chapter's hypothesis is that LGBpeople are socially placed to act as
educators as their gender and sexual identitiekligig the incongruities inherent in
cultural systems. Alluding to a variety of LGBT(tms and commentators from different
backgrounds (such as Kate Bornstein 1994, JuditleB1993, Karla Jay and Allan Young
1992), this chapter will argue that each LGBTQ wdlial’s theoretical difference from the
social norm can provide them with an alternativespective that enables them to
deconstruct systems of behaviour that are preseagedecessary to the continuation of
society. They are, in turn, enabled to educate t@nmunity in a manner akin to that of
the shaman. This chapter will elucidate the histdriprecedence of the role, and its
utilisation of public performance with referencette work of Laurence Senelick (2000)
and other anthropological sources. Historical tewits then be used to illustrate how the
performative aspects of spiritual gender-crossiagehactively instigated socio-political
events. Finally, it will refer to the work of JudiButler (1993) to demonstrate how the
social power of the LGBTQ shaman derives direathynt their ability to appreciate non-
conformist social perspectives, rather than fromagticular theory or socially prescribed

knowledge standard, to prove that this ability poditical tool in its own right.

If an individual does not solely desire the ‘oppessex, or feels uncomfortable with their
birth physiology, and therefore gender role, theyimmediately placed at odds with social
expectation, whether or not they act on their dss{day and Young 1992, and Whisman

1996), as Patrick Higgins’ quotation of Edmund Whilustrates:
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...we could speak of ‘gay science’, that obligatorgstentialism forced on
people who must invent themselves Qne discovers one is gay one must
choose everything, from how to walk, dress and talkvhere to live, with
whom and one what terms (in Higgins 1993 223)

The situation can lead to a re-evaluation of thg wavhich one must interact with society
and indeed what legacy they may leave after daatthe continuation of their genetic line
would be at least be placed in doubt. This chapiénow proceed to demonstrate how the
LGBTQ community have attempted to come to termdh witis psychical, social and
physical exclusion that can occur when one’s setyuar gender is at odds with the

expectations of the sex-role system.

It is difficult to identify the denotations, let aale the connotations, of homosexual
existence. It is nevertheless attempted by Queepifhin order to gain understanding of
what it actually means to be ‘queer’, and whatghbeial implications of this are. This is
particularly pertinent considering the term hagddrisally been used as an insult, with its
primary definition being: “Strange, odd, peculiaccentric, in appearance or character.
Also, of questionable character, suspicious, dubigueer fellow an eccentric person”
(OED Online, accessed 10July 2006). Indeed, the cultural association betweon-
compliance with heterosexuality and the term ‘quéerso ingrained that the term’s
secondary definition consists of a direct referetacthe behavior: “Of a person (usually a
man): homosexual. Also in phrases queer as a codt..] Hence, of things: pertaining to

homosexuals or homosexuality” (Ibid).

The Queer Theory movement has attempted to uthiseerm to deflect its power. That is,

by agreeing to ownership of its connotations, thaye used it to define the community as
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a group of people proud of their similar charast@s (Butler 1993). Nevertheless, the
term evokes within the mainstream community, andokes within the LGBTQ

community, a sense that the word still retainsl@sogatory social connotations:

The term ‘queer emerges as an interpellation theges the question of the
status of force and opposition, of stability andaaility, within performativity.
The term ‘queer has operated as one linguistictm@a whose purpose has
been the shaming of the subject it names, or, rdtieeproducing of a subject
through that shaming interpolation [...] The interpellatiomchoes past
interpellations, and binds the speakers, as if #p@ke in unison across time. In
this sense, it is always an imaginary chorus thahts ‘queer!” (Butler 1993
226)

However, this notion of performativity implicitharses within itself other connotations that
are additional to Butler's assertion. To perforre tkhaming” (Ibid) of a person requires
the shamed person to ‘perform’ the recognition thay have been shamed (for example by
blushing), in order for the term to become represdere by indicating its subject. However,
this is not enough to ensure the full formation ioferpellations that constitute the
performance — the agent of the production of thefising” (Ibid) must also be visible. In
order for the shaming to remain in the domain ofB0® identities, as connoted by the
term “queer” (Ibid) and not migrate to the collogluusage, ‘odd’, it is essential that the
person who performs the shaming gesture, the ‘shadaes so to an appropriate person,
so that they can recognise that they have beerewty’ identified. However, the shaming
technique requires a paradox from the person wishasned. Shame itself is an emotional
reaction based on the recognition that one is kbebain what one considers an
inappropriate or unfortunate manner. The shamedopefeels a level of remorse or
embarrassment that suggests to both the shamezhperd the shamer that their behaviour

should be changed, regardless of whether or ngtateeable or willing to do so.
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However, it must also be noted that the very athafming using the term ‘queer’, rather
than language to the effect of ‘Oi, you scoundretimpelsthe further performance of the
shamed person by naming their supposed failingngetictually demanding it is stopped,
or indeed stopping it. The naming/accusation seisam ideological boundary of the
legitimacy of the shaming activity, rather than yieg its existence by refusing to name its
content. If the shamed person accepts the intatpeil and feels they could be ‘queer’ in a
particular fashion, they are further ‘queered’ lieit own psyches. And, of course, if they
are, and have been, further queered, it standsagon that they may seek to demonstrate,
or at least find out, what the performance theyehbeen impelled to do entails. In the
words of Quentin Crisp: “I am someone who had bfeeced by life to be self-conscious
and has now tried to make that self-consciousr@ssa way of life” (quoted in Carlson

1998 155).

These inferences have contributed to what may hetaged as searching for heroes — that
is, the research of others who have themselved liva way not governed by the sex-role
system. The aim of this is presumably to find thas possible to survive, physically and
socially, having ‘opted-out’ (Duberman, Vicinus am@hauncey 1991). As communal

beings, we also seek to learn from these heroesaunaocial role may be.

However, where lists of such heroes have been dedjpt can be seen that the people
mentioned often have highly desirable personalbatis. These often take the form of
intellectual talent, normally that which is stigld in great esteem by the general public. In

short, these heroes have left a legacy by conim@ub society through their endeavours,
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thus ensuring the survival of their memdtyThe desire to leave a legacy, after all, is
something generic to all humans, as beings awaréhefpassage of time, and more
importantly, as a group capable of recognisingviadials on the basis of thought process
and personality types, rather than simply physiclalgssues concerned with the ability to
procreate. We are as much concerned with inted¢daigacy and the need to understand
our society, as we are to desire to continue itaasbe seen from the inclusion of literary

figures in theGreat Britonstelevision series (BBC 2002).

The common denominator in many of the diversestithethe bibliography for this thesis is
the need to understand what is to be homosexus\w a ‘queer sensibility’, in order to be
able to discern one’s position within the curreattural climate (Freeman 2004). The
cultural imperative of the search for modern herass made explicit in the

“Acknowledgements” section @ut of the Closets: Voices of Gay Liberation:

At this point, most anthologies usually include and list of contributing
authors, giving their degrees, titles, affiliatioresd track records. We have
decided to eliminate this formality because we wolite each article to be
judged independently on its content — whether & watten by a fourth-grade
dropout or a Ph.D. (Jay and Young 1992 Ixiii)

In other words, this represents a modern realisdaliat experience of sex and gender non-
normative behaviour or ideation is in itself a pequisite for the modern LGBTQ hero.
Kate Bornstein has gone as far as to outline wieahero’s role may be. She highlights the

work of Wes ‘Scoop’ Nisker to suggest that the foost effect of such a person on their

* Communal memorisation of individuals for positiwasons is perhaps the highest honour society can
bestow as it publicly recognises the significantéheir lives in the long term. For example, indiwals who
have died in combat in the armed forces are awandet may be seen as an immortalisation of sorts in
recognition of their services when their namesrao®rded on memorial plaques, often with accompanyi
text such as “we will remember them”. Although dted not remain as a record of their personalitigse, it
suggests that they had the personal qualities, asibinavery, that enabled them to have this soofsct.
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society as “...substituting one thing for another] [toeate instability and uncertainty,
making visible the lies imbedded in a culture” (Bstein 1994 89). In this instance, the

“thing” being substituted is the socially expectekual partner or gender role.

It is important to note that part of this “makingible” (Ibid) results from the apparent
violation of categories socially held as accurataple and certain. LGBTQ people may
inadvertently suggest by their sheer existence ttiee categories may be mutable — the
nature/nurture debate is not relevant here as tihasfact of their experiences and their
realisation of what these may imply where the dqaastg of boundaries may occur. It is,
however, the individual's acceptance of their LGB3t@tus that Bornstein refers to as “the
wisdom of simplicity and innocence” in their abjilto see that these are “[cultural lies]’
(1994 89). Their realisation disproves the ‘fat#t it is impossible to ‘be’ outside of the
structure by the virtue of their very being. LGBP®ople, therefore, demonstrate that not

all socially-accepted givens represent a conclusngecompulsive behaviour blueprint.

However, in order to understand the fuller contaixthe position of LGBTQ people, and,

therefore, their place within the social ordelisinecessary to consider the implications of
this realisation. They then have a choice. Theyatsampt to hide the personal facet that
demonstrates the “[cultural lie]” (Ibid) by enadirthe socially expected sex desire or
gender role by complying with heterosexual cultarethey can actively question the status

guo, as Bornstein comments, quoting Scoop Nisker:

The great fool, like Einstein, wonders about theiobs and stands in awe of
the ordinary, which makes him capable of revolwigndiscoveries about
space and time. The great fool lives outside thedlrig circle of routine,

remaining open to the surprise of each moment [hq fevelations of the great

75



fool often show us where we are going, or — moterof where we are. (1994
89)

Bornstein therefore contends that those who livesida of social boundaries are in a
unique position to be able to actively use thesntity, and therefore the role that they play,

to exemplify social boundaries’ inherent incongest

Well, they don’t play by the rules, they laugh aisnrules, and they encourage
us to laugh at ourselves. Their pranks of substubne thing for another

create instability and uncertainly, making visiiie lies imbedded in a culture
[to] demonstrate the wisdom of simplicity and inence. (Ibid 89)

Thesis respondent Kerryn Davey is one such ‘fdohirth female performing as both a bio
gueen and drag king under the name Mingeeta Litials, her character actively mirrors
her life as she is identified as a butch lesbiannduthe commentary and in promotional

material for the venue at which she works. Davescdbes Mingeeta as:

...very sensual, supposed to be very sexy, she jakest being butch but in
most of my stuff, you know unless I'm impersonatiagguy, that's the last
thing I am. You know, I'll be wearing corsets anddgues and presenting a sort
of picture of a female in the traditional senseaylbe even from the perspective
of maybe how a straight man would want to look &cman, you know, it's
not some sort of - so lesbhians look at me andgsdatie as a lesbian role model.
| go there to make people look at me and sort @hyethe things | do that are a
bit risqué and stuff like that. Not just find itrfoy and be vaguely attracted to it,
but to be vaguely attracted to what | do right¢hand then regardless of what |
do [...] And she’s very bold and dominatrixy and she’you don’t know with
Mingeeta! | am the pub threat — people get outafchand they threaten to
send me over there and my numbers involve a whdptlaings like that. (Davey
2006n)

Mingeeta’s identification encompasses both femntelarich stereotypes. Davey herself is

referred to as being ‘butch’ by the other perforsnedespite considering herself and
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appearing far closer to femme conventions, owindhéo long hair and figure-hugging
clothing. She appears to be conceptualised as loutelzognition of her sexual orientation,
her approximation to the femme stereotype beiniisty from the point of view of

unconventionality. It is the social reaction to saity that she exposes as a cultural “lie”

(Bornstein 1994 89).

As detailed in the first chapter of this thesisy®auses her performances as a method of
play to discover other aspects of her personaltygaining a range of other character
perspectives when she performs as Mingeeta perigrini another role, regardless of the
gender represented. She particularly ascribes tampoe to the way in which the characters
she performs are demonstrated, and states thad Sheting twice” (Davey 2006n). She is
exploring not only her perceptions of the dualidtiatch/femme Mingeeta, but also
‘Mingeeta’s’ perceptions of other women and menvd&acomments that “...its not about
sex, but just to be vaguely attracted to what tigbt there and then regardless of whether
they're a boy or a girl or whatever, just the whileal that I'm presenting” (Ibid} As a
result, her body of work can initially be seen tgique the notion that specific sexualities
make the appreciation of other perspectives andaiastes impossible. Her work, thus,
directly contests the notion that a butch lesbidhav can only be sexually attracted to a

femme lesbian, for example.

In addition, Davey’s performance portrays a gradigdonstruction of the power of gender
presentation itself. As Bornstein comments (1994)sical and behavioural connotations
are a means to display the chosen identity ofridevidual, or in this case, both performer

and character. As stated in Chapter One of thisigh®avey and her audiences must have

%5 For further discussion of the performativity o§liéan identity see Walker (1993) and Butler (2004).
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the same perception of the connotations used ifptidormance is to be effective in
projecting a concept. Davey comments that her sageMingeeta remains within the
context of a dominatrix, but uses different themdhin that image. For example, one of
Mingeeta’'s headdresses consists of a red bridhfitted with metallic Devil's horns. The
layers of the veil are placed at the back of thaddeess, traditionally connoting that the
bride had married her spouse, ensuring her staus fanctional component within the
society. The horns would traditionally connate that spouse is the Devil, or, to be less
literal, Satanic thought. This suggests Mingeetgersed in the various practices associated
with the Deuvil. In this context, we may assume th& could mean unofficially prohibited
sexual practices, perhaps in recognition that #mug, which caters for a community that is
often taboo in a post-Christian society, is nevadbs present and provides a site for the
community to reaffirm their identity. That the vedmains present suggests that Mingeeta
is willing, but has not yet indulged in these piaes. The resultant ‘innocence’, thus, gives
full reign to the on-lookers’ imagination, enablitie experimentation of both parti&s.
The perception of Mingeeta may, thus, be transfdrinem a ‘dominatrix’ who the club’s
commentary states has been in the Mafia, in keepiitly her tag as “the butch one”
(Davey 2006n) — an icon of a butch lesbian comnyurid one who, by virtue of the
inclusion of a feminine ballerina’s tutu, becomes figurehead symbolising an
amalgamation of different notions of sexuality. $&eincorporate both masculine and

feminine connotations, complete with an idea oypla

% Even if these nuances have not been considertitg emiotic effects are subsumed, and the vatibém
conceived purely as a device to attract atteniiois, nevertheless, attention based on the iddalafo and
enjoyment.

78



In short, ideas which may otherwise not be quiteappealing to a community, which
Davey (2006h) describes as rife with internal, gendle based divisions and an active
notion of identity politics, unless foregrounded Bpme recognisably butch lesbian

characteristic. Butler described this potentidiodisws:

The resignification of norms is thus a functiontibéir inefficacy and so the
guestion of subversion, @forking the weakness in the ngrbecomes a matter
of inhabiting the practices of its rearticulatidine critical promise of drag does
not have to do with the proliferation of genders][but rather with the
exposure or the failure of heterosexual regimes ®vailly legislate or contain
their own ideals. (1993 237)

In addition, Davey proves she can and does embodth heterosexuality and
homosexuality, and as a result, defies the agehbpth. Therefore, in her role within the
venue's performative political community system,nigieeta becomes a figurehead whose
outfits may directly contrast with and, therefoaéter the perception of what butch lesbian
sexuality may be seen to entail. She is exhibingassertive or culturally ‘masculine’
attitude to gaining experience, yet this is seea sssult of her femininity, as opposed to a
particular wish to conform to socially perceived soaline characteristics, which would
come at “the loss of some other [feminine] setdentifications”, as Butler has observed

(Ibid 126).

The “Fool’s” initial innocent substitution becomasdesire to be mischievous or play
Devil's Advocate by experimentation with, and dyal of, the necessity of expected
social norms. In turn, the whole society must adfosdevelop mechanisms for handling

this demonstrated fallacy in order to continueutaction.
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Bornstein’s quotation of the second and third sesds of the Nisker passage is also
interesting, particularly in terms of “revelationghd her repetition of the proper noun
“Fool” (1994 89). She comments that that she rélaatet cards, and it is no coincidence
that she cites LGBTQ people as “Fools” who “climét yanother step on the ladder of
transgender evolution: [who] move toward some wmli awareness and practice”
(Bornstein 1994 92). This chapter will now arguevitbe “Fool” Tarot card can be seen as

an elucidation of the role that the LGBTQ persory piay within society”

The “Fool” is one of the Trumps, Major Arcana, oaimcards, and is often understood to
describe fate, unchangeable characteristics, orjahmey towards spiritual realisation

(Greene 1992). A commonly used version of the adiscribed as follows:

With light step, as if earth and its trammels hititelpower to restrain him, a
young man in gorgeous vestments pauses at the ofialprecipice among the
great heights of the world; he surveys the blueadie before him - its expanse
of sky rather than the prospect below. His actagfer walking is still indicated,
though he is stationary at the given moment; higidcstill bounding. The edge
which opens on the depth has no terror; it is asgfels were waiting to uphold
him, if it came about that he leaped from the heibfis countenance is full of
intelligence and expectant dream. He has a rosaenhand and in the other a
costly wand, from which depends over his right stleua wallet curiously
embroidered. He is a prince of the other world mntfavels through this one —
all amidst the morning glory, in the keen air. Bua, which shines behind him,
knows whence he came, whither he is going, and l®will return by another
path after many days. He is the spirit in searcexpkrience. Many symbols of
the Instituted Mysteries are summarized in thisicashich reverses, under high
warrants, all the confusions that have precedgiMaite 1999 84-85)

In this description, the Fool's countenance is I“fofl intelligence and expectant dream”

(Ibid) implying he is aware of his circumstances #ime opportunities they make available.

°" Since this chapter was written, personal commtioicavith Bornstein has revealed she has begun to
design a specifically LGBTQ Tarot pack. The initinformation concerning her concept can be seen in
Bornstein (2006).
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The personified sun, acting as a representatiagheophysical world, apparently “knows”
his fate, suggesting that that he has a preordapiegsical purpose in society, as is also
implied by the purse he carries. The sun is alsggestive of growth (due in part to
photosynthesis), as well as divine inspiration (daeits position in the cosmos) and
connotes that the character’s purpose is also ctemhéo esotericism. Just as the LGBTQ
person waits to understand the implications ofrtsecial and personal purpose, so too

does the Tarot Fogf.

The Tarot Fool card reveals Bornstein’s concephisf purpose. The card is emblematic of
personal journey, and the wording “[he] tiee spirit in search of experience” (author’s
italics) elevates both the Fool as person and th@ Bs concept to a religious context
(Waite 1999 84-85). He is the embodiment of theamoof being in search of experience,
either its godhead, or its vic&rin the Christianised context of the Tarot (Waig99), the
phrase is reminiscent of the Biblical phrase “I éra resurrection’New Revised Standard
Version — NRSV — Bilhldohn, 11:25). This is particularly due to theimigg article, which
suggests that his way is the prime method to aehibe experience, in this case the

Christian judgement and afterlife. This is confidrie the verse’s continuation:

| am the resurrection and the life. Those who belim me, even though they
die, will live, and everyone who lives and beliewesne will never die.NRSV
Bible: John, 11:25-6)

While Christian belief holds judgement to be therpgative of a supernatural being, the

method of conveying news of the promise of furtfemurrections or spiritual ascendance

%8 |ronically, another interpretation has the dognigithe youth, who walks toward his destructiothat cliff

face. However, such an interpretation may only ppsystems where the appearance of the reveesdds
totally indicative of the negative interpretatiohlternative interpretation holds that both persivedt are
representative, being the positive and negativeasmpf the same issue (Waite 1999).

%9 The noun “spirit” can also be seen as a direcht@part to the Holy Trinity of the Holy Spirit.
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based on the belief in, and concurrence with, al-Fewo, in this case Jesus Christ, is
carried through the memory of the populous in trenfof the Bible. Thus, the utilisation

of the symbolism of the Tarot also suggests thatltEBTQ Fool may also achieve an
afterlife of sorts through the populous’ memoriégh®ir as lives as ‘heroes’, and in turn
may inspire others to follow them. However, the t@tion raises issues of agency — the
person needed to communicate the word of the gadteeathers, to enable those who are

likely to “[believe]” in (Ibid), or follow the FooHero’s ways, to benefff

On the other hand, Bornstein’s vision for the rofehe LGBTQ Fool-Hero is not in the
form of a sermonising priesthood. She instead 8ki¢to that of the tribal shaman, whose

role and life she describes as such:

What's supposed to happen in the instant/eterrdtyben death and re-birth is
that the spirits give the shaman a portion of th#htto take back to this world —
a tiny grain of sand from the vast beaches of usaldruth. But there’s a catch.
The shaman can only hang on to that portion otrin if she or he tells it to
others. If the shaman fails to reveal that portadnthe truth continually to
others, then the shaman is driven mad by the sp(ti994 94)

Such a thesis places high validity on the subjeatixperience of the shaman, or indeed any
individual, as opposed to on the objectivity of thetion performed. At first, this would
appear to reduce the importance of the observatioaflects a specific individual who is
the product of a particular (and unusual) set oftucal circumstances, making
generalisation even amongst a group of similar [geeft could not be guaranteed that all
male-to-female transsexual, Jewish, previously r@olegist, pagan, previously married,

fathers would have the same experience. What i® nsothe extreme subjectivity of the

9 A concept inherent in other main comparative fetig. The Christian version is given here due ® th
modern Tarot's Christianised interpretation.
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experience. While describing a scene — a beachl-aaraction — being given a “tiny grain
of sand” (Ibid), it is notable that the section ¢as the current time) only empirically be
described as religious interpretation of a metaphowvay of describing the intangible, an
emotion or (considering the surgical procedure) ragdnduced dream. The literary
validation of the piece — the acceptance of knogded is objectively the hardest to prove
with empirical data: Bornstein had gender-reassgmmsurgery; she did not die or

presumably even come close to death.

However, the validity of the piece lays not inatgjectivity, but the perspective’s impact on
Bornstein’s life, and indeed on those of her readdRegardless of the biological
construction of the emotions or concept of selfhdbds a powerful motivator that can,
nonetheless, change the objective course of aperite by altering the situations they
place themselves into — where they go and who thegt. Even if one argues against the
notion of the shaman, it cannot be denied thatutiesation, or making physical, of
Bornstein’s theory had had a significant impacttiem world. She is a successful author,
playwright and public speaker whose work is taughéducation institutions across the
world. Her work is used to elucidate the socialstarction of an individual’'s purpose —
regardless of whether its genesis is based on Hjectove-tangible or on something

intangible that can nevertheless lead to physitaihge.

Judith Butler's comments on the nature of LGBTQ glecand their subsequent place
within the socially-constructed meanings system giae further insight into the person’s
social purpose when giving their “portion of thath” to others (Bornstein 1994 94). In
Bodies that Matter: On the Discursive Limits ofxseButler argues that discourse must

continually reiterate notions of sex and socialamsthndings of the body as “bodies never
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guite comply with the norms by which their matasgation is impelled” (1993 2). She then

comments that

Such attributions or interpellations contribute that field of discourse and
power that orchestrates, delimits, and sustains wiach qualifies as “the

human”. We see this most clearly in the examplého$e abjected beings who
do not appear properly gendered; it is their vemnanness that comes into
guestion. (Ibid 8)

This statement gives credence to the notion thatdialogue concerning an LGBTQ
persons’ humanity, as raised within the conceptaymative social criteria, is indeed what
makes this social priestly role possible. The comites’ perception of the shaman in fact
enables their role. A dualism exists in a numberegdmples of LGBTQ criticism.
Theorists, including Butler herself, as can be saedhe preface t@odies that Matter: On
the Discursive Limits of ‘sex’1993) display a tendency to write in two different s/le
The first is the more obviously academic, in whichl esoteric and theoretical issues of text
are raised (for example, “[the] camera of coursgplrecisely to this desire”, Butler 1993
133). The second is an almost confessional stylehwdocuments the impact of the
creation of the theory and the critic’s person#trenship to it (for example, “... a white,
Jewish lesbian from Yale’, an interpellation whalo implicates this author in its sweep”
1993 133). The ‘humanness’ of the author is higiied as the reader is made aware of

them as a private person disclosing personal views deeply personal subject.

The author’s evaluation of their own relationshopthese differences, on the other hand,
causes them to seem intellectually more than hurnaimg possessed of the ability and
intent to evaluate these perhaps hidden relatibhsy are indeed the Fools who seek to

guestion the unknown, apparently invisible powdatrens within society, regardless of
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how far into the process they have gone. For examipl respondent Rose’s (2006)
statement “[LGBTQ identities are] not normal [...]trthe norm. It's not like I'm saying
it's not normal because it's strange, it's becaymsere not the same as them... why am |
worse than [them]?” Such a role is indeed priestlgeeking to gain understanding of the
world and its social functions. Perhaps what makesh critics utterly compelling and,
therefore, able to convey their message, is thery wumanity — their willingness to speak
and allow themselves to become a subject of digmusOne appreciates others’
experiences more deeply once one encounters ortleisggmwith them directly, and the
critic’s honesty illustrates another aspect of thial nature of the LGBTQ priests: their
ability to communicate comes from stating their oexperience in terms so bold and
personal, that they appear both more human dueeteftect of such honesty on the reader,
and at the same time achieve an almost carnivadeaguof super humanity, one that is
capable and willing to understand and feel all humgperience, and to guide others on the
journey. The concept recalls Mary Beth Edelsonsomoof “offering ‘images of [the] body
as a stand-in for the Goddess™ (Carlson 1998 1u9)ffers a site for the articulation of
these ideals, but with the important bridging aspleat, as the body is only a ‘stand-in’ or
perhaps a cipher for the idea of the divine or tbgcal, it is still able to link directly to

human experience, precisely because of its matgrial

Bornstein cites The Sisters of Perpetual Indulgesesuch Fool-Heroes (npg., accessed
10" September 2008). They are a community organisatian utilise performance, but

who do not discuss on their website any of the queak near-death experiences that
Bornstein stated were part of the shamanic expegiefhis obviously raises questions as
to Bornstein’s utilisation of the term shaman, he &erself states a connection between

shamanism and mortality (1994 94). However, antblagical sources will now
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demonstrate that there is historical precedencetter notion that changing personal
identity, rather than near-death experience, isrthiatory prerequisite for the role. This is

cited in Laurence Senelick’s “The Sham in Shaman”:

Among the Pelew islanders, the phenomenon of messarg and behaving
like women for life was believed to occur when méde spirit chose a man as
her inspired mouthpiece. In a number of casessliaeanic sex change occurs
in order to merge with an androgynous divinity: fiee Sious it is the moon, the
Altais a Supreme Being referred to as ‘mother atder of man’. Among the
Araucanians of the Southern Andes, sex-changingnaha are taken to be
manifestations of a bisexual supreme deity. (2000 1

This raises questions concerning the motivation tfeg individual’s change. In this
example, the emphasis is placed on the influenextsfrnal agency, that is, the change is
said to occur when the person deosen This is, however, open to interpretation, as

Senelick suggests that:

The reasons for a shaman turning into a woman amahess into a man, are
manifold: possession by a spirit or the spiritarsé for a mate, the need to
communicate with a divinity of the opposite sex tesire to assume certain
attributes associated with one’s sexual antithéiisl 18-19)

In this case, the agent of change is uncertaint sssuggested the role is assumed in
accordance with the shaman’s own “need” or “desice”[transfigure] into a heightened

self [or gain] a total identification with what §i@pposite or beyond” (Senelick 2000 18).

It is important at this point to note that there debates as to the shaman’s own perception

of the shamanic art, as is illustrated in Glorialérty’s, “The Performing Artist as the

® The utilisation of identification with another gena is a technique that is still in usage todapdth
Eastern and Western magical techniques. See “Thendggtion of God Forms” in Tindsley (2002).
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Shaman of Higher Civilisation” (1988). Anthropolsts have understood the practice in
ways that range from rationalisation to the susippensf disbelief to the point of an
adoption of the respondents’ faith. Johann Georgl@nperceived that the use of sleight-
of-hand in rituals constituted sheer confidencekéry and was evidence that, contrary to
the shaman’s claims, they did not actually belitvey were communicating with spirits
(Flaherty 1988). At best, this perspective suggéstsshaman uses their communities’
naivety to enable them to act in their best intsrest worst that they aimed to use their
deception to strike fear and awe into their felloitizens purely to further their own
interests. Conversely, Paul Egede found shamanappeared to retain their belief to the
extent of incorporating missionaries’ Christianityo their worldview and ritual structure
(Ibid).%? Claude Levi Strauss deemed the activities to tieialised form of psychoanalysis
(Ibid), regardless of whether the shaman believesy wwere communicating with spirit
entities or consciously utilising a concept simitar Jungian archetypes as a means to
resolve dilemmas by offering advice from a varietly character-based perspectives
(Young-Esindrath and Dawson 1997). As Flaherty iissér any shaman to be able to
appear to interact with any such force suggestegreg of innate showmanship and
charisma, thus the role of the audience — or themsin’s community - must also be
considered. The shaman’s ‘star quality’ could gakdve been interpreted as a form of
super-humanity, as Flaherty asserts (1988). Thisespossible the role’s social function
through the individual’s personal popularity, asstiwould facilitate the resolution of
conflicts and encourage the community to engagéual activities simply to spend time,

and be associated with, the shaman.

%2 For example, a shaman stated he knew the Chridéaven existed and was beautiful as he had vigtited
himself while spirit journeying (Flaherty 1988).
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Such debates demonstrate that the function of tibal tshaman as an elder of their
community, as opposed to as the broker of contaitt &an external spirit world, is the

universal factor of their role. Therefore, the raksumed by Bornstein’s (1994) LGBTQ
Fool-Hero is also based on the activities and peeformed, rather than contact with
external spirit agencies. Bornstein’s own concddt®BTQ shamanism is also based on

experience, perhaps on a more secular level, astates:

[Shamanism] all sounded fairly esoteric until | iunto the terms of my very
un-esoteric life. | died a virtual death, not owly the operating table, but in
terms of a key aspect of my identity, and then $ weborn into the world. For
me, the in-between place itself was the truth | masle aware of: the existence
of a place that lies outside the borders of whatdturally acceptable.
(Bornstein 1994 94)

Having established the esoteric basis for shamaaistnthe social role it facilitates, it is
necessary to consider that the activities it mataieare also a subject of debate. In a
review of Aldhouse-Green’The Quest for the Shaman: Shape-shifters, Sorceneds

Spirit-Healers of Ancient Eurog2005), Hutton comments:

The problem that has developed is the total lackmf agreed definition of
what a shaman actually is or was, and thereforehaft 'shamanism' actually
represents. To some a shaman is anybody who i®segly expert in dealing
with a spirit world to assist other people in tllene community. More often,
the term is restricted to such experts in tribaliesttes, and, still more often, to
individuals who communicate with spirits or deitibg going into trance.
Increasingly, the lack of precision accorded to tte¥ms is causing
anthropologists themselves to abandon them as prockictive of confusion
than useful analysis. (Hutton 2005 64)
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From the evidence of anthropological sources dssdisBornstein herself can be seen as a
shaman (1994% Her work, which ranges from counselling in thenfoof self-help
manuals (Bornstein 2006) to writing her own thegtegformances, such as “Hidden: A
Gender” (Bornstein 1994), could indeed be seerat@li[revealed her] portion of the truth

continually to others” (Bornstein 1994 94).

As a result, Bornstein’s reference to The SistéRerpetual Indulgence is also appropriate,
despite the contextual differences (1994). The grose their LGBTQ status to aid their
spiritual development and in doing so, contributeaaticular role to their community by

performing as a demonstration of the incongruibepersonal identity. Their utilisation of

a nun’s garb is reflective of the universal culttaaceptance of the notion that clothing
magically transforms the wearer. The ‘spirit mod&fi’'magical efficacy suggests that the
use of attributions particular to the supernatfoate entices it to aid the shaman in the
stipulated task? This assertion — and the implicit way in which tseaman aids his

community — is only appropriate in a paradigm inickhthe shaman is open to the belief
that these entities exist. In a society that doetshold these beliefs, the effect of the
clothing is psychological (but not in the magicédsuse of the term), relying on a
communal recognition of the artefacts to override tultural symbols given by the Fool-

Hero’s biological sex. This causes the shaman feeapin the manner merited by the
artefacts apparent, enabling them to respond vetiabiour appropriate to the gender they
are representing. In contexts where religion, belrespiritual/personal progression is a

recognised cultural force, this enables the shatoammanscend their biological sex and

8 As opposed to a shamanka, as she has changetseméle to female.
% For definitions of magical models, see Tindsle§Q2). For further information on the historical gedence
of these models, see Chambdrse Medieval StagguotingThe Golden BougfL903).
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humanity, enabling them to become a manifestatidcheforce they seek to projeéétThe

Sisters of Perpetual Indulgence state on their ineetigat it facilitates their activities:

We are very dedicated to our calling and our vogfect our commitment to
our community. If you look at the work traditiomalns do, and then look at the
work we do, you will find many similarities. Theyimister to their community.
We minister to our community. They raise fundstfer needy. We raise funds
for the needy. They are educators. We are educaB®s any significant
differences? The list goes on and on. (npg., aecesd’ July 2006)

For instance,

Sister Rox! has long seen herself as a bridge lestween and women and
between the gay and straight worlds. With the bofdy woman and the sexual
desires of a gay man, Sister Rox! considers heftisalFgay” and openly defies

gender norms while embracing her own form of “agéraus”. Since taking

her final vows in the year 2000, she has continbed gentle campaign to
educate, liberate and fornicate. (lbid, accessdl July 2006)

Bornstein implies that true Fools are by naturarfdgender” (Bornstein 1994 92). The term
“transgender” appears to denote one who transgregssder representation boundaries as
part of their performance. Such is also the indionafor the examples of the community
shaman shown above, where Sister Rox!'s accounhasmes her conceptualisation of her
own physicality as “androgenius” (npg., accessdt 10ly 2006), which, although a comic
and apparently frivolous term, nevertheless ineégaterious intent. It apparently derives
from her conceptualisation of her gender and seixigaitity as a cross between traditional
male and female, straight and gay models. It idiedphat this informs her “androgenius”

(Ibid), which (a compound of the two words, ‘andyng’ and ‘genius’) suggests the

% As in the case of The Sisters of Perpetual Inaidgewho state that their attire is designed tit] “[f
in with [their] community” (npg., accessel! July 2006).
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unification of traditional identity models results a superior understanding of their

context.

Moreover, this informs her understanding and plalsiepresentation of what she believes
to be the best and most suitable conceptualisatidndividual sexuality. Therefore, the
suggestion remains that in order to be able to stanifor the public, the shaman must
themselves be transgendered. The notion of a shemixed gender identity does,
however, pose potential difficulties for the proers of a pastoral role. As Butler

comments:

Pastoral power is thus that form of power by whica administration of the

soul takes place. The claim to really know the switthe other, and to be in a
position to direct that soul toward good conscieand salvation is a powerful

one, and only certain well-trained individuals @&rea position to make it. By

accepting the knowledge about themselves thatfeseaf, those souls who are
administered in this way come to accept that th&tqpehas an authoritative
discourse of truth about who they are, and comspmak about themselves
through the same discourse of truth. (2004 161-162)

If we read this statement replacing the word “sdibid) with the word ‘gender’, we can
see that the activity ceases to become emancipatoeyely placing another set of
stereotypes on the Querent, or those seeking gdisdbe pastor becomes their role model.
Therefore, it makes sense that another model ofaitmgyg gender is found, one not
constricted by a fixed identity. In order to dosthihis chapter will now demonstrate how
Bornstein’s theorised LGBTQ priesthood may be medifto provide less constrictive

guidance, both to LGBTQ groups and to mainstreacresp
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In a number of cultures, pagan festivities incogped cross-dressing to celebrate the
coming of summer (and in some instances continwoteo). The primary historical basis
for this assertion is that the traditions evolvetbithe festivities of the English Mummers
plays, where males continued to play female partstories that have been argued as
representing fertility rituals (Miller 1996 and Rtp 1971)*° There is no evidence to
suggest that these males were considered to begader beyond the parameters of their
performancef’ It is their willingness to adopt the feminine ralad engage in subsequent

understandings that effectively transgenders them.

Roger Baker provides a useful distinction to untded the phenomenon, suggesting that
this ‘drag queen’ has both a “secular” and “sacré&te and function (1994 23). The
“secular’ is essentially defined as human inteaactiwhile the “sacred” is the personified
representation of, and brief affinity with, a spidl figure (Ibid)®® The Mummers plays
may not constitute ‘serious transgendered perfoo&aas they utilise comic imagery
(somewhat inherent when a large male physicalsnatts to portray female form) and do
not overtly aim to engage a particular gender disgm. They are, however, a serious
representation of religious belief, and would beated as such by the performers. The
comedy acts not, as Baker (1994 29) asserts, tinsdi’ the effect of the drag queen, but to

highlight the incongruity of the performance and fhe audience at their ease in order to

% Whose characters were so important their namee Ilsawived. See “Of Agricultural Worship” in
Chambers (1903).

%7 Leslie Feinberg has stated that such activist® wemossed-gendered because they didn’t just aioesss,
they also adopted the names, identities and fdm@lationships of another sex” (1996 75). Feinbalgp
refers to Davies (1975) to support his case. Howemedoing so he appears to actually misrepretient
situation, as there is no indication that the stetes’ actions were performed for anything othantpolitical
expediency. Practically speaking, it may well hbeen more possible for a male protestor to mergettire
populous if he made the effort to “curl the coiffedrsehair [wig]” rather than simply looking likena
imposter (Feinberg 1996 75). It does not denotésh w change sex or gender role.

% See Chambers (1903 and 1933) and Brody (1971)pTamtice continues today in neo-pagan festivities
where male and female (not necessarily cross-digstbough this does happen) are physically reptesl
to honour a physical representation of the diviné pray, or magically work, for good harvests. Tikithe
practice at the Oakleaf Circle Pagan camp (cuyémld in Masham, Yorkshire).
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deliver the more serious religious message throagplay engendering liminality. A

personal ‘queering’ occurs when one consciouslsas clothing perceived as particular to
the opposite gender. Prior to the performance,vibarer focuses on the person they
become in these clothes, and will psychologicaltggrate this new identity into their own

concept of self as that character for the duratibthe performance. This is particularly
because they are playing to an audience of their community, and are, thus, aware of
how they will be perceived as individuals and witlieir vicarious role. As a member of
their community, they do indeed combine the fackshe “secular” with the “sacred”

(Baker 1994 23) aspects of the divine concept Hreyattempting to embody. The newly
transgendered actor represents the epitome of éemalstery due to the personal

regeneration of the ritual play.

Rather than either the sacred or the secular eleffgiffusing]” (Ibid 29) the other to
make the performance ‘suitable’ as a religious, tpatt of the power of the performance
comes from the realisation of both the audiencethadactor that the so-called sacred and
profane can be present at the same time. In conmauimg religious plays and ideation, the
presentation of the main character by an actohefapposite sex — that which is ‘other’ —
represents a form of profanity. Miller calls thiteet the “lie’ at the heart of theatre” — that
“its actors pretend to be someone they are noterevHthe starkest example of that
impersonation [...] comes in cross-dressing” (Mill96 2). It focuses the narrative on the

ability of the actor’'s body to convey esoteric naggs regardless of the individual's
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physiological sex — and begins the process of sy what other socially accepted

boundaries may be traversable.

Gender-crossing performance enables an evaluatioother social systems as it is
shamanic to the extent of its ability to confertbe individual the power to assume the role

of the community educator and leader, as Bornsteserves:

[The] fool became the fool by flexing the rulese thoundaries of the group,
and this is antithetical to the survival dynamic mbst groups. A group
remains a group by being inflexible; once it stet its borders, it's no
longer the same group. A fool, in order to surviveist not identify long with
any rigidly-structured group. When more and mor¢heffool’'s work is done
for a particular identity-based group, the fool ®®es identified with the
group. The fool is indeed foolish who serves a speaterest, and will
quickly cease being a fool. (1994 92)

The role of the theatrical cross-dresser is a lighéctical one not solely concerned with
spiritual development and realisation. As Millernooents, “The woman-man of folk
drama would develop into characters such as thebeessive transvestites, but she
developed her role offstage as well. Revolutioretors took the lessons of misrule and
applied them outside the bounds prescribed” (19986ndtances of this are illustrated by
the Wiltshire rebellions of 1641, and ‘General Ligdavives’ in Gloucester in 1812,

amongst others, all of which utilised cross-dregsin

In 1641, in the dairy and grazing sections of Wilts, bands of men rioted and
levelled fences against the king’s enclosure oirtfegests. They were led by
men dressed as women, who called themselves “Laggnsington.” In May
1718, Cambridge students followed “a virago, or manwoman’s habit,

% In a similar way to the concept that the wordirfgradigious texts contributes to their status asresa
artefacts because the work supposedly representseDnspiration. See “verbal inspiration” & Dictionary
of the Bible(npg., accessed 10th July 2006).
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crowned with laurel” to assault a Dissenting magtimouse. Two years later,
labourers in Surrey rioted in women’s clothes, ahdid-century country men
disguised as women tore down the hated tollbootius tarnpike gates at the
Gloucestershire border. (Davies 1975 148)

The physical effects of these skirmishes rangerh frehat might be viewed as vandalism
motivated by the need to express a political mesgaghe actual destruction of tollbooths,
perceived in this instance as an instrument offome oppression. Davies comments that
under the law of the period, women were not consii@ccountable for their actions, due
to perceptions of femininity connoting foolishnaasthe “Dame Folly” tradition (1975

147). Thus, by utilising feminine garb, the maleters masked their identities and were
able to blame any unlawful activities on their warvfelk and, therefore, ensured a lesser

sentence for themselves.

However, in a shamanic context, it is telling tBavies states that in those times “women
could pronounce on law and doctrine only if theyevwgueens, had unusual learning, or fell
into an ecstatic trance” (lbid 146). Over and abd¥avies’ thoughts on the men’s
utilisation of the female image, the shamanic méesl any females present) were able to
use the perceived frivolity associated with femityinthe mental abandon connoting
ecstatic trance, to enable them to think creatiaely use the disguise to communicate their

political point. As she then comments:

[The] males drew upon the sexual power and enefglygeounruly woman and
on her license (which they had long assumed ativasnand games) — to
promote fertility, to defend the community’s intst® and standards, and to tell
the truth about unjust rule. (Ibid 149-150)
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They gained the backing of their community usindisguise that had traditionally been
associated with joyous fertility rituals (perhapgpiying that the use of the clothing could
ensure a beneficial outcome), and, thus, aidedshiz@nanic leader to affect the changes
desired. The disguising costume enables the shamdo more than temporarily inhabit
the power of their society’s image of the feminibef to in fact embody the theological
carnivalesque principal associated with fertilitgieh was held to conduct regeneration and

change.

However, considering oneself a shamanic leader,appdopriating the role regardless of
support, is very different to being proposed by ¢benmunity and actually being given a
series of behavioural powers with which to leadeSé are the differences between the
essentially intellectual, pastoral role of the modshaman, and the political role through
which issues with external communities must be lahd As a result, there are
discrepancies in the argument that LGBTQ peopleirara social position to act as the
communities’ shamanic leaders. The first discrepasdhe authority that enables them to
lead, whilst the second is the decisions to be mladeibal cultures, the shaman was often
marked by transgender appearance or behaviour -moaiy effeminacy in males. This
was considered to indicate that the spirits hadsehoa person in possession of the
necessary clairvoyant qualities to fulfil the roleday, leadership and authority is formally
conferred by a vote of the community, or in a gahshow of support, often after the
person demonstrates their leadership qualitiesutfiratheir activities! This is the case

with many of those involved in the LGBTQ civil righmovement. Yet how is the site of

0 0f course, the latter function was also a ceptaai of the traditional community shaman’s role.

™ In the current political landscape, where, despiggliamentary votes formally conferring on
candidates the position of leader, there is neek¥#is often speculation as to whether the candidate
has the personal characteristics, such as charjemd use the shamanically associated term,
showmanship) that are popularly associated wittoffiee.
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the leader's power to be identified, particularlyai community marked by its diversity and
differing personal attributes, yet where no quaatie criterion can demonstrate whether a
candidate can lead others on a course of actionp tleee themselves decided? This
guestion is of particular pertinence when one awrsi the impact of notional equality —
when no form of sexual or gender identification awsequent boundary-crossing is held

as more advanced than anotffer.

Butler argues that this power of decree (and, tthesstatement of prescribed action) is the

citation of pre-defined authority:

Hence, the judge who authorises and installs tiuatsoan he names invariably
citesthe law that he applies, and it is the power of ttitation that gives the
performative its binding or conferring power. Ariibtigh it may appear that the
binding power of his words is derived from the ®wf his will or from a prior
authority, the opposite is truer; it through the citation of the law that the
figure of the judge’s ‘will' is produced and thahtet “priority” of textual
authority is established. (1993 225)

It is necessary to demonstrate that this is nattlstithe case in order to detail how the
formulation of the concept of law makes possibke shaman’s role of ongoing leadership.
In the legal system, the judge cites the law timabées them to formally sentence. They
are, however, able to decide the terms of its epptin within a series of pre-set tariffs and,
therefore, give the law as theoretical concepatsial physical presence. The law itself is a
formal acceptance of a collection of theories gateel through parliamentary Acts — Acts
proposed by people and given common parliamentsgrd. More importantly, however, it

is the willingness of others to recognise and act®pjudges’ decision and authority that

2 Although, as Bornstein notes, there can be afuieyan terms of the individual perception (1994).
3 In the same theoretical vein as Butler's commentgiender in “Variations on Sex and Gender: Beayvoi
Wittig, and Foucault” (Butler 1998 615).
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enable the sentence to be followed, rather tharap@. Simply citing a law does not

enforce it — recognition of the judges’ behaviosilaamark of authority does.

There are also accepted behaviours in the LGBTQnuamity, often associated with the
embodiment of ‘othered’ sexuality or gender roldeTknowledge of what this otherness
entails — its behaviour — is the physicality of thens-boundary shamans, and their site of
power. Theyare the law by virtue of the fact of their being. Asey develop their own
notions of identity and social structure — and intgatly demonstrate the implications, they
change what is considered to be possible. A paatianstance of this can be seen in the

case of Dave Dale, considered by the respondetetviewed inMen in Frockgo be

...one artist whom everyone from the far edges ofghg movement and the
gay scene seems to admire. His existence showarthatelligent and thinking
artist can tackle ambitious subjects and still Fjoub audience’s attention...he
has been concerned to stretch drag until it allsoaps, examining on stage
what it means to be a drag queen [...] and contigugliestioning his
audience’s preconceptions. (Kirk and Heath 1984 112%)

This forms a part of a non-repressive discoursehith the pastors’ role is not tied to their

own, predefined aims, but enables communities wBiater determines are

.. hot to be discovered but to be constituted thinofogce of truth. The force
lies in the rhetorical quality of the master’'s adiscse, and this rhetorical quality
depends for a part on the exposure of the disondt®, has to explain how far
he is in his way of living from the true principldsat he knows. (2004 163)

In turn, this can affect the decisions made bycthamunity - as can be seen by the various
political groups, such as Outrage! and Stonewdibh When campaign to challenge external

oppression. Their law of simply ‘being’ can itsbEé formally agreed and written down as
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the constitution of the type held by many politigabups (Jay and Young 1992). These are
actually operated to allow for the development efwnstructures and facilitate the
individuals to become community educators, pastansl, political leaders. These leaders
perform to educate and encourage their commurabesit the potential social role of the

LGBTQ person and also empower them by voicingitessage.

In conclusion, the realisation that one’s sexuatitygender status contradicts expected
social roles causes a reconceptualisation of thtengal ‘purpose’ of the individual.
Precedents for such a role exist in anthropologicabunts of tribal shaman, who utilised
cross-gendered identities to guide their commusitiepastoral matters. However, specific
LGBTQ identities are not a pre-requisite for thater as much as a willingness to engage in
othered gendered behaviours which enable an uladdisg of one’s community and
provide the shaman with the power to display tbain ‘law’ as mutable. As a result, they
are able to lead their communities both in spititnatters, and in those concerned with the
liaison with the external social groups. In shdmgse willing to embrace cross-gendered

identities are modern day shaman.
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Chapter Three: What's Our Message?

[There] is a language and a rhetoric of comedy a#l astablished and as
practical in its assumptions as the language aetbric of public speaking.
Comedy, too, is an art of persuasion... (Charney 280

Charney’s notion of comedy as an “art of persuds{tind) is central to conveying the
message of modern drag performance. The previoapteh considered what has been
termed as ‘the search for heroes’ alongside thengs of Kate Bornstein and a number of
anthropological sources in order to argue the $sdomportance of the willingness to
understand and appreciate non-heterosexual andnt@dly, transgender identities.
Furthermore, it posited that this enables LGBTQeiis to act as social leaders through
their ability to decipher and critiqgue previoustcapted norms. The next obvious question,
therefore, is the method through which these LGBh@man become figureheads of their

communities in order to spread knowledge of thisicalveries.

With reference to Kevin McNeal's performance ethraphy “Behind the Make-Up:
Gender Ambivalence and the Double-Bind of Gay Selth in Drag Performance”
(McNeal 1999) this chapter will argue that despligparate geographical and community
settings, drag performance conveys a number ofigailideologies concerning gender and
identity. Using ethnographic analysis, it will theontrast performances at The Birdcage (in
Leeds), @D2 (in Nottingham), The New Penny (in Llsgeahd artist Chloe Poems’ one-off
appearance at a night club aimed at heterosexadiéanchester. This will demonstrate
how the style and content of the performances flsienced by factors including the
anticipated audience and local geographical comtpufihe analysis will focus upon the
suggested sexuality of the performers and the mati@a community space to examine how
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they are used by the performers to instigate iotena and an empathetic relationship with
the audience. Each performance will be shown ticatd how the drag artists develop
artistically while drawing their audiences’ attemtito social and identity-based issues
without alienating them as paying clients. Methtmachieve this aim will be shown (with
reference to the criticism of Maurice Charney 1@8@ Davis Rider Robinson 1999) to
include performance techniques such as comedyhandtilisation of popular culture as a
means of establishing interaction. It will show hthve performances constitute a dialogue
on the role of modern drag with the communitiesisgrroots, who have variable social and

personal expectations.

Now, local drag performance is not the sole presedfvthe LGBTQ community, as Kirk
and Heath (1984) have documented had historicdlignobeen the case. The visual
spectacle of drag has become more acceptable tostream audiences as a result of its
similarities with pantomime (Mander and Mitchenst®¥3) and the popularity of cross-
dressed television entertainers such as Danny leadRd Lily Savagé’ As a result, drag
performance has also become more widespread asagmteent on the local club circuits
and its popularity has ensured its diversificatimnaddition to openly political drag acts,
there are others offering an approach utilisingratizrs and musical sets that are more
readily comparable with vaudeville (Mander and Méoson 1973). Though diverse in the
form and content of their displays, these varioedggmers are connected by their cross-
dressed attire. In order, therefore, to qualityiassess the performances and messages
purveyed by the modern drag community, it is imaottto evaluate a sample group that
represents the entertainment offered across thetrape (Gilbert 2005). Variables will

comprise of venues catering for audiences witheddfiit anticipated sexualities by

" For detailed discussion of La Rue and Savagethsefifth chapter of this thesis.
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providing disparate types of entertainment wittna genre. Each analysis will encompass
performance theory and ethnography, as drag idyrdimited to the concept of the
theatrical fourth wall, and instead will often inde techniques such as direct audience

interaction”®

The first section of the chapter concerns a nigbtakith a primarily heterosexual client
base whose performers aim to entertain, albeit aigubtle political ideology. The second
section will compare two nightclubs, both with ppednantly LGBTQ audiences, that
offer contrasting performances which aim to enberfaut whose ethos is geared toward the
depiction of LGBTQ identities and providing sengcéor their community. The final
section will focus on a LGBTQ performer’s didaatisnveyance of a political perspective

through entertainment in a predominantly heteroskexenue.

Before examining the community performers themsetemust be made clear that their
performances take place in a different entertairincentext to those of the intentionally
political drag displayed in the open public spastere the Pride carnivals are based. As
will be demonstrated in Chapter Four, carnival dasgs to educate its participants through
the promotion afforded by occasional (often annapBcial events held within the public
sphere. In contrast, many venue-based drag penfm®satake place frequently (often
weekly) within permanent, enclosed settings. Whttike presentation of a performer whose
attire or behaviour marks them as potentially LGBEQuld be construed as a political
statement of visibility, this message can be sulesuby other aspects of the setting. The

shift in the temporality and environment of the ecoumity events causes a difference in

’® For the analysis to be manageable in a thesisoofdpal length, this sample group is necessariyriced
to four diverse acts.
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emphasis and outcome. The community events aréonetoffs’ designed to engender
change, but reflect variable levels of the commesitdesire for stability as they instead
highlight the continuation of a weekly routine. $hs particularly the case in venues like
those of the sample group (The Birdcage, The Nemneand @D2) where a regular
audience and performers’ weekly attendance may timei potential for the liminal game-
playing otherwise offered by a carnivalesque, lalidtmosphere (Bernstein 1986). In such
venues, both the performers and the audience barnigble aims and objectives week by
week — but will, nevertheless, attend with a reab@knowledge of the entertainment, the
social groupings of attendees, and the establishedes of appropriate conduct. Their
willingness to engage in different activities amdlte fully open to the surprise of the
moment will be negated (Gilbert 2005). Participawilf, in short, understand and enter
into pre-established roles. These are likely toaheamalgamation of the norms of their
immediate peers and the conventions they expec¢noounter at the venue and its
surrounding environment. These performances aréef®m a showcase for the benefit of
outsider onlookers, as they are at the carnivdl,abel a reflection and, to some extent, a

celebration of the individual's performance and éfvent’s community®

In order to argue that performance can be, andsed to convey messages, it is firstly
necessary to identify the messages’ intended extipj as they will influence its style and
content. The Birdcage nightclub in Leeds’ uniquBiree point is a relatively lavish drag

cabaret performed twice a week. It has also plégst to a “Drag Idol” talent contest, and
as a result, it could be assumed that the venuddwwovide a reasonably large, central

location catering for the LGBTQ community. Thiswewver, appears to be a slight, though

8 “Community” here is used to mean a group of indlidls who have come to the event with expectatiéns
what they will see, rather than a community bougdtbnstant attendance at the venue or one bourad by
single common characteristic such as sexualityl{@uis 1983).
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understandable, misnomer. Respondent Samuel Ba0i6J2 the former “Drag Hostess”,
described the venue as “mixed”, meaning that iemafor both the homosexual and
heterosexual communitiés. Although The Birdcage is welcoming to the LGBTQ
community, it is situated well outside of the amhat houses the specifically LGBTQ
orientated and run establishments. These are thdateards the edge of the main city
centre and offer a peer group and an understamdititeir lives and culture. The Birdcage
is, instead, found amidst a cluster of establisitm#rat do not offer the entertainments or
environment often associated with LGBTQ cultureistiiendering a visit from community

members unlikely?

It is important to establish how the venue’s layantd décor may influence anticipated
clientele and facilitate the conveyance of the mgss inherent within the drag

performances. Although the venue has some phyaittdutes that may be associated with
LGBTQ culture, these are also able to reflect risnpry clientele, heterosexual females.
Whilst it no doubt reflects the calculative mediarket based on economic rather than
communicative processes, the quality of the au@isnexperience is, nevertheless, of
utmost importance in order to market the product@Jail 1997). This demonstrates that
drag entertainment has diversified and can appethket mainstream community in which it

is geographically situated. Outside the venue]eviggon screen details special offers and
photographs, depicting a ‘party’ style atmosphdtrdeatures images of the drag show
alongside crowds comprised mainly of young, dandergales. The appearance of these

women is not suggestive of the lesbian stereotyse most have physical attributes

" Ball is in his mid-twenties, is from Wakefield,dis Caucasian. He toured the world as a violinésbre
developing his drag act. He has performed in dtbgver the world.

8 The Birdcage is one of a chain of venues owneRihl Entertainments, whose webpage — despite a name
connoting homosexuality — is adorned by a man andraan who are obviously intended to be considased

a couple (npg.).
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associated with femininity, such as long hair a@denling clothing (Probyn 1997). This
suggests that the venue aims to attract a heterakfmale audience in order to encourage
the attendance of heterosexual male customersarctseof romantic liaisons, a target
market confirmed by respondent Samuel BAllhis is confirmed by the information on the
venue’s promotional website, which defines its sgég as catering for ‘Hen Nights’ — a
rite-of-passage excursion where brides-to-be daldohol, dance, and socialise before

symbolically committing themselves to their spousesy., accessed 10th August 2086).

As a result, the design of the venue’s geograplhication and décor appears to be targeted
to appeal to this female audience. It is located imajor pedestrian area alongside other
bars and clubs, and has a glass frontage revelaknigteriors’ pink decor and a large, well-
lit reception area. This gives the impression that venue is open and inviting. On the
other side of the door, a large, but comparativelgerstated painting of The Birdcage’s
logo is crowned with an effeminate drag queenngjtiemurely sideways on, with her legs
crossed. She wears a mini-dress that is not itf gsening attire, indicating that she is
representative of the entertainment and not thentle. While this logo connotes
entertainment historically enjoyed by an LGBTQ @amde, it also represents the
glorification of feminine culture, as representey the trappings of a costume that are
highlighted as they alter the onlookers’ perceptiba male and render them recognisable
as a female. The continuation of the thematic fyp@tion of the feminine is visible through
the glass frontage, revealing walls painted in ghhtone of pink. The sheer volume of
colour alludes to the venue’s selling point: higktylized entertainment aimed towards a

female audience who are encouraged to luxuriataniratmosphere promoting the self-

n Ball's (2006) words, “we target the girls whddring in the boys”.
8 This is the English variation of a widespread omst
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conscious construction of femininity, regardless@fformity to conventional desirability.

Itis, in short, a celebration of the social coastrof womanhood.

The main client space is divided into four areastage, progressing backwards to a lower
and upper floor, and the lavatory/rest room. Tlagestis raised around a foot higher than
the lower-level floor and is enclosed by the owutall on one side and by the disc jockey’'s
booth on the other. It is used by the drag artidten a performance is in progress, and as a
dance floor by the clientele at other tift€his physically separates the performers from
the audience during the show; though probably &alth and safety reasons, this highlights
their differences and gives the performers an &ithe exotic. They are not, however,
depicted as untouchable or aloof as the dual ushgiee floor space creates a feeling of
familiarity as they share the same territory wtik audience. On the lower floor in front of
the stage are a number of circular tables surrailibgechairs, and behind them is a wall
mounted with railings that reach about four-feeghhiand mark the higher level. That
furniture facilitating group conversation is giveach prominence suggests the attempt to

generate a friendly ethos within the vefitie.

The entertainment is reflective of the informatigiven on the venue’s website. Prior to
10pm, when the first cabaret is staged, the veswedicated to dancing and interaction.
Hen parties and those on the VIP guest list werebyweébrag Hostess Samuel Ball (who

has since left the venue and others have takepldug). ‘Her’ role was to show the clients

8 probably in order to maximise the types of entent@nt offered.

8 The researcher spent some time talking to therise@ersonnel about the club itself. Typicallyeshwere
positioned at strategic points. Although it wasaclhey were closely observing the scene and anualy
spoke to the clientele to disrupt any causes ofomaoncern, it seemed that part of their functiceswo
maintain the club’s friendly ethos, as they wetteoto be seen chatting happily to the guests ofther staff,
such as the bar team, acted in a similar fashiben seen dancing for short periods in betweenimgstound
to carry out their duties.
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around the venue and to their seats, before ssioigland dancing with them. While the
use of a named and advertised Drag Queen Hostadd saggest an immediate emphasis
on the exotic and outlandish, Ball appeared to erage the guests to feel comfortable. His
manner was warm and friendly, and during our ineawnext to the bar area, he was
frequently approached by regular clients who hedtadously befriended over an extended
period of time. Ball's drag persona was presentethe tradition that aims to represent a
normative female. During the fieldwork exercise, Wwere a simple, v-necked blouse,
tailored women'’s trousers, subdued evening makeang,a realistic, short, brown, curled
wig. Indeed, his presentation was so close toe¢hsafe stereotype that he was hard to spot
amongst the other clientele. Drag queens in thédysgtamorous style utilised by some of
the performers at The Birdcage may appeal to moddan Night audiences as their
appearance is a conceptual mixture of the glotiboa of feminine icons and the

performers’ male physique and demearitur.

This creates other advantages for a venue aimingtttact a female clientele. As the
publicity stipulates that the entertainers are dmigts, the audience may assume that they
are homosexual as a result of their willingnessdisplay femininity in contrast to
heterosexual male stereotypes. Therefore, in thgepice of non-heterosexual males (who
will not, they assume, find them sexually attragjiany pressure the women may feel to
look attractive, rather than enjoy the entertaintnisnalleviated. To a group of women out
for the evening, the drag queen is seen neithemasnknown female competitor nor a

maternal authoritarian who will judge or query thieehaviour (Rupp and Taylor 2005).

8 This perspective of drag queens was suggestecedpondent Kerryn Davey, and was based on her
observations of the behaviour of her fellow malefqreners. It is in direct contrast to Marilyn Frgerather
generalised assertion that “gay man’s effeminaay @onning of feminine apparel displays no love of o
identification with woman or the womanly... It is asual and cynical mockery of women” (quoted in Rhel
1993 162).
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This allows the women to relax in their company amelv the interaction with the drag
performers as one which takes place on a basismfadeship — a facet of the venue’s

style that will prove invaluable to the conveyantéhe drag shows’ messagés.

The venue’s ethos is relaxed, as is its diverséeaund® Even early in the evening, many
patrons were dancing — not only on the stage,Ibatia the aisles. The music was provided
by the disc jockey, Miss Orry (pronounced withldéitemphasis on the ‘o’, thus sounding
like ‘misery’, presumably to indicate a comicallysanthropic drag persona) who took the
clients’ music requests when passed to her in thedx®® Featured tracks included Robbie
Williams’ “Rock DJ” (Williams 1999) and Blondie’sMaria” (Blondie / Destri 1999), both
of which are staples of both heterosexual and LGB&Ques (probably as a result of their
simple beat, which facilitates dancing, and th&pressiveness, which encourages mimed
participation)?’ In keeping with the emphasis on the venue as wigep of celebratory
events, Miss Orry also read out congratulatoryaastifrom the clients to mark occasions
such as birthdays and impending nuptials. Thusdthg performer takes on the role as the

audience’s friend

Having established a relaxed and friendly atmosghdiss Orry encouraged the audience

to move into more ribald territory by offering padic, yet raucous, commentary on their

8 These observations were in direct contrast toetlhiddcNeal (1999), possibly as a result of ThelBage's
drag queens’ faux-glamorous style and the atterifioished on the female audience members to eimterta
rather than challenge them.

% They comprised a cross-section of society, rangiog groups of young women in the typical nighkclu
attire of short skirts and revealing upper garmeotsvomen wearing day-time clothing, such as teosisind
blouses, to men wearing formal shirts and thoseingdaseball caps and t-shirts. Their ages rarfiged
approximately eighteen to fifty years old.

8 Miss Orry’ is in his early thirties, is from Hueédsfield (in West Yorkshire) and has been perfogmin
professionally in musical theatre since the agifteen. He has performed in drag across the world.
87“Rock DJ” was parodied by the performers at @ D@rdumy field research.

8 This presentation is somewhat at odds with theersommon relationship, displayed in abundance a2@D
in which the communication between the drag queehthe audience is comically antagonistic. See also
McNeal (1999).
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sexual expectations and on hers and the staff'sreqres - and presumably fictionalised
lives® Knowledge of the varied potential client group epmd to impact on The
Birdcage’s drag queens’ performances. They wouldc Heeen aware that the majority of
their audience do not identify as LGBTQ. Interagtafirectly with the clientele, the Drag
Queen hostess and Miss Orry made sexual allusiotieeselves as female (though they
were clearly not), often regarding imagined trysith male audience members. As a result,
there was a fine, theoretical line preventing tloeal confirmation that visual gender

gueering was occurring on stage, whether or nandact’, in front of the audience.

At these points, the performers apparently intenibelde perceived as inhabiting a female
role. As a result, they were able to refrain fromy aven jovial reference to what would in

reality constitute homosexual relationships, eithsr male and male, or as male and
transvestite, which would risk appearing to questive heterosexuality of their audience
stooges and potentially cause consterndfiohhey were also at pains to reinforce the
performative, playful contextualisation of theirnsments. These were bestowed using
hyperbolised devices, such as asides and stageevbjswhilst retaining eye-contact,

before tilting their heads in a different directittnlook out of the corner of their eye. They
then looked directly at the main audience, whicte@d@s a distancing device reiterating
their presence as performers on the stage. Thisreg\vthe interactive bond with the

individual stooges and, thus, the playful suggestibrelations. It also confirmed, both to

8 During the field research, the police enteredrtfaén club and walked amongst the customers foroat sh
time. The researcher was informed later by a soguwiard that this was due to routine fire-safetnitoring.
There did appear to be a disproportionate numbpolife and the researcher was uneasy, as othgrhama
been. Miss Orry, however, effectively dispelled thiese atmosphere via jokes suggesting that theepoby

be strip-o-grams and by stating that she likedcpgolis ejaculation wiped off their yellow visibiligoats
easily. Subsequent events at the venue suggegtoliee were more concerned with crowd control, and
indeed, it did have a reputation for misconduct lgsb local people. The researcher did not, however,
witness anything approaching unruly behaviour dytire field study.

% Such as is detailed in a reaction to a perforrh@harlie Brown’snight club in McNeal (1999).
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the individual at whom the innuendo was aimed antheir potential peers, that the drag
gueens’ actions were for their entertainment. Iswatended to welcome them to the
venue’s community rather than to ridicule them. Tbhenedy aimed to amuse through the
contrast between the offer and the low appeal efpitoposal — recast during the show as
the offer of sexual relations with a rather braspinster, due to the drag persona. The
oblique evocation of the homosexual taboo suggeiadthe audience could indulge in
some supposedly transgressive behaviour whilst irengawithin their sexual comfort
zone. From that theoretical vantage point, theyicctegin to critique the performance’s
meanings from an outsider perspective before levamce to their own lives and culture
becomes apparent. The primary importance of thekgue allusions to homosexuality and
gender-queering was to prepare both the audiendetran artists for the performance,
suggesting that, as the drag queens can play alderok, they can also be used to

represent a female role model.

At 10pm, and thereafter periodically throughout #vening, the stage was cleared and the
client-dancers moved back to main area with minihegsitation to watch the cabaret. This
indicated that they viewed the performance as tegrmal part of the event, and in no way
as an interruption of their other activities. A jeaor screen displaying the club’s
promotional material (reiterating its status asradpminantly heterosexual venue) was

lowered in front of the stage while it was dressed.

When the stage was set, Miss Orry moved next toptbgector and mimed the female
falsetto introduction torhe Best Little Whore House in Texasng “A Lil" Ole Bitty
Pissant Country Place”, (Hall 1982) while the pctpe showed the United States national

flag, followed by a cartoon house. This is a tiadil style of cabaret (Newton 1979) in
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which the performers mime and act out the conténh® song. It is an approach that is
common to many LGBTQ venues where the artists eithek the inclination or the
technical ability to sing the female roles convirgly. Miss Orry exited as the female
dancers entered the stage dressed in the mal®@fidaggarees, although with undisguised
feminine facial features and their own hair tiethibd their heads in the ponytail styfeAt

this point the animation on screen changed to esaf revolving cartoon guns. The
dancers performed a simple, two-minute long roupaeodying the southern American
‘redneck’ stereotype, although beaming rather tip@ming (as is often the case with such
routines) presumably to prevent alienating the feraadience by presenting them in a less
than attractive manner. They left the stage as k& miancer entered and performed an
acrobatic routine before exitiigThe projector withdrew to reveal the performeiting

on bales of hay, represented as follows: a maidinga traditional smock, but substituting
a negligee for an apron, dusting both the perfosneard the furniture whilst holding a
Moses basket as a dustpan; a tall drag queen weariregligee and stomach padding to
indicate pregnancy; and other performers who wéaging female parts wearing similar
negligee sets and blonde beehive-style wigs. Taetivities revolved around occasional
play-fights and comic erotic gestures, such asihglthe male dancer and massaging his
chest. During this display of supposedly deviarivéag, Miss Orry stood at the front in a
long, glittering, red dress, miming the narrationtlie song, which described her house as
an uneventful place where “nothing ever happengll(982) while simultaneously listing
the exact compromising sexual situations beingopered behind her. The performance
culminated with the performers forming a line anoving from the back to the front of the

stage whilst executing high kicks until the segnmesded.

1 Possibly because it is difficult to hide long hais respondent Kerryn Davey (2006e) has commented.
%2 He also wore dungarees but was topless. His perpoghe company’s website is described as behry “t
beef’, or object of sexual interest.
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This performance set the pace for the overall thefmne evening — that of incongruity.
The segment is broadly comic as a result of théaposition of the contrasting action and
dialogue, exaggeration, and the subversive outcdmis. is an example of what Babcock
refers to as “symbolic inversion”: “any act of egpsive behavior which inverts,
contradicts, abrogates, or in some fashion presenédternative to commonly held cultural
codes, values, and norms be they linguistic, lfe@ artistic, religious, or social and
political” (quoted in McNeal 1999 348). The narmrddknowledge of, and participation in,
the illicit activities is clear evidence they arendoned, and are indeed a frequent
occurrence, suggesting that the house is a broftiefirst glance, there appeared to be
evidence suggesting that the show was misogynastet aimed to ridicule the ‘women’
represented as the performers’ costumes indictieid deviation from socially accepted

standards of femininity and normality.

Moreover, the juxtaposition of the alluring negbgeorn by a rotund drag queen wearing a
novelty short, black wig, and the exaggerated hHexflthe rest of the performers’ beehive
wigs, appeared to suggest that femininity was bedegonstructed and the concept
‘woman’ was being ridiculed as unnatural, ratheanthbeing presented as a neutral
construct (Butler 1993). However, particularly ivetlatter case, the comedy derives from
the visual exaggeration of a currently unfashioedtdir style at odds with the norm. The
comedy is an ironic comment using fashions as aifesation of the notion that a

woman'’s social role should be based upon her sidiwnisn a patriarchal society, literally

as maids or as decorative sexual partners. Howthiermotional social role was evidently

considered illegitimate by the female audience, Wiéduoghed, cheered and clapped in

recognition of the obvious celebration demonstrdtgdhe group, who were shown to be
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able to subvert their circumstances for their ougagure. These ‘women’ presented on
stage were not subservient to men, but dressedopatively to gain their own sexual

pleasure and earn financial independence.

Maurice Charney has commented that “...comic actisndeveloped by repetition,
accumulation, and snowballing”, (Charney 1980 88)civ was clearly the case here. The
case for this perspective becomes clearer as #oe progresses and the ‘women’ control
the male dancers and finish the performance w#lr fabilant can-can, their domination
shown by a drag queen using balloons to imitateengehitalia. Interestingly, the female
audience cheered. Indeed, the performance direstjermined notions that ‘proper’
women are those considered the most ‘feminineteat suggesting those able to use the
culture to their advantage. The female dancer®opedd the same dramatic function as the
drag performers, indicating the uniting factor bé tshared cultural experience of women,
regardless of appearance. The maid’s dress, ik ctartrast, was a traditional depiction of
female servitude due to her acceptance of a sebprgated role. Alternatively, the
utilisation of the male dancer, whose apparentyangnt of erotic subjugation underpinned
the drag performance, suggested feminine dominaras=cause for celebration by male
and female partners alike. To a heterosexual acdigho may be unfamiliar with other
forms of sexual relationships, such as those rtistl graphically by @D2, the comic
exaggeration functions as the first lesson on hbesé traditional sex roles can be

overcome and, indeed, subverted to the benefibtif parties.

The performance exemplifies a comic model of empowat, which has been described
by Charney as: “...a way of mastering a fearful, utate and mysterious reality [where]

we may play at roles and positions for some temyaedvantages and without being fully
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committed to them” (Charney 1980 157). Performedatoaudience who are likely to
include brides-to-be, the performance is a hypéhbetemplification of how women can
assume authority within marriage whilst also gragtithe sexual privileges to which
patriarchal society has arguably become accustoribd. women may live the role
vicariously through the drag queens, thus ensutivr participation in the audience

represents:

... a play element. [As the audience] are kiddinguatb[and] serious at one
and the same time, and the exact proportions df fisdfle the audience, who]
may not really discern the strength of [their] omotives until [they] test the
reactions of others. They may either inspire usgtoon or dampen our
enthusiasm. (Charney 1980 158)

“The reactions of others” (Ibid) in this case may that of male partners. It must be
remembered that unlike informal cohabitation, naayei and civil partnerships involve a
change of status, a formalisation of the union treatitionally results in the bride adopting
the groom’s surname and, thus, becoming joinedstdamily, and in connotation at least,

discarding her former name, familial structure atehtity.

For the modern, largely heterosexual audience,cusresult in a basic battle of wills for
the appearance of dominance. Charney goes on taneomthat “if we admit that
aggression is a powerful component in many jokesstll need to define the exact status
of that aggression” (Charney 1980 157). The aggredsrms at the convergence between
traditional notions of marriage in which women aeen as compliant, and contemporary
perspectives that hold both parties as equals,rdkgs of who actually ‘wears the
trousers’. Unfortunately, the performance does paivide a solution for this final

conundrum, focusing instead on the benefits offémeinist model in which women take
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charge of the satisfaction of both partners. Du¢h@ presentational style, this obliquely
feminist message does not significantly alienatéermaembers of the audience, ensuring
the continual attention of all. It is a messagerappately in tune for the first act of a drag

performance in a predominantly heterosexual venue.

The second performance was a rendition of the bgue song “You Gotta Have a
Gimmick”, from Gypsy: A Musical Fabl¢Styne, Sondheim and Laurents 1959Jhe first
drag performer, in the role of Tessie Tura, entevedring a natural-looking blonde wig
and a blue dress constructed from light-weightatfttg materiaP? It had extensions
connected to poles that ran along her arms that rsheipulated to suggest wings.
Furthermore, it complemented her slow, delicate,veantents and made her appear
graceful. She began by miming the song’s quasiewad introduction to the art of
stripping. Her gimmick was revealed to be the wingghe costume and her ability to high

kick. The second performer, in the Miss Mazeppa,ralore a costume based on that of a

% The song’s solo segments were performed in ardifteorder to that of the original musical film.&kcore
used by the venue was that of the 1963 film dicedtg LeRoy. It would be easy to level accusatiofis o
misogyny at the original piece, which depicts thg, sjoung Gypsy meeting strippers who give her @ps
how to perform. While attractive, the visual costrébetween themselves and the younger, more natural
looking Gypsy would appear to make them unlikelyipgers. Furthermore, their well-pitched, but
unsustained singing voices, and, in the case o§ Wiazeppa, inability to produce a constant notehen
trumpet, suggest a comic routine stemming from rafiécting, desperation, rather than an erotiptese
that revels in its ability to incite laughter thgiuironic self-depreciation borne out of the relan that the
gimmick is substituted in the place of genuineralllhey have neither excessive beauty nor skdlteve to
resort to gimmicks to add interest to their bodigkjch are constantly on display through their aoss.
This suggests that “to be a star”, women must firethods of demonstrating their ability to fulfilcapted
notions of femininity as a talent in itself, padtiarly grace (indicated by one costume’s wingspubg and
suggested sexual availability (indicated by thétkgthat draw attention to the shapeliness of tmgsipal
form), and sexual availability (suggested by tlmmibone prop). In contrast, Gypsy is initially awets the
notion of stripping itself, presumably believingtd be immoral, and, therefore, her eventual girkmic
becomes one of trickery — using parts of her costanthe stage dressing to hide her body whileasmaves
her clothes. Her trickery enables her to shieldrhedesty whilst also providing titillation by stihating her
audience’s imagination of what her body may be, ldedid the real Gypsy Rose Lee, on whom the ralsic
is based (npg.). While Gypsy uses her intelligeticearve a successful career without contravenieig h
morals, she and the other strippers are nevertheldy seen as able to succeed by appealing tmémein
the audience, whether this is by erotic stimulatiarthe case of Gypsy, or bawdy comedy that diyeantd
somewhat crudely suggests their sexual availapifitthe case of the other three characters.

% The costumes used for The Birdcage’s performaneee wimilar to those used in the 1993, made-for-
television, production of the musical that was clied by Ardolino.
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Roman centurion. A rather aggressive version ahifenity’ was emphasised by cones
covering the breast area. She wore the same blacksnin the previous performance, and
her physique was comically highlighted by the cdotls skirt, which sat just underneath
her stomach, and by a criss-crossed leather lslbtitlined her girth. Her gimmick was a
trumpet, which was highlighted by a dance in whstle timed pelvic thrusts and lowered
the instrument to coincide with the drumbeats ia thusic®® The final performer, as
Electra, wore a skin-coloured body-stocking withebktars covering her breasts, genitals,
and buttocks. In addition, she wore a fluffy, bhexk-piece resembling curved wings. Her
gimmick, as is traditional, was revealed as thgestayhts were dimmed and the stars she
wore were shown to be lights. After the individussgments, the performers paraded

around in a circle before the number ended.

“You Gotta Have a Gimmick” (Styne, Sondheim and femis 1959) gains different
connotations when performed as part of a drag ealoaer thirty years after the original
was filmed. It is now focused less on the mechawitsubmission and more on the
individual’'s potential to change their circumstasite achieve their goals. In the twenty-
first century, women earning a living by exposihgit bodies are no longer viewed solely
as submissive ornaments of male patriarchy. Ceilebissuch as glamour model Jordon and
television presenter Abi Titmuss (who came to publitention following a sex scandal),
are now publicly acknowledged as capable busineswmem who have mentally, and in
some cases physically, developed their assetstén, @nd manage, their chosen caféer.

Importantly, like the strippers in “You Gotta Hawee Gimmick”, these women are not

% A rather crude interpretation of this action mayabcomparison of the flare, or bell, of the trutrtpethe
vagina, suggesting that musical dexterity, like segual relations implied by the thrusting actioecomes a
method of self-fulfilment.

% Indeed, in a centenary survey conducted by thkGaiides AssociatiorGirlguiding UK (npg.), suggested
Abi Titmuss was the “greatest influence” on youngnen.
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considered to have outstanding beauty or perfow@mdtlent, but have instead capitalised
on gimmicks to make themselves famous. While tlggsenicks relate to different aspects
of hetero-normative sexuality, these women are eribeless, perceived as being fully
aware of these perceptions and in control of thedies. They are altering themselves to
manipulate heterosexual male desire to assimhaims$elves into the public consciousness,

develop a marketing brand and, thus, ensure theess®f their other endeavours.

In addition to these women’s use of gimmicks besngilar to that of the comic and
slightly downbeat characters faypsy: A Musical Fabl¢Styne, Sondheim and Laurents
1959), the rise of so-called reality television helsanged the nature of celebrity
dramatically. It is now unnecessary to have padictalent or business acumen, as the
exposure offered to the public by reality teleusmprogrammes, such as documentaries and
talent contests, ensures they often gain short-tierme?’ Celebrity career longevity,
however, is maintained by sustaining the publiostmual interest in what is, nevertheless,
the reproduction of a gimmick through an approgpriaiilieu. The success and comedy of
The Birdcage’'s routine, therefore, lies in the aude’s recognition of the lyric's
significance in this modern context, and the penfens’ inventiveness in displaying the
gimmicks. The performers are, after all, males Wwhwe found a market in which to earn

money by performing in drag as a specialist prodtct

Moreover, the performance demonstrates how ‘orglinget liberating) this gimmick can

be, once the performance platform is establishedil@Athe original version of the song

" Indeed, participation in the reality televisioncdmentaryEssex Wive€2002), was glamour model Jodie
Marsh’s platform to a media career. The Girl Guifesociation (npg.) survey indicated that 48% otd Q5
year olds would like to appear on reality televisio

8 Respondent Ball (2006) stated that part of theaetion of drag performance was the financial relsar
available.
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upholds the notion that highly developed physicad anental attributes are necessary in
order for the bearer to be classed as a womargrége queens’ performance succeeds by
simultaneously achieving and deconstructing bathc@nnotations and denotations. The
male performers masquerade as, and at times acessfigcl enough to be mistaken for,
females as a result of the show. However, theiudoon the accentuated display of
mechanisms connoting sexuality indicates what Buibmsiders to be the denaturalisation
of the concept itself (1993), which The Birdcaggsrformers draw attention to by
contrasting the gimmick with the audience’s knowedof their male physicality. If
femininity is considered to be the display of &ftiites connoting femaleness, then the focus
on gimmicks intended to emphasise feminine dispfegugh the musical disruption and
pelvis thrusts in the segment makes this apparentininity appear an unnatural,

hyperbolic and illusory construct in this context.

Charney has defined burlesque as “a damaging thké one’s work or manner,” — a form
of deconstruction (Charney 1980 15). But the pemtrs’ actions should not be seen as
“damaging” (Ibid). This indicates a process of rnegathat suggests no redeeming features
other than the instigation of mocking laughter. Hoer, the drag queens are not
performing in order to titillate an audience, bgt @ method of highlighting and, thus,
dispensing with the notion that their physicalattiveness is the main subject of import —
this cannot be the case as their accentuated ampesr are highly varied in contrast to
social perceptions of beauty. As a result of thisversion, they are able to earn money for
their skills in comedy and dance, transforming aoly their product, but the context in

which it is provided. They are in control and areinlg paid and watched as skilled

% This does not automatically mean that they arept@oning the women playing the roles in the films,
because to do so requires the majority of the awdi¢o be aware of these other versions of the shander
for the three to be comparable and, thereforenéble the humour to make sense.
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entertainers, akin to theatre professionals, ratier as people who simply happen to look

attractive or alluring.

Nevertheless, as in the filmed performances, therachers’ talents are displayed in a
limited fashion — kicks are high, but not impres$ivhigh'® Their self-confidence allows

them to manipulate the audience to encourage emf@itientification and the perception
that they are proud of their abilities, but arelimg to “find joy” in situations where their

display is lacking and use it to their advantageléRRobinson 1999 37). They are, thus,
able to reference their developing, comradely i@hahip with the audience and “seek
complicity” (Ibid 41). As a result, the segmentrfae a direct contrast to the depiction of
idealised womanhood presented in the previous padoce. It allows the performers to
vacillate between being understood as male andlée(iicNeal 1999) to depict common

concerns that relate directly to the self-perceystiand aspirations of the ‘ordinary’ people
in the audience. This suggests that audacity, rdtiem perfection, is more likely to be a

pre-requisite for success.

In contrast, the third cabaret act presented thelieane with an alternative
conceptualisation of drag performance. The projesteeen was again rolled down in front
of the stage area, displaying a large, jewellddescrucifix which slowly rotated sideways
against a dark background. Miss Orry entered wgaaiblack cassock and realistic, long,
blonde, wig — while another performer, also wearmmgassock, crossed the stage and

placed a crucifix around Miss Orry netk.The other performer then left the stage area

19 The performers at The Birdcage are trained inreetyeof theatrical disciplines and underplay thesents
(Rayne 2006¢).

1 Miss Orry, complete in a wig reminiscent of Madaisnhair, gave a convincing impression of the sitsge
performance style, suggesting Butler's theorieg@efder-crossing are more to do with the utilisatidn
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while Miss Orry kissed the crucifix, before starglistill to a mime the first verse of
Madonna’s song, “Like a Prayer” (1989). The prapecicreen departed to reveal the other
performers, and the company began an energeticedautine. The dancing was heavily
choreographed to involve relatively complicategstthat the named dancers and the drag
performers alike performed as a trained dance &paghieving the same stances and
maintaining the rhythm to indicate that the perfance was intended as a serious rather
than comic piece. It elevated the show from the mmom perception of cross-dressed
performance as rather crude entertainment, tootteativerse and malleable genre unafraid
of utilising self-consciously controversial matériehe performance was, thus, much more
dramatic than the previous numbers and demandealuitience’s attention by defying the
concept of drag as a purely satirical art form{heesexpectation that the performers would

remove the cassocks to reveal disco clothes wds woted.

The audience’s enjoyment of the piece appearecetbased on their recognition of its
astute reproduction of the subversive message thenrsong’s promotional video (npg.).
Miss Orry gave a realistic impersonation of Madgnreferencing the singer's sexual
gimmicks by recreating a section using a simulateghsm as a physical demonstration of
ecstatic dance and, thus, spiritual evolution. Tbetrast with the performance’s opening
reinforced the cultural importance of the singep®# evolving public persona has ensured
continued fame that has facilitated songs that Heeguently provoked debate on the
relationship between sexuality, religion and raci@vicClary 1991). The performance,

thus, developed the previous act’s message thanigiks could gain the public’s attention

culturally accepted signifiers than one’s biologyrimary focus of much performance art within t@&BTQ
community (Butler 1993).
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to ensure success by demonstrating, through thiersae$s’ knowledge of the video, that

they could also be used to create a lasting cuilituzact.

The final performance, of Tina Turner's song, “RiVgeep — Mountain High”, (1966)
continued in a similar vein, with Miss Orry agairopiding an astute impression not only
of Turner's movements, but also of her charactee ®as supported by the two female
dancers miming as backing-singers at the fronhefdtage, and the rest of the performers
dancing at the back. So convincing was Miss Ompgdormance that the eventual removal
of her wig (to reveal her short, masculine haiesfydnd concurrent display of disco-style
dancing (at odds with the tempo of the piece) actbs stage at the song’s conclusion,
separated her persona from that of Turner and astélde demonstration of the possibilities

for personal development offered by performance.

As The Birdcage is a mainstream, heterosexuallrtaited establishment that caters for a
celebratory, female market, each performance aitngafovide entertainment that would
be actively enjoyed by the venue’s audience to rengs continued popularity. The artists
are, thus, limited in what they can perform, andsitunderstandable that any apparent
subtexts are somewhat obscured by broad comedyemications of popular songs.
Nevertheless, these conclusions are based on thenae’s reactions at specific points in
the performance, most often either laughing or wiatg in a rapt, yet respectful silence in
response to the facets outlined abtf%érhe most striking aspect of the different cabaret

sets was the extent to which the performers’ agmears and actions connoted subtexts that

192 During site-based research, it was impossible doclusively gauge the audience’s reaction to the
performance, and what messages, if any, they pedevithin it. It would be inappropriate to ask ithéheir
views on drag as, as not only was the music veuy,ldout as the night progressed so did the amofnt o
alcohol consumed. The customers would be unatgé/®informed consent to participate in the stuyshrtly

as it would not be possible to explain to themrthights as respondents.
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related to the concept of gender perception retetgatine female clientele. Though perhaps
vastly reactionary in contrast with other artisiscdssed in this thesis, the appearance of
male drag performers (alongside males appearingadss and females appearing as both
females and drag queens) had the effect of deiatagathe concept of traditional gender
roles and their associated cultural expectatihIhe acts then took the audience on a
trajectory that utilised bawdy comedy, firstly, d@monstrate the possibilities offered by
female empowerment within relationships, and selgonthe conscious utilisation of

cultural expectations of sex roles as a mean<cibtée personal success.

After these comic performances, ‘serious’ femalgpemnsonation in “Like a Prayer”
(Madonna 1989) offered a presentation whose referdn a popular song demonstrated
how the utilisation and subversion of cultural extpéions can engender cultural change by
generating debate on controversial themes. The fcademonstrated the art of female
impersonation as believable mimicry in order tohtight the performativity at its heart,
and, therefore, the potential for the subversiomwdfural expectations resultant from the
performance of sex roles. Each performance, howeastained subtexts relating to the
themes of sexuality and personal empowerment thet thapter will continue to

demonstrate are a major facet of much contempdirraiy performance.

The cabaret staged at The Birdcage demonstrateththase of drag artists as the venue’s
selling point does not necessarily entail the preg®n of dramatic dialogue concerning
homosexuality, or indeed, the concept of fluid gamidentity. The chapter has argued that

in The Birdcage (as sample representative of siméaues) this results from focusing the

193 The venue’s (then) manager stated he requirelieludrag performers for the venue, which may be why
the female dancers are used in dual roles. Itfiseable that despite the venue’s continual cagefan Hen
Night parties, the role of the Drag Hostess desiiea time whilst a replacement for Ball was fdun
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performance on the interests and sensibilities mealominantly heterosexual client group,
and, thus, limits connotations to covert ideologspersonal empowerment within a
heterosexual framework. Conversely, one may hypsigbethat the dramatic evocation of
Queer discourse may proliferate at venues whergrafisant percentage of the audience
identifies as LGBTQ. According to this hypothedise performance may represent the
demonstration of empirical evidence incorporated iQueer Theory, ratifying the social
and personal aspects of the assembled communityaassuggested by the scenarios
detailed in Kirk and Heath (1984). Such a hypothésihowever, a generalisation based on
an incompatible secondary analysis. This incompigibvesults partially from the lack of
data with which to validate the findings in linetlvsociological good-practice, defined by
Sarah Arber as “criteria of reliability, validitgnd representativeness” (Arber 2005 270),
and partially as a result of time variables. At tmee this thesis was researched, around
forty years had passed since The Stonewall Riat,aaound twenty years since Kirk and
Health’'s documentation of the emergence of a sedfra, politicised, modern drag
performance community. Reports produced by selitiled LGBTQ journalists asserting
that equality and the social acceptance of nonrtxetermative identity has been achieved
are now commonplace, even in traditionally consirgamedia® The result is the
contention that the very aspects of identity of ehmainstream society had been made
aware by communities considered at the time toessptt alternative genders are now
incorporated into the perception of the mainstredself. This would suggest that
performance investigating these previously ‘altéuea identities could either proliferate,
having become a mainstream concern and, therefares readily accessible by those who

identify as LGBTQ, or could cease to exist as altex the lack of political expediency.

194 Such as former Conservative MP Matthew Parristlert“Finally, I've decided to take the plungen!|'
coming out...” (2007 17).
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Utilising the sample variable of public houses otviaad frequented primarily by LGBTQ

people, specifically @D2 (in Nottingham) and ThewNBenny (in Leeds), this analysis
will now reference original field research, ariisterviews, and the entertainment provided
to demonstrate that the understanding of variaxuaadentities continues to be a topic of
performance, just as it was during the Kirk and tHga4984) survey. The contemporary
variation to this theme is the evolution of a moetaxed approach that reaffirms the
community through mutual empowerment and the engntnof their traditional arts, and

which takes precedence over the performancesigallimplications.

@D2 and The New Penny differ in comparison to Theldage, firstly in terms of their
location. Both are situated towards the edge af tlespective city centres, ensuring that
attendees are likely to have prior knowledge ofrthenction. In addition, both venues are
situated within the areas established as the cigay Villages’, which contain other
LGBTQ-owned or orientated establishments, and dans, anticipate that a significant
percentage of the clientele are likely to identi/LGBTQ and will be aware that they will
be accepted into the social community. There ave/eler, some differences between the

two geographical settings that possibly influer@eéntertainment they offer.

In Leeds, The New Penny is situated at the end ey Briggate, a street leading away
from the city centre. Half way down this street,nypavzenues cater for audiences with
specific sexual interests: there is a heterosefamble erotic-dance venue; two LGBTQ-
owned and orientated public houses, both of whittac a primarily male clientele; the
LGBTQ-orientated erotic supplies vendor, Clone Zoard the non-sexuality specific

erotic supplies vendor, Simply Pleasure. Severatheke venues are situated under a
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viaduct, which may discourage new clientele whandbknow the area. The New Penny is
located past the viaduct and only metres away feomather LGBTQ-orientated public
house (The Bridge) that also offers drag entertaimirDuring the field research, it became
apparent from the clientele’s conversations with tloor staff that they moved between
both venues throughout the evening in order totéopaers® As the neighbouring venues
have differing internal and external appearances,nay assume audience interchange is a
result of transferring peer groups desiring thafferthg surroundings, complete with the

various drag queen DJs.

In contrast, @D2 is situated in a sparsely freqeetridustrial area of Nottingham. The
surrounding landscape is easily visible, and, floeee appears slightly safer than that of the
Leeds venues. The venue is situated next to an @8fentated night club which also

presents a drag queen DJ one night per week, glthibwpens and closes later than @D2,
which minimises market competitid®. @D2’s frontage features a rainbow banner
alongside the venue’s name on the architrave, atidig its client orientation, while The

New Penny simply displays its name on the archatiavred lettering set against a cream-
coloured background. While both venues are offigialassed as ‘mixed’, as they admit
clients of all sexualities, there are, neverthelegsme signs that they cater for the
previously secretive LGBTQ community; both frontagacorporate expansive windows

that have been covered, or blacked-out, preventntsiders from seeing into the

1% The need to move between venues may result frensdhstraints of space; certainly by 10pm, The New
Penny's dance floor was crowded, and a ‘one in, mrteadmission policy is routinely enforced to ypeat
overcrowding.

1% @D2 has a reputation as a pre-club ‘warm-up vewhere clientele go to drink and socialise befaing

to the night club, NG1. Several of the performer&@#®?2 moved next door to attend the night club wihery
have finished their act.
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establishmentY’ In turn, this may have the effect of making theppear somewhat

exclusive to the casual passer-by.

These venues cater primarily for the LGBTQ commuaitd could be described as semi-
politicised. This is evident from their internaladé and the use of space, which influences
client interaction. In @D2, the interior is splito five distinct sections. To the right of the
main entrance is the darkened dancing area, litisgo’ effects, including pictures and
text projected along the back wall. It is a relalwvsmall space, measuring around ten
metres square, and is further constrained by a suwitchairs and tables positioned along
the outer walls. The small DJ booth is situatedh@ corner of the main dancing area,
adjoining the bar along the continuing back walaced on floor level, as opposed to the
standard, raised platform, its close proximity e tdance floor facilitates conversation
between the clientele and the drag queen DJ. Tikes ghe venue an intimate, friendly
atmosphere. In front of the bar, the venue is édidy a waist-height, wooden wall which,
on one side, has five chairs and a resting shedf,zen area containing low and comfortably
padded seating on the other side. Underneathghtsei entrance to a well-lit corridor. On
the right-hand wall is a rack containing LGBTQ-tethinformation leaflets, while another
spacious and comfortable seating area is on thé%efhe areas are well-lit and subtly
decorated in light tones. When it was visited, tenosphere was overwhelmingly
comfortable and inviting; this layout suggests ttied venue aims to provide spaces for
relaxation and conversation and, therefore, aldergdor the more holistic needs of its

community, such as information sessions hostecehya health body, MESMAC.

97 The New Penny has claims to being the longestimgnhGBTQ public house outside of London, and,
thus, was developed at a time when the illegafityaanosexuality ensured privacy was a paramounteron

198 Five metres further on was the unisex entrandkeetdoilets, which included hand-washing basinstars,
and three cubicles. The users’ gender was indidagadale and female symbols (which the researcherd
slightly excluding on the basis that they rely ba visitor remembering the ‘appropriate’ symbol).
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In contrast to @D2, immediately beyond The New R&nentrance are the bar and a
passage leading into a less well-lit area beyorkrd is an air of privacy in this venue;

clients appear to interact largely in peer grodpsng the outer walls are a number of high,
plastic stools and a resting shelf. To the leftha&f bar, in front of the stools is the dancing
area (which is similar in size to that of @D2) @ondhe right of this is a platform, raised

around a foot and a half above the ground, whighpotses of the DJ booth and a small
amount of platform that is not continuously utiis&Vhile this stage area is open to the
audience, it is difficult to access as a resultt®theight. This results in the drag queen;
unlike those of @D2, also being placed at a digtdnem the audience — making direct
contact difficult, as well as slightly intimidatingas establishing contact necessarily

involves mounting the stage and being in view ef¢howd.

The way in which the staff used the different vente interact with the clients increases
this apparent socio-political bid%. At The New Penny, the clientele have no direct
communication with staff other than the drag quéem tenders (again, suggesting a
homosexual venue) and the security staff at the.d8dhis creates a sense of a closed
community, not unlike any other establishment thdtequented by regular attendees, and
which can be rather uninviting to newcomers. Thok laf additional staff may result from

financial constraints, but the effect remains thma: the suggestion of a desire to maintain

a client group who use the venue because of gstelie, rather than as an entertainment

199 When conducting field research at @D2, the rebearwas given a tour of the venue by respondent
Davey. She returned periodically to the researthereafter, and as a result the researcher seamed t
accepted by the clientele. In contrast, as Anng@|ythe drag queen respondent at The New Penrsy, wa
working throughout the duration of the researcle, sbuld not spend a lot of time with the researchera
result, the researcher appeared to be consideuéd, repturally, an outsider, and was frequentlycvet! by
other patrons. So as not to disrupt the venuergbearcher therefore refrained from a full-scalegtigation

of the premises.

"9This is in contrast to the non-drag bar tendefBhaf Birdcage, who are dressed in company uniform.
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outlet in its own right™ On the other hand, @D2 employs three additiored d@rtists (at
the time of writing, two drag queens and a femhle ueen’) whose role is similar to that
of The Birdcage’s Drag Hostess: when not performasgpart of the cabaret, they mingle
with the clientele and welcome people at the dencourage socialising and point out the
facilities'? It was patrticularly noticeable that while the miijoof their time was spent
encouraging the audience to use the dance flogy,dlso0 moved around the venue making
an obvious effort to put people at their easeh@édxtent of viewing one client’'s holiday
photographs. It made the atmosphere profoundiyndie particularly as they altered the
performed level of their drag personas to suied#ht individuals, and moved away if their
presence was not apparently required. It was aladenclear that while this is a venue
catering predominantly for the LGBTQ community, ig also evidently more than
welcoming to heterosexuals, whom respondent Daveigated to be a relatively small but

regular component of the clientéfg.

Again, the entertainment provided varies greatlijmien the two venues. In the case of
The New Penny, it appeared to be a reflection efdhag queen’s suppositions of the
audience’s concerns, and as a result it changedadically throughout the evening. When
the researcher arrived at the venue at 8pm, there around ten males dotted around the
venue, wearing casual attire, drinking on their cvmd playing on the fruit machines, but
the largest audience concentration was a groupoaiem on the dance floor. Their physical
appearance was dissimilar to that of the women whare heard discussing their lesbian

sexuality later in the evening and they appearedetdeterosexual, and possibly visiting

11 The New Penny is the named location for Leedst-posle carnival celebrations.

112 50me of the bar staff wear gender-normative ciothikile others wear drag as they also perform én th
cabaret.

131n contrast, particularly in the latter part oétbvening, The New Penny does not appear to heaguéar
heterosexual clientele; heterosexuals generakydtas the guests of LGBTQ friends, rather thacoagples,
as in @D2.
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The New Penny as it offered entertainment earlyhm evening. Anna Glypta, the drag
gueen DJ welcomed them, accommodated their mugicests, and attempted to engage
them in banter over the loud musté To their apparent delight, much of her commentary
rotated around establishing their identities arahglfor the evening, which included some
jovial references to the benefits of following sa&x practices. She continued to play the
same disco music, but combined it with banter migar her costume, a nun’s habit. She
utilised the costume as a prop, periodically remgvhe head-dress and placing it around
her leg, in an apparent satireasthodox religion, using it to ‘crown’ the importe of the
lower bodily strata, and, thus, sexuality, as opplo® piety and chastity associated with

the morality and the heddf

By the time the women left the venue, at around@3 the client group had begun to
change radically. Far more people were presentydsevisible majority being male, and a
large percentage presented in a manner refledtiegdnventions of LGBTQ culture (as
identified by @D2 respondent Rose), namely acting icamp’ style and wearing figure-
hugging clothing (Rose 2006). This suggested tmsgo@l and political expression of their

identities. At this point, the conscious performant identity became far more apparent.

Around this timethe venue’s entertainment changed. Several sameesgxes jumped on
to the stage to dance, one couple at a time. Tdh@sees signified a ritualised performance
of the communal acceptance and celebration of heruadity. In the instance of the three

sets of male dancers, there were five distinctiestof action. In the first, they would

114 Anna Glypta, also known as Marcus Rayne, is indtistwenties. He is from Southampton but has
performed in drag in Leeds and beyond for severaty/in a number of venues and has featured on
television.

115 Although the concept of the wimple as a religigasment seems to be based on a fashionable rager t
theological basis.
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mount the stage and visually ratify their appeagaawad, thus, their identity as homosexual

‘regulars’ by greeting the drag queen, as the Mr@. figurehead of the community.

The second section consisted of a ‘performancéeheir culture through hyperbolic disco
dancing. They faced each other, yet did not toudhdicating that participation in the
LGBTQ entertainment circuit was a frequently useetirod of meeting other community
members. Anna Glypta made comments such as “ook,dbhim go!” in encouragement,

and the crowd would cheer or wave.

The third section reflected four distinct levelsméaning, from the public to the private.
The customers dancing on the stage would movece tfae crowd, one behind the other,
and move up and down each other’s bodies, movieg Hands along the outline of their
figure (without quite touching). The couples foadisatently on each other’'s bodies,
apparently oblivious to the crowd, who ceased ahgeand instead returned low “oohs”,
indicating their understanding of the erotic imptions. While this display was a
performance to the crowd, it also had a practipglieation, as the dancers appeared to be

testing the strength of their attractions to edtieio

Having apparently enjoyed the experience and, tfleadfirmed their mutual attraction, they
bent forward in the fourth section in a vague amdntphant simulation of intercourse,
which was greeted by cheers and laughter from tltdence. Finally, they stood apart,

smiling at each other before exiting the stage.

116 McNeal (1999) has commented that the use of dragemgs in this context may be as a mirror of gay
identity itself, as a mixture of culturally accegteotions of male and female.
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When women entered the stage, the display washfantes, although it comprised four
apparent sections. Again, they would greet the dragen DJ briefly before a second
section of dancing individually for a longer periddhey would then touch each other, often
with a mouth-to-mouth kiss, before the fourth smctiwhich involved gazing into each

other’s eyes prior to exiting the stage.

These performances indicated a difference betweerstereotypical development of gay
and lesbian relationships, with the lesbian coupegphasising emotional intimacy,
connoted through the longer dancing period and latkocus on sexual action in
comparison to the men. Both sets of performanceeweowever, celebrations of the
community precisely because they were performefloint of, and thus for, its members.
Anna Glypta’s role in this performance appearetdddo encourage this group expression,
and she would often comment to buoy the dancers keiterences to their sexuality or
appearance, and would encourage the crowd’s vd@anation of the homosexuality

displayed-'’

In contrast, two different types of entertainmergt available at @D2. Up until 10pm, drag
queen CherAround acts as a BfJShe takes music requests and engages the cliémtele
banter which is frequently of a comic, sexual natdioften commenting quasi-derogatively
on their clothing as an indication of their sexuiént. She also highlights the activities of
the drag hostesses, comically admonishing themtheir behaviour which includes

exaggerated playful flirtation with each other awitling clients. The main entertainment is

17 perhaps as a result of the primary clientele b&iomosexual, the performance witnessed during the
ethnography directly affirmed that particular sdityaAs a result, there appeared to be little haliplay or
experimentation with different relationship modésna Glypta has stated in interview that she mamged
personally in liminal performance, and did so witle express purpose of gender development, dancing
intimately with a lesbian from a butch, leather culture.

18 CherAround, or Marcus Maddison, is in his mid4ies. He attended the Guildhall School of Drama.
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a series of cabarets performed by the staff througkhe evening®® The performances
reflect and celebrate the venue’s primary clientelthe same manner as The New Penny,
but with one vital difference: the set is plannedadvance to contain a repertoire of
different styles. Respondent Davey has confirmeddhare designed to appeal to a range of
different clients and to satisfy a range of aesthatd political taste¥® Unlike the other
performances detailed in this chapter, @D2’s cdbate not appear to develop a message
that progresses through the evening. Rather, as deasonstrated during respondent
interviews, they directly reflect the aims and véewf the individual performerd! As a

result, they will be analysed in this context.

As @D2 is a mixed-sexuality venue catering for aetg of age groups, the performances
reflect LGBTQ concerns, but through heavily popstamaterial that enables them to
appeal to the majority of the audience. The fiestfqrmance was a rendition of “A Whole
New World”, the theme song to the animated fiteladdin (Menken and Rice 1992The
presentation was a satire on the original, with dsah’s CherAround donning a different
costume to play the princess to drag hostess Glesiairtlifter's Aladdin. In contrast to the
song’s original context as a love ballad, it wasfgpened as a rampant seduction,
culminating in simulated sexual intercourse. Thdience clapped and laughed through its
duration, particularly at the end — likely in apgegion of its use of drag to reposition the

relationship to reflect an LGBTQ perspective. lithés type of performance that enables

119 These cabarets are typically performed eitheoiss or duets, although the entire troupe partieipéan a
lavish demonstration on special occasions sucteak Blolidays.

120 Kerryn Davey (drag persona Mingeeta Lickolotopissh her mid-twenties and, while originally from
London, grew up in Boston, Lincolnshire. She isrfra largely middle-class background and began dance
and musical training as a young child.

21 The songs are chosen by the individual perforniéngy are then agreed with Maddison as the leafler o
the troupe, based on whether he feels the indilddoave the technical ability to perform the pieard
whether the financial and other resources are aail For example, as Davey states (2006c), ifteno
inadvisable for a new performer to attempt a pireelving large quantities of lyrics, as poor tigioan lead

to the performances losing pace with the rhythm.
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drag to remain accessible to a younger generased @i mainstream media, whilst also

preventing performances from becoming dated.

This theme was also explored through “Hermaphrbdditeynch 2000), which caters
directly for sections of the clientele by referergirelationship dilemmas and sexuality
concepts familiar to the LGBTQ audience. It is &elesong of sorts, in which a man
(portrayed in drag by Davey) discusses his relahgnwith a hermaphrodite who presents
as a femme fatale, and who is portrayed by the didaBhirtlifter character (respondent
Rose)!? In the song, the narrator discusses how his padifters behaviourally and
biologically from that which is culturally expectexf ‘women’. The song represents his
attempts to understand and defend their relatipnstie social pressures suggested in the

narrative recollect a comment by Maurice Charneyhemature of dramatic love:

True love must be difficult in order to be worthfits practitioners [...] So the

playwright sets about blearing the eyes of ther®wand putting booby traps in
their path. Complex erotic psychology is simplifiedorder to work out the set
equations, and the doctrine of love at first sygtuives to be extremely useful to
the dramatist to get the plot underway. It's harthelieve that anyone seriously
credited this notion as an account of human belbayviout it's of course sex

rather than love that the comic dramatist is talabout. (Charney 1980 79-80)

As Charney’s theory correctly asserts, the protagsn underlying concern is the
consummation of the relationship, and the sondle tiHermaphrodite” (Lynch 2000)
indicates that the comic “booby trap” (Charney 198@80) is the obstacle that bars sexual
intercourse from being completed. The narrator'seoations enable him to appreciate

Hermaphrodite’s differences to the social norm mdeo to accept the relationship by

12Tony Rose (Claudia Shirtlifter / Shit-Stabberigis early twenties. He is from a middle-class
background. He was planning to resign his posa®@a regular performer at the venue at the regtfibs
substantive employers, an information technologyany.
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viewing them instead as eccentricities of her attarathat add interest and an empathetic
understanding between the pair. This must be cdetbla order for a sexual relationship
to be enjoyed without qualms. As the song endsr therformance establishes that the
acceptance of this difference results in pleasaseliermaphrodite ‘anally penetrates’ the
narrator via simulation, much to his apparent agipten’?® Thus, as Charney states:
“lonce] the audience faces up to the sensual natbirost love comedy, it can better
appreciate the obstacles that are introduced teerttak rewards more delicious” (Charney
1980 80). As a result, the performance suggests UGBTQ identities can achieve a
pleasure principle, which develops from the congelation of the social fulfilment of the
self (espoused by the feminism of The Birdcageyeib-definition governed by the mutual
acceptance of difference, rather than conformitthweiccepted codes of sexuality, be they

heterosexual or otherwise.

Possibly to provide a contrast to the performameesiously described, and lessen the risk
of alienating some sections of the audience, Rohikams’ popular song, “Millennium”,
(Williams 1999) was parodied to comically admontble singer's supposed arrogance.
Respondent Rose, dressed as an older version d&wal complete with paunch, made
disparaging comments chiding the singer for seHesision. While the performance is
obviously didactic, it also provided a more subtteessage that paradoxically both
contested and encouraged the visibility of LGBTQuse politics. This resulted from
Davey's drag presentation as the young, cocksutléaviis. In this guise, she presents a
typical drag-king performance, a hyperbolised aonhic version of masculinity, in which

she transforms her body and wears clothing enaldieg to approximate Williams’

123 As a result of Hermaphrodite’s name, a pun onntaghrodite’, it could also be assumed that both
partners can enjoy the other's sexual penetratisnboth have a penis and an orifice. As a reshst, t
relationship can be considered to have the poteatize truly equal.
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persond® As a result of her performance, she demonstratels #us, promotes the

contestation of socially prescribed gender attabut

Drag kinging is an art form associated primarilythMesbianism, and Davey’s ability to
perform as such forms the core paradox of her ngestathe audience. For while there is
anecdotal evidence of the resistance of social goatation amongst the LGBTQ
community (Sinfield 1998%° the reduction in homosexuality’s status as a tao
relatively recent; part of the politics of modenGBTQ identities is the sexualities’
regulation. While LGBTQ identity suggests a limipaactice of sexuality that differs from
the heterosexual norm, this very liminality is doicted by the expected development and
display of the new identity to enable its categtits according to its social circumstances,
effects and appearant®.These ‘other’ identities and subsequent idensifleecome the
norm themselves, and their commercialisation ersabkesy assimilation into the culture
through the purchase of their iconography (sucthasappropriate hairstyle, clothing and

literature) in the hope of earning acceptance.

To refuse to assimilate is to challenge the esthéd politics of identity. As stated in
Chapter One of this thesis, Davey was working asvénue’s barmaid when her sexual
orientation was publicly contested by a customee tlu her lack of conformity to an
anticipated stereotype. As @D2 is an establishnmotved in LGBTQ community work,

its liminality is enabled through the supposed pot& offered by this identity.

124 Close resemblance is difficult to achieve as altes her thick, long hair, which is impossibleitace in
a wig.

125 However, survey respondents are automaticallylénteialised as they are propelled into a role ricl
there is pressure to appear either knowledgeabte display logical ability through which to undensd
sociological concepts.

26 This can be seen particularly with reference sbilen and drag-king cultures, whose sub-identitielside
‘stone butch’, ‘stone fem’, ‘boi’ and ‘daddy’, tame but a fewl¢sbian.comnpg.).
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Furthermore, it implies the possibility that theafstthemselves will identify, and be
identifiable, as LGBTQ, and will be figureheadstioé community. Davey’s performances
utilise this liminality to challenge the audiencassumptions of identity by illustrating her
lesbian sexuality in a variety of contexts. In finst instance, her ability to perform in male
drag is contrasted against her ‘Drag Hostess’ asléhe lesbian, Mingeeta Lickalotopus.
She provided empirical evidence as to why the aagie should redefine their
conceptualisation of lesbian performance as a trestilseeing her non-stereotypical
portrayal, rather than basing their views on preeptions of what lesbian performance
‘should look like’. The activating factor in thelagonship is moved from the onlooker’s
perspective to that of the individual, challengiagd sometimes reversing, many of Judith
Butler's theories on gender, particularly that abadentity is activated through the
individual’s relationship with an onlooker (1998)avey’s performance is an approach that
effectively emancipates those who do not conforndémtity stereotypes by reiterating that
they are part of the community and should be tceate such. Obviously, while such a
suggestion is apparently rather radical in the exnof the respondent's community, the
use of oppositional characters nevertheless risleselyn creating more supposedly

‘legitimate’ identity categories.

Davey's performance, however, avoids this diffigulif one presupposes occasions in
which her performances are considered ‘real ancerrde the onlooker’'s prior
expectations and perception. Davey uses both &mst third-person pronouns when
describing Mingeeta (“[and] she’s very bold and dwatrixy and she’s — you don’t know
with Mingeeta! | am the pub threat” Davey 2006njlditionally, as with the performers in
Paris is Burning(Livingston 1990), she uses the character as aodedf play to discover

other aspects of her persona, describing Mingeetdha part of me that if it was more
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socially acceptable to be I'd probably be more lbfttze time” (Davey 2006n) and who
epitomises confidence and willingness to experimétit other modes of behaviour. Thus,
it is not only deviation from the accepted sterpetythat her act promotes, but active
experimentation with a variety of guises. In thaspect, her act may be seen to advocate a
truly LGBTQ persona that naturally encompassesdemidentity range than that open to
heterosexuals. Ironically, this entails a theosdtreversal of the Harlem balls’ concept of
‘realness’ (Livingston 1990). For example, when ehjing physical femininity,
particularly one lacking the irony associated wite femme stereotype and its relationship
to patriarchal conventions, her presentation mestain confident. She is then accepted as
a ‘real’ lesbian by simply being herself, rathearnthby conforming to an image, and thus
asserts that others can do the same. As a resuiigally, she becomes a lesbian role model

who actively refutes stereotypical rofés.

The performers are, however, restrained by thecipated reception in their community.
As stated in Chapter One of this thesis, moral undesnts are contested by the
respondents’ statements that their performance weended purely as entertainment.
However, despite the constant use of comic imgga$ormances such as “Ride on Time”
(Hartman et al. 1989) and “Reformation” (anon.) egmed to comment on incongruities
inherent within socially accepted notions of femity. In both cases, male drag queen
performers depicted women attempting to achieveeebgal behaviours of femininity, and

indeed sociability, by pretending to become indbdaand either jostling the audience or

2" The acceptance of her ‘realness’ in these rolesuggested by her being propositioned by women
following her numbers, implying their attraction ter embodiment of lesbian confidence. There ig tis
implication they felt they may gain kudos from hayirelations with a star of the show, and therefarere
also reiterating their own sexual orientation byihg relations with someone posited as the epitofthe
experience: a lesbian, performing as lesbian ctemaar a lesbian performing as a lesbian charadteris in

turn performing a lesbian’s notions of other rolaad as a lesbian who is performing in a homosexual
environment.
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spraying them with their drink. As a result of thactions, the performers violated notions
of acceptable conduct and, thus, were treated shght apprehension by the audience,

despite their obvious appreciation for the show.

Critiques of peer pressure: “Reformation” (leftgdiRide on Time” (right).

There is evidence that the performers attempt focuginavigate, yet also reiterate, the
notion that the performances should be validateddznyal worth. This is demonstrated in
the performance style of CherAround (respondentd¥smh). An actor and dancer trained
at the Guildhall School of Drama, his performanaed characterisation during the cabaret
indicate the attention paid to the planning andception of movement, emotional
expression, and body language. Maddison also staeadng his characters as separate

personas:

...you are just playing a part, you'’re just not yalf,sonce the makeup is on,
you go away from that and you become the chargctéif you've got a suit
and a trilby hat you're playing a gangster in aypdat something. (Maddison
2006a)
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While not all of the characters he plays represeag performance per se, they do appear
to reflect his consciousness of representing th8TG community. His response to the

guestion, “is there anything you have not yet dordrag that you would like to do?” was:

Erm, not really. I've done everything from beindpe-tached old lady [...] and
I've even been out of drag dressed as a man doingyfsketches... so I've
kind of covered over every kind of sort of bits gmdces. | suppose the only
thing I'd like to do is to learn some more [...] atehch myself some more
complicated dance routines and more technical danees... (Ibid)

His emphasis on teaching himself more complicatautd moves is an indication that he
wishes to use the performance for his own persfufdment. This attempt to validate his
performances as a completion of his own personalkguggests that he feels they may not
otherwise be appreciated if the characters appefatlitoutside of the drag tradition. There
may be the suggestion that this theoretically iihzes them as ‘proper’ LGBTQ subject

matter, and indeed subtly questions his integstgm LGBTQ performer.

This perspective represents an alteration to Keibscept of committed audiences, in
which the performer is validated by the quality tbé performance as determined by
standards set by a knowledgeable peer group (quotdtewton 1979). In contrast, the

performances at @D2 appear to be justified as ebcation of the drag style and of the
community itself. It is particularly interestingahMaddison’s later comments on hoping
that his audience would “see life from a differangle” (2006c) came when he was in full
drag. This is the time he states that he considienself to be the CherAround character
and, thus, the epitome of LGBTQ identity. This ‘ikasenabled him to articulate what

appear to be socially unfashionable ideas, as wWexg stated by a character who could

deem performances ‘worthwhile’ to the community atigerefore, to the art form itself.
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They ironically suggest his espousal of Keil's “egpative” audience structure as a
method of attaining equality. In this theorisatitie audience are presented with a polished
performance which suggests its validation not oafy the tradition of the LGBTQ
community, but also as an art form whose imagima#ind technical prowess equals those
appreciated by the mainstream commuffityThis may, in turn, affect the communities’

self-perception as one whose culture is validatethe mainstream.

Unlike the performances at the other venues studies presentations at @D2 did not
develop a singular ‘message’ during the eveningtelad, by utilising drama and comedy as
a method of portraying social commentary, they foieaéd their cultural space by
critiquing gender and sexuality stereotypes. Thisturn enabled the development and
recognition of their artistic heritage whilst encaging an increased acceptance of a variety
of sexual and gender roles to underpin their flamcis holistic providers for the LGBTQ

community.

The LGBTQ audiences referenced thus far appeaptige to the social commentaries
presented by drag performance. This questions wdryopners appear to veil their
messages within highly visual, often apparentlydetuentertainment. While this chapter
was in development, the researcher aimed to exathmeolitical connotations of drag
performances with acts varying from those with EBulocbnnotations to those that were
transparent in their wish to challenge their audésh views. The venue-based fieldwork
was planned to take place in August 2006, in otdemaintain a time-specific sample

group influenced by similar current affairs and seswents. This sample was to include

128 A sentiment that was echoed by both Davey and R28@6). Unfortunately, time restrictions prevented
the topic from being discussed in more detail.
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Chloe Poems, the creation of performance artistyGRotter, whose best known poems
include the provocatively titled “The Queen SuclkezNCock” (npg.). However, it became
apparent whilst interviewing Potter that it woulot the possible to witness every act within
the August 2006 time period. The Poems charactdrbegome a popular figure on the
LGBTQ entertainment circuit as a result of appeeearat the likes of The Royal Vauxhall
Tavern’s club night, Duckie, where Potter descrih&ssperformances as being based on
erotic comic appeal. In the intervening years, étotleveloped Poems’ repertoire in line
with his growing socialism, and to voice his oppiosi to what he considered to be the
values of the modern LGBTQ community. At the 200@Gndhester LGBTQ Pride
celebrations, it appears that Potter was removexh fthe stage for his own safety, so
incensed were the audience, and he states hellasdat of the community’s favouf?
During our initial interview, Potter was unable tecall any recent performances at an
LGBTQ venue, and had no planned performances whienttiesis was written. He now
performs mainly for heterosexual audiences in bsgxual or arts-based venues, although

short segments of his performances for LGBTQ audisrare availabf&?

As a result, the chapter will focus on the most peta video footage of his act available - a
performance at a non-LGBTQ venue - to examine hewses a variety of poetic styles

and performance techniques to engage his audierttguade them along a progressively

129 Although it must be stated that accounts of thenewattributed to Potter vary somewhat. For exapiple
“From Sexuality” (npg.), he states an individuaheked him, whereas in the interview for this thdst states
his act “almost caused a riot” (2006). The differeretween the two accounts appears to be the siapha
given to his desire to challenge popular opinions.

130 The researcher contacted Potter by telephonefaitemaking contact a few days previously via énmfss

a result, although he had previously consentedetinterviewed at that point, he was unpreparedraag
simply have forgotten the dates, and indeed pegfooes, at LGBTQ venues.
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political set™>! This set culminates in an active challenge of alotiboos, as well as

transparent didacticisfi?

The most complete visual record of Poems’ act wamrded at Manchester’s Joshua
Brooks night club in February 2006 (npg.). The \enmsi situated in a busy, commercial
area and focuses on providing a variety of spetiaiusical entertainment. Students are the
core client group, and one may assume that theeveaters primarily for heterosexuals as
it does not routinely present drag queens, andetl®rno mention on its website of

homosexual clientele, although it is no doubt welog to all.

Poems’ appearance was part of the Citizen 32 ppetrfprmance festival (npg., parts one,
two and three), and, thus, the audience was likelyexpect some avant-garde acts
presenting alternative perspectives. The recordiegins with the compeer introducing
Poems by reading a cue card stating: “Quite siroplky of the finest performance poets in
this land; Manchester’'s Voice of Treason, a radaggnda bender. Please give a warm
welcome to Miss Chloe Poems” (lbid, part one). A& tintroduction utilises titles that
Poems uses frequently, such as on her website, &S@@mpaign” (npg.), the lines appear
to have been given ‘her approval. The word “treddoints at Poems’ republicanism and

suggests that her act will tackle issues of class therefore, of current social norms. If, as

131 The term “complete” refers to an unbroken recaydRecordings of other performances are of relbtive
equal length, but as they are edited to represeiitidual poems, they are somewhat unreliable E®lato
gauge the audience’s reactions to the performameanole.

132 potter has commented in “From Sexuality” (npgat the is failing to convey his political messagéef
feels the atmosphere at a performance is too “cé¢ig’'use of an amiable character highlights pratmeaas

it enables him to convey his message to othersméapnot ordinarily agree with his perspectives.
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a result of the female name, the audience expeatadaditional drag queen, their

expectations were to be confound&t.

Poems takes her place on stage (npg., part one)w8ars a pink shirt with white cuffs and
collar, and while these colours are traditionaliysidered feminine, the cut of the cloth is
loose and square, accentuating her male physigqudp@s her use of a man’s patterned
necktie (Lurie 1983). She wears chequered trousadifional masculine attire, though the
choice of pattern is vibrant, setting her apartmfirassociations of conventional,
authoritative patriarchy (Ibid)* The main allusion to transvestism is her wig emihine
bob, complete with a fringe, and vibrant facial malp. In conjunction, as no mention has
been made of the performer’s sex or gender identitpromoting or announcing the act,
the audience is led to react to the characterallyitas one whose appearance challenges
sex-role norms. This is a relatively confrontatioapproach in a primarily heterosexual
venue, and may cause apprehension in audience meontamiliar with the concerns of
the LGBTQ community. Therefore, they may not hawveemotional attachment to the

material on which to focus their attention as pgytastomers.

As the camera is situated near the stage (npd.opa), neither the audience’s gestures or
emotional reactions are visible. There is no ewdeof whether or not Poems is the first

act, or indeed how the audience may have reactgetvious acts, and, thus, it is not

133 They are also less likely to expect the socidtisaaive feminism associated with popular acts sischily
Savage. When played to a heterosexual audiende,paiformers’ anecdotes work to be accepted byt@nd
offer commentary for, the audiences’ female comityuni

13 poems often wears gingham, as she believes iymbdic of her socialist views, with each strand of
material being essential to complete the pattesrstated in the article, “Working Class Hero in iagham
Dress” (npg.). She does not, however, refereneedilning the performance, so its political sigrifice may
be lost on the audience.
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possible to compare their reaction to H&rwhile applause and cheers are heard, the
compeer raises his hand and asks the audiencevédogetheir welcome with the words
“‘come on, ladies and gentlemen, come on, come @ufjgesting he expected a more
sustained reaction. This suggests that the audiecgeinterest in Poems’ act before she
begins, and, therefore, may not readily be swayetdr political ideologies. Potter, who
appears prepared for this eventuality, has ass#rsdPoems’ appearance and persona is
designed to facilitate the conveyance of his camedyy presenting them in a visually

entertaining format:

| think one of the reasons [for performing in drégthat if | was wearing jeans
and a T-shirt it would be really easy to say tlsetlkat ranting socialist. With
the dress you can't do that - there's this kinche€hanism that says this isn't a
ranting socialist, although it is a ranting soagliit's also entertainment!!!
(Designer Magazinenpg.)

While Poems does not always wear a dress, her eppEaalways has heavily feminine
connotations and the eccentricities of the chardsteome the first focus of the act. Thus,
as Potter points out, the audience are less likeBxpect a socialist performance. Poems’
costume is not, however, misleading, as the juxdiipn of masculine attire and feminine
facial preparation are the “perception or creatbmcongruous juxtapositions” that Esther
Newton has cited as the basis of performative c@iepvton 1979 106). Additionally, John
Latham Fisher has commented that “[a] live audigaczucial because cangpaysto that
audience, solicits its responses, and responds batkis way camp is a dialogue between

house and stage” (Latham Fisher 2000 22).

135 While Citizen 32 Magazingnpg.) and others, such as tiiérite Words Writers’ Communit{npg.)
stipulate the show’s running order, it is impossitd discount changes to the programme that mag hav
occurred on the night of the performance.
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In this performance, however, Poems’ presentatidavests the camp relationship between
the performer and the audience. Rather than piiegeatpurely comic image encouraging
the “laughs, boos, sighs, hoots and hollered iat¢gigns” (Ibid) of the audience, it reflects
Latham Fisher’s definition of the language of capgrformers and includes: “... direct
audience address, winks, self-referentiality, anetaatontextuality” (Ibid). In this vein,

Poems’ costume represents a male playing a fenmaleacter, who wears male clothing
that carries connotations of authority. Thus, th&lience is invited to enter into a
relationship in which Poems self-consciously aim$each an authoritative viewpoint, but
‘buys’ this privilege by presenting a comic imadeatt acknowledges the audience’s

intelligence by inviting the performance’s very dastruction.

Potter establishes Poems’ persona as soon as t&ne #e stage (npg., part one). Without
further introduction, Poems sings Liberty X’'s “Jastittle” (2002) unaccompanied, adding
gestures to reference herself and the audiencesdig is half spoken, half sung and is
performed by Poems with her arms outstretched amchéinds spread in a vague waving
gesture. This lends the performance an improvisati@dge that establishes a friendly
intimacy with the audience, and suggests a reductib the possibility of political

sloganeering. Poems concludes the song and therkstithe audience in a comically
contrasting, low-pitched voice that suggests anwhite hidden modesty and playful

character. This earns brief applause and laughter the audience in acceptance of the

complexity of the presentation.

Following some banter to which the audience doempfiear to respond, Poems jokingly
admonishes herself for procrastinating, before dtbeg her book, again without

response. She then introduces her first piece, &omy Red in a Tart’'s Glass” (“Poems”,
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npg.), concerning a woman considered “wonderful’hley neighbours, yet who has a “dark
and encompassing secret’, a line to which Poems dddnatic emphasis by deepening the
pitch and tone of her voice to indicate the poenosic intent (npg., part one). Poems
informs the audience that she will perform as tharacter, Audry Pringle, whom she
comically suggests the audience think of as “Pgreelieith and Penelope Keith”, an
actress specialising in synonymous, haughty, mididies roles (Ibid). This ensures that the
subsequent characterisation, and Pringle’s potnhigpocritical views, are theoretically
distanced from Poems’ own self-admonishment arght#yi bumbling, friendly persona.
Poems, thus, presents an argument that critiquel seorms without tarnishing her

performative role as the audience’s comic friend.

The poem satirises the social expectations of tigells classes. Pringle is established as a
prim character through Poems’ use of minimal gestand a controlled voice. She has
attempted to be socially accepted by crafting aagenin compliance with apparently
opposing social ideals. She demonstrates charitablent and restraint through
participation in voluntary religious activities,pesising traditional values (“a pillar of the
community, | believe in village unity”, “Poems”, gp, and, conversely, through
conspicuous consumption as a demonstration of wealtd consequent superior social

standing.

Poems’ presentation of male and female symbols vemthe concept of gender from the
satire. As she is not dressed as Pringle, sheimeffeom alienating the women in the

audience by critiquing their traditional acceptantéhe role as a physical manifestation of
conspicuous consumption (for example as ‘trophyewiyin the way that a drag queen may

behave (“From Sexuality”, npg.). Instead, she rémos her response to the society in

14¢



general, which she states, “is drowning in posseassiand [...] making everybody
decadently apathetic” (“London Easy”, npg.). Then@goeffect results from the character’s
struggle to balance the socially expected role Wi straining sexual and ‘anti-social’
instincts, demonstrated in the line “I see mysslbawdy, tawdry, not just plain Audry”
which delight the audience in their comic self-agspation of her dualistic impulses (npg.,
part one). It is a comic framework that Maurice ey has defined as “[dealing] in
stereotypes [that] break loose from their mooriagd engage in fresh appraisals, but [in

which] the latter is counterpointed against thefer’ (Charney 1980 51).

However, Poems prevents the piece from becomingngnalified attack on the values and
apparent hypocrisy Pringle attempts to uphold byesting her with what Potter has
referred to in interview as “integrity”, evinced lywide range of emotions including fear,
lust, and pride which prevent her from becomingaeody (Potter 2006). These emotions
enable the character to be seen as a cipher éwga percentage of the population who may
face similar pressures, and thus Potter's charaatem permits the audience to laugh in
empathy at their own recognition of her plight. §hs particularly evident where the
character joyfully liberates herself from sociahstraints through a fantasy in which she
leads the village in an orgy, revelling in a digplef expletives and extravagant arm
gestures, to the laughter of the audience. The pommeludes with Pringle ceasing her
fantasy, having ‘noticed’ the audience. She exhibes to live out their own fantasies, and
finishes to loud applause. The applause is accepmteddencouraged by Poems, who has
resumed her role as the main character, as isatedicby her raised vocal pitt#.The

poem follows a classic comic schema which, as Ghasaggests:

1% The initial applause lasts for ten seconds, aed tontinues for another fourteen seconds upon $oem
acceptance of the praise. With the exception ofnloee subdued applause for “Let Angela Sooth You”,
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...[contains] the comfortable and familiar feeling veeeive from comedy: that
everything is for the best in this best of all pblesworlds. We feel at home in
comedy even when the characters seem to be anamdéstructive and
revolutionary. We are therefore confident that ialpulses, no matter how
negative, come from characters whose heart is enritght place and whose
good will is going to be validated by the happyiagdlt is difficult to escape
from the prevailingly optimistic tone. (Charney 0980)

This “prevailingly optimistic tone” (lbid) is the xeitement and opportunity Pringle’s
fantasy offers both herself and the audience.dtandistinctively carnivalesque flavour, as
Pringle not only retains the memory of her menthlemture, but also the promise of more
to come. This, in itself, is a direct introductitmthe process by which Poems’ characters
collectively exhibited an emotional and intelledtuavolution as the performance
progressed. It is also an indication to the audiethat their participation as viewers will
entail a similar journey of discovery. The struetaloes, however, act as reassurance to the
audience; just as Pringle’s fantasy promises lggaduated development, so too will theirs.
The carnivalesque aspects of the performance will advocate a literal destruction of
social norms, but will gradually suggest a recamfagion of social perceptions to offer
emotional fulfilment that will be welcomed by thew enthusiastic audience. As Charney
states, “[if] purging the humours is comic theragingn we might well prefer the sickness to
the cure. We would like to believe that the preggadnerely suffer temporary setbacks and
will emerge again in full flower” (Charney 1980 63). In Poems’ (and, therefore, the
audience’s) case, the temporary setback that maildy is merely the precursor to a more

fantastical way of life.

(npg., part two) which is not a poem designed ligitiemotion as much as to provoke thought, each
performance received around ten seconds of audiespense. This may indicate that the audienceyedjo
each poem in equal measure, or that there is astigg of the standardised response to appreciation
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The next poem demonstrates the benefits of Poermaseptation as a feminised character
who retains the creator’'s maleness, as it represkatbeginning of Potter’s act’s transition
to focus on LGBTQ politics. Poems introduces the&rmoas a dedication to “adorable
young men” wearing “their nylon pantaloons”, befaating - “I think they call them
tracksuit bottoms now” (npg., part one). The woaddrable’ denoted religious devotion
before its usage broadened to incorporate the feighion of romantic or aesthetic
affection. These dual concepts suggest that theacteas will be loveable to the extent of
eligibility for deification. As tracksuit bottomsexcepting their sporting association, are
often popularly perceived to indicate the weardissegard for socially conventional, smart
attire, it is clear that the piece is a romantitisaof delinquency associated with working-

class ethics and culture in the popular imagination

The mock uncertainty as to whether “pantaloonsghéscorrect, modern term for trousers is
evidently performed for comic contrast (Ibid). Inm@mtly, the use of the archaic term
“pantaloons” (Ibid) questions whether the Poemgadtar — who would seem an unlikely
candidate for this level of formality, particularfter singing “Just a Little” (2002) - is
performing her own perspective or that of a tradil, middle-class woman similar to
Pringle from “Something Red in a Tart's Glass” (ngzart one). It suggests the possibility
that Potter has simply forgotten to mention thegigon of character during the apparently
the ad-libbed introductions. If the character i®g, this introduces the audience to the
possibility of the Potter/Poems amalgamation’s osexuality as a result of his/her
affection for the young men. Thus, Poems may bsidened as transgender or homosexual
as a result of the partially feminine appearanediecting Poems’ core purpose as a

character externalising gender incongruities ireotd examine their effects within a social



context®’

This suggests that by utilising the sympathetier®s character, Potter is able
to gradually present ideas associated with Queebfjtthat can challenge the audience’s
perceptions of sex and gender stereotypes witH@rnating those who do not identify as

such.

Throughout the section, Poems uses crude, erotgubge to comic effect to indicate the
disparate, confused gender stereotype his perfaenaepresents, commenting on the
youths’ “firm, ruddy arses” (npg., part one) andrigng into the microphone and tightening
his body and facial expression to indicate the maygleasure generated by the thought.
The comic delivery encourages the audience to athepPoems character talking from a
personal perspective about erotic, and explicitignbsexual ideation, rather than remaining
a mere cipher of potential homosexuality. They iargted to share her appreciation of
male bodies as Poems alters the context to aestiretlibility by comparing the youths’
physiques to the works of Shakespeare and namimg ts “works of art” (lbid). The
audience appear ready to accept this perspectigoams earns a deep and apparently
appreciative laugh when he states the poem’s tiMhy Do Roughs Have Such Tight
Buns?’ (“Poems”, npg.). The twin emphasis on “Raidislang for the working class) and
sexuality is a primary driver behind Poems’ perfantes, as Potter has commented:
"Politics has always been very important to me, alsd the socialisation of sexuality, so |
wanted to present a theatrical moment that combalethose compulsions” (“London
Easy”, npg.). The poem encourages the audiencersider this “socialisation” through

references to sexuality transcending sex and getigietes™®® To do this, Poems’ use of

137 As was discussed with Potter in the respondeeniigw (2006).
138 This references Poems’ core belief that the bimairgnature of humanity equalises the human race
regardless of physiological differences.
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language firstly satirises the variation betweetiadalasses, apparently using a traditional

framework, as described by Charney:

Comic convention postulates a society that is lygiderarchical. By the laws
of decorum [...] different social classes have thpescribed styles, both of
manners and of speech. The hierarchy is convegidntided into three major
categories: high, middle and low... (Charney 1980 51)

This can be applied to Poems’ earlier mock-querglathing terminology associated with
the working-classes, which suggests she represiemtsocial perception of the “middle”
classes, being “neither exalted nor base, partigukacious nor especially virtuous”
(Charney 1980 51). She is, however, also comfaetaling expletives, which is
emphasised through the audience’s shock at thecomwnitrast, as cursing is considered the

language of “low characters” (Ibid), or the workiolgsses, which is

...unpredictable and outside the expectations ofasatecorum. It is vivid,
colloquial, slangy, pungent, and wild. Talk is apeessive medium rather than
one that communicates anything rational. Ideasrares or less banished from
this discourse, which moves hyperbolically and tefassociation. (Charney
1980 52-53)

This notion of a class-based language structurgesig that it reflects intelligence and,
thus, implies that social hierarchy representsrahelection, with the ‘lows’ considered
incapable of “anything rational” (lbid) and aregethfore, relegated. Poems’ use of both
styles disputes this argument by suggesting liniguivisions are learned behaviour (npg.,
part one). Moreover, she suggests that not onlyacamddle-class character be attracted to
a working-class character, but that this attractian overcome the lack of understanding

between classes by illustrating their comparabtesand, therefore, thought processes. For
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instance, in the poem, the “Roughs” love of spodidates an ethos of productivity that
results in attainment of fitness regardless of esb/&ircumstances such as incarceration:
“Is it because of playing football and running aweym stolen cars / perhaps from lifting
irons behind bars” (npg., part one). Charney suggest such detail bestows “sociological
authenticity” that actually gets “in the way of theomic potential”, particularly as
“anyone reading the newspaper would tend to thirsk fhe reverse” (Charney 1980 52).
This last point makes Poems’ distinction more appiras it has been commented that:
“the white working class are the only people trest § result of political correctness] you
can blatantly attack” (“Kate Nash” ithe Times Magazined™ August 2007 40). The
audience would anticipate the joke, yet questiairtbwn perspectives when confronted

with Poems’ refusal to condemn the “Roughs’ atited and, indeed, her concurrent praise

of their culture (npg., part one).

Poems’ performance prevents her argument from biegpmoo confrontational through
interspersed absurdist questions that do not teflex poem’s theme and encourage the
audiences continued attention through laughtdreatontrast in their content. Lines such as
— “if a jogger's not jogging, has he got the runs®e rhymed and, thus, linguistically
linked with erotic metaphors in which Poems dingdtidicates her physical attraction for

the “Roughs” and their “buns” (Ibid).

In addition, the audience are encouraged to contfigetheme from the perspective of the
working-class member being the sexually assertarenpr. This reflects Potter’s interest in
the socialisation of homosexuality, namely his pption that the stereotyped notion of
homosexuals (“an elitist club where homosexual maen defined by bulging and oily

muscles [and] big wallets and are problem freegasnof success”, “Working Class Hero
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in a Gingham Dress”, npg.) is inaccurate. In thegmy“Why do Roughs Have Such Tight
Buns?” asserts: “if you're the poker, let me berybre” — thus, using the image of the
long, thin fire poker as a phallic symbol, whilestbentre of the fire represents the place
where the poker receives the most concentrated(tfeaems”, npg.). All that is stipulated
is that Poems, as the fire, has an orifice — itasindicated whether this is the imagined
vagina of a transsexual, or a homosexual man’s.dPoesms does not make clear which
sexual roles are taken during the practice, buy d¢mat it excludes biologically-based
heterosexuality. Thus, Poems’ supposition thatimétation may be accepted contests the
implicit relationship between wealth and active lsexuality, while her focus on the
“Rough’s” criminal activities indicates that notlgrare homosexuals found in different
social stratas, they are necessarily neither effatej nor of good character (Ibitfy.
Poems’ message is clearly that homosexuality ipaddent of class, appearances,

interests or, indeed, conventional morality.

Poems’ performance of “Why Do Roughs Have Such TEBiNs?” is energetic, highly
physical, and audibly well received (npg., part)oiiée effect of its position within the set
is made clear as a result of its comparisons tonthé performance. By maintaining the
audience’s complicity using the comic characterintroduce the concept of other
sexualities, Potter facilitates their acceptanca e€rious portrayal of sexuality and power
relationships. For, when introducing the poem “Pefgela Sooth You” (npg., part two),
Potter appears to speak as himself (thereby alggesting that such relationships may be
enjoyed by theoretically unlikely persons, sucliniasPoems alter-ego). He remains largely

static, displays limited gestures, and the volumeé pitch of his voice are noticeably far

139 Indeed, in the introduction to the later poem, tiB¢f, Poems states that while she approves of
homosexual practices such as cruising, she isuggesting that homosexuals should be seen in @elgnt
positive light, but that “they can also be veryysi(npg., part two).
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lower and less theatrical. He informs the audietizd the piece concerns ‘Angela’, a
transgendered prostitute acquaintance who spesgairs sadism and masochism, and that
he will perform the poem as one of her “punterdiid). The word “punter” connotes

gambling and criminal activity, and as Potter does emphasise the word, he strips the
poem of any comic potential, although his use o thfferent persona enables him to
perform this increasingly controversial dialogueghaut alienating the audience. He does,
however, apparently consider it necessary to farteacourage their attention by

complimenting them as “creatives” able to imagiocentemplate and critically appreciate

his performance of socially challenging perspesti{ibid).

Potter's performance is intense and restrainecswegys slowly on the spot, grasping the
microphone close to his face while holding it gloftresumably as a metaphorical
demonstration of the power relationships involvedadism and masochism. However, this
is one performance whose objective appears to heested by the audience. As Potter
describes pleasure generated through the physarah incurred during an encounter, a
quiet, high-pitched, somewhat nervous laugh cahdaed from the audience. It breaks the
silence and is an audible diversion to the perfowweaand challenges the tension that has
been developed. As the interjection is laughtesuggests that the performance has failed
to generate an atmosphere accepting of differertiadepractices; the interjector is
embarrassed or amused rather than mentally orceligtstimulated. The laughter acts as a
contestation of the seriousness of the performaacd has the effect of audibly
encouraging its reconceptualisation within a moeoenic framework focusing on the
humour of embarrassment or contrast. Potter, howeentinues undeterred, concluding
by speaking the final line quietly into the micrapie, and the subsequent applause is

guieter for this performance, perhaps reflectisgane. However, a spoken cheer is heard.
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The voice and volume suggest it is Poems’ long-toméaborator, Rosie Lugosi, who sits
near the camera and engages Poems in banter pafipdhroughout the evening. The
interjection is jubilant, rather than sombre, ahds, does not reflect the mood in the room.
It suggests that the audience should accept thegehaf the performance’s tone, and adjust
their expectations accordingly. Its very vocaliaati validates the standard of the

performance to encourage sustained interest indhe

The next performance is considerably lighter inet@nd acts to release the audience’s
tension (npg., part two). The Poems persona apfaregturns to discuss ‘cruising’ -

defined by theDED Online (accessed 10September 2006) as “the action of walking or
driving about the streets in search of casual depadners”. The discussion marks the

most didactic point of the act. Potter has comntnte

| intend to inform. There is a didactic polemicrant that runs throughout my
work. I'm aware some people find this difficult,tdudeal in the truth. It is a
sadomasochistic relationship, the Truth is my Istkeet master and | am its
sweet and bitter bitch. The accusation of tryinghock is levelled at me often.
(“Vanity Project”, npg.)

This didacticism is demonstrated in his preambtewhich he continues with a frank

discussion of the dangers of cruising, which isnaly considered to be a homosexual
practice. The difficulties associated with this Eggeh are also in evidence throughout his
introduction. He appears, rather apprehensiveligsbthe audience’s reaction to the topic,
with his head lowered, his eye-line directed to ftber, and his body arched towards the
house. This physicality indicates conscious comeatian, as he is pushing his argument
towards the audience, while remaining defensivd,lg@rally protecting his body from any

adverse reactions. When none occur, he establiBiees communication with the audience
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via a discussion with Rosie Lugosi, in which headiees how she inspired the next poem,
thus establishing a theoretical common ground batvadl parties (npg., part two). Having
discussed sexuality through alternative characéeid the Poems persona, Potter now
references his own sexuality. He indicates that he is homosexual and that hisesy
theorising the activity as a psychic phenomenon. ddeonstrates his “third eye” by
turning his back to the audience and bending avemdicate his anus as a reception point

for “gaydar” (OED Online,accessed 5August 2007).

He opines that cruising is “marvellous”, givingtaumbs-up’ sign to congratulate any male
spectators who may have cruised, before addingthieat wives may not be aware (npg.,
part two). As a result, he refrains from riskingatgitous offence by avoiding directly
guestioning their place within heteronormative abgstructures, and his insinuation
becomes comic as a result of the playful, bawdy Aepearing to attempt to garner good
will, he then suggests that women should be “al\we cruise, a pronouncement that is
greeted with several female cheers from the audidfis dialogue asserts that cruising can
result in freedom and physical pleasure, in ordeedtablish the practice as a worthwhile
endeavour. It then utilises popular notions of dipuao suggest the practice should be
socially acceptable as a result of its benefitsweleer, the issue of the activities’ social
acceptability forms the poem’s core message. AsQE® Onlinés definition states,
‘cruising’ can be defined as the search for casealial relations and suggests that “the
most respectable class [of homosexuals] are thdse do no ‘cruising™** While the
prevalence of this perception may have declined bwee, Potter’'s approach to the subject

matter confirms that it is still considered sometwtawdry. Indeed, the word “casual”

149 All of the respondents interviewed periodicallyokp from their own perspectives whilst their chézes
were performing comic routines. They are more Jikel state that their characters are a separatéosaity
fictitious persona if questioned in an apparentiyamis manner.

1“I\When the definition first connoted homosexuality27 QED Online accessed"5September 2006).
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(Ibid) implies of a lack of preplanning, afterthdugand, therefore, a lack of care, emotion

and ‘worth’.

It is this suggestion that Poems seeks directbhtdlenge in his piece, “Gothic” (“Poems”,
npg.). The poem depicts cruising as a method okairty intense emotional responses via
the romantically uncomplicated immediacy of mutpkdasure and understanding. Poems’
first-person narration suggests that this intenfsilitates transcendence of emotional
constraints and the stasis of social environmetiésing that he and his sexual partner (the
product of his cruising) “can do no wrong / [asithBve is so strong it can outstrip time”

(npg., part two).

Potter performs the piece with vigour, using dramphysical movements to capture the
audiences’ attention. His voice quickens and chsnge create an atmosphere of
exhilaration to suggest the emotional states athihrough participation in cruising. These
are held in direct contrast to the experiencesnefuaiting, finite emotions — those that do
not “outstrip time” as a result of their genesighivi monogamous relationships governed
by the social and familial norms, indicated by “two two down” (Ibid) houses rather than
those ruled by the personal, spiritual fulfilmentlee individual. It is important to note that
Poems stipulates that cruising can be performetbag girl, girl boy, or any number of
combinations” (lbid) as he is not attempting to wemt the audience to engage in
homosexual relationships. He is instead directlyoadting aspects of other sexual cultures
to develop their own emotional experiences, whilgo againing an understanding of

difference.

“Gothic’s” challenge to the posited social repressof sexual desires represents a life-

affirming crowd-pleaser that gains the audiencededgwill, demonstrated in cheers and
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applause, before the final performance, “I Wanndbeked by Jesus” (npg., part three).
This is the poem for which Potter has receivedrtiwst overt criticism, as a result of its

controversial subject matt&f. He remains defiant, however, stating:

I’'m inspired by the forgotten stories of the forgot classes. | empathise with
struggle and the rewards and miseries it can bfiihg. world isn't alright now,
not even the Christian Western World. | feel itniy job to highlight this.
(“Vanity Project”, npg.)

Potter again presents as himself during an introoluén which he states that the poem is
autobiographical. He contrasts traditional, pathai religion with the advent of LGBTQ
culture in the lines “l used to be an altar boywnibn an altered boy”, to earn continued
interest and sympathy from the audience. He thestribees how the poem reflects the
personal dilemma he faced as a twelve-year-old &lty attempting to reconcile his
developing understanding of the Catholic churcliégmse against homosexuality with his
sexual and emotional attraction to the figure cfude This changes the dynamic of his
relationship with the audience from that of a perfer illustrating an embellished or
fictitious account for their benefit, as had belea tase in the previous poems, to that of a
transparent relationship in which he can speak $thnabout his experiences and disregard
political correctness. Indeed, such is the condesdinature of the material, the event gains
the atmosphere of a group of friends who have Iv&lean into confidence whilst discussing
shared experiences and knowledge. Not only dossréimforce a sense of the objectivity
of Potter's upbringing and, therefore, present ewa® for the poem’s sociological

argument, it also suggests it has implicationgHeraudience’s own views and experiences.

12 As stated in interview in which Potter confirmee has been threatened with physical violence during
performances (2006).
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Potter reverts to his native, Liverpudlian acceot fhe duration of the poem itself.
Although this is obviously an affectation to sudggasthenticity during the performance,
the intonation and dialect contrast with the mafotter’'s standard English pronunciation
to provide an ‘honest’ depiction of his confusios a child*** His awareness of his
sexuality formed in the shadow of the homophobiciety in which he grew up, thus

challenging the assumed experience of LGBTQ ideatitone of ‘frivolous’ acceptanc¥.

In the poem, references to his mother's assurati@sJesus “loves” him are compared
with the feelings of closeness generated by a phlysincounter with a local youth (npg.,
part three). While the explicitness of the languamggcates his excitement at discovering
his sexuality, it is in comic contrast to his feg for a youth who is “not a perfect man”
(Ibid). The experience leaves Potter emotionallyatisfied and aware of the potential for
social and religious disapproval. His amorous logdior Jesus is, thus, largely resultant
from his misinterpretation of Christian theologye Had interpreted Jesus’ empathy with
suffering as sympathy for his own developing seofalienation from heteronormative

culture and feels that it presents the basis foutually supportive relationship.

In addition, God is perceived as a benefactor whioanswer appropriate prayers, and the
piece is, therefore, performed as a recreatiom, Rutter's hands clasped to the microphone
and his eyes raised in imitation of this theordffcdirect communication. This presents a

confrontational challenge to religious and sociattdne by portraying their apparently

143 0f these experiences, he has commented: “Peaplecatic without being poets. | want to give thatch
language back to the people, but keep it poet&cmy own Scouse language and | want people tothaar
voice” (“Morning Star”, npg.).

144 As discussed during the respondent interview (2006
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negative effect on a highly sympathetic charactko wnevertheless, seeks their guidance

and is depicted as a well-meaning victim of hiswinstances.

This readies the audience for what Potter cal\lWénhna be Fucked by Jesus: Part Two”

(npg., part three). On the nature of the moralftgamedy, Charney has commented:

The morality of comedy is a favourite academic sabhjand most comedies go
out of their way to assure us that evil will be @ined and good rewarded.
What else is the happy ending, but a final reasser#ghat the good people have
triumphed... (Charney 1980 59)

The poem’s final segment is an expression of tarsyective. Potter introduces this section
by stating that he is no longer a Christian, befrginning a verse in which he states that
he has accepted his sexuality and no longer feaialgecrimination, as a result of “taking
those childhood insults and turning them into aitp@s force” (npg., part three). In
addition, his attraction to Jesus is now defiartisTis demonstrated by his subversion of
the text of the Catholic confessional that formkd first section of the poem: “I do not
need your forgiveness, Father, for | have not slirfihid). He taunts Christian doctrine
with lines such as “I want him [Jesus] to cum /Rigip my bum”, and finishes by
repeating the title as an act of defiance (Ibicgspite the obscenity, Potter may be classed
as one of Charney's “good people” (1980 59) assalteof the empathy his performance
has engendered, and this section of the narragiggeeted by cheers and laughter. While
his performance and costume indicate his sociatems, they also represent the defiance
of a person who has utilised his identity to oveneothese personal circumstances. In

addition, he delivers a social message that, &swtrof its sheer provocation, arrests the
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audience’s sensibility in order to highlight theghrity of the social conventions he intends

to convey:

The idea then was to make the character despepaibtical while at the same

time using traditional drag images which then ifuany way heightens the

sense of the politic - you don't expect someona dress to say “The Queen
Sucks Nazi Cock”!!l Designer Magazinenpg.)

He finishes the performance segment by advocatinghé end of bullying and abusing
children by religion” (npg., part three), beforeanitking the audience. The extent of the
audience’s reaction suggests his performance hgslyasucceeded in its aim to inform
whilst entertainindg®® Poems’ use of a variety of performance techniquesenabled him

to perform a set that challenges socially acce@tdudes towards sexuality whilst
retaining the interest of his audience. As Pottates, “If | did it as me it would not have

the impact or the cushion that Chloe givd3ggigner Magazinenpg.).

The performances discussed in this chapter illtestraw drag uses theatrical styles such as
comedy and social realism to impart a political redge to their audiences. The level to
which this aim is transparent is, however, highgpendant on the venue’s anticipated
clientele. In the case of The Birdcage, which,tfiend foremost, aims to be an
entertainment venue for a heterosexual audieneedthg queens provide a mixture of
satire and populist references that gradually aclvanthesis for female empowerment as

perceived through a heteronormative, patriarchalssistem. They appear to demonstrate

%% |t cannot be stated that the entire audience eenwith this view. During the second section of the
narrative, a door is heard to open twice. This leagpout of shot and we do not know whether theesuogi
member leaves or returns, or indeed for what reas®oems states audiences frequently leave his
performances as a result of offence, but that hesiders this a positive reaction as it indicates hi
performance has been able to make an img@itizén 32 Magazinenpg.).
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(through the songs they perform) that women caneheantrol within the marriage
framework, find fulfilment and impact on their aulé without alienating themselves from
more traditional perceptions of marriage as a gastrip of differing, if not unequal, roles
and rights. In doing so, the drag queens make thessage emotionally resonant for the

female target audience.

In contrast, the LGBTQ-orientated public housegoffifferent attractions based on what
appears to be their traditional form of communitieraction. In The New Penny, one of
the longest-running LGBTQ owned and orientated bdistaments in England, the
minimalist entertainment largely results from tr@menunity’s own reaffirmation as the
crowd themselves mount the stage to receive pfarisend demonstrate aspects of, their
identities and relationships. Alternatively, at there recently established public house and
nightclub, @D2, the performers’ cabarets challeagikural stereotypes that they feel are
damaging or short-sighted in order to reflect andoarage the community’s diversity, as
Charney’s (1980) criticism was used to illustraideir success in this endeavour was

illustrated by their sheer popularity amongst thdiance.

Ironically, the act that was most self-conscioysbjitical was the one performed to a non-
LGBTQ audience — that of Gerry Potter (as charaCtdoe Poems). This final performance
utilised dramatic monologues presented by differcitaracters interspersed with the
friendly, slightly bumbling Poems persona to grdjuantroduce the audiences to
potentially controversial topics. It culminated turally, with Potter playing his younger
self in a reflection of his experiences as a homakealtar boy, and a call to end child

abuse.



Each of these diverse performances reflected timsice in LGBTQ community’s
performative tradition of providing education alsie the more recent conception that the
value of performance is its ability to entertaihaaldiences. This was the case regardless of
the performances’ apparent budget or the targeteacd. The next chapter will
demonstrate how the communities utilise the streotd the carnival to bring their brand of

gender dialogue to a wider local audience in ordéurther regenerate their communities.
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Chapter Four: Theatres of Social Change

The previous chapter of this thesis demonstratedd kloag performers utilise local
nightclubs and public houses as performance spadexe they can deliver social
commentary to their audiences. This is not theilyanethod of, or indeed space for,
interaction with their local communities, howevdihis chapter will posit that LGBTQ
groups use outdoor performance events such as Paichevals, open to all sections of
society, to extrapolate the drag queen’s gendendrse. In the first instance, a discussion
of the politics of the visibility of LGBTQ ident#s will demonstrate how drag queens
engender a process of identity critique that canubderstood through the theoretical
frameworks of Mikhail Bakhtin’s conception of thedily grotesque (Iswolsky 1984) and
Mary Russo’s ideation of female taboo (1997). Reifgy this, Bakhtin’s conceptualisation
of carnivalesque liminality will illustrate how gawal participants can consider their

identity in light of this gender discourse.

The focus will then alter to examine the carnivafficacy as a piece of political theatre.
For this, models of carnival violence posited bkiga (Iswolsky 1984) and Mike Presdee
(2000) will be used to demonstrate how the LGBT@ownity critiques hegemonies, both
within the community and the mainstream, to cordlhyu facilitate regeneration. An

examination of the first English Gay Pride carnjyaiganised by the Gay Liberation Front
(GLF), will reveal how the use of comic and sodelelling techniques associated with the

carnivalesque enabled the organisation to estaitdigiolitical message.

Following this, the chapter will demonstrate howotwecent carnivals reveal the impact

made by the GLF, as well as showcasing how receetigloped methodologies further the
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acceptance of non-exclusively heterosexual idestitithrough the utilisation of

authoritarian governmental structures.

Finally, carnivals will be shown to provide a suppstructure that enables the continual
development of the community. The events will bendestrated to effectively critique the
mainstream community’s perception of LGBTQ peogled, as a result, challenge their

oppression.

In order to examine the social role of LGBTQ Priclarnivals, it is first essential to
establish the root of the obstacles that the contséace. LGBTQ communities have long
been viewed unfavourably by mainstream society.sTiki evinced by the widespread
historical prohibition of consensual sexual intens® between males, as well as other
forms of discrimination against those who do nanidfy as heterosexual. In the United
Kingdom, the prohibition of sexual intercourse betw males was lifted in the
comparatively recent year of 198% It remains entirely illegal in other parts of therld,

including twenty-nine African countriedfrol Newsnpg.).

However, LGBTQ people are not the only social greadace marginalisation, overt or
covert. Other such groups include those with a mnityofaith or ethnicity. The
discrimination that LGBTQ people face is, nevertiss| different to these others due to the
theoretical rationalisation and root cause of homotyic perspectives. Ned Rorem’s
comparison of the concepts of homosexuality anmadased on skin colour indicates the

rationale of this difference:

198 | egislation protecting LGBTQ workers from dismissa the basis of their sexuality was introduced in
England as recently as December 2003 — a mere/éaus ago, at the time of writin§tonewallnpg.).
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Unlike negritude, homosexuality is not physicalbpptable... A black when he

is not Uncle Tommying is still black, and he’s Isblack when he solves an
algebraic equation. Is a queer queer when out @? Mghen solving equations?
Homosexuals have options: like heretics they cgment A black cannot

repent: he can only regret or be proud. (1987 15)

This statement posits a tension in the concepatadis of homosexuality. Rorem’s phrase,
“*homosexuality is not physically spottable”, (lbie§ indicative of the perception that
homosexuality could be a biological predispositsnit is compared to a physical indicator
of race. However, his inclusion of the term “opsbrindicates that he feels that in
empirical terms the word ‘homosexual’ should beduss an adjective as its primary
indicator is behaviour rather than visible physicdlaracteristics such as skin tone.
Moreover, the term “options” posits homosexualiy & choice rather than a physical
necessity, and indeed the statement suggestsebysth of the term “repent”, that it is an

erroneous choice due to the assertion of moralapnety.

Definitions of the term “repent” shed further light the perspective that the physical
connotations and denotations of homosexuality aaridden. The word (which, though
primarily a verb, has recorded usages as a nounadjettive) can be defined in the
following ways: “an act of atonement”; “[being] usla to rise to high ideasOED Online,

accessed 17October 2006), this figurative use suggesting shiject to be degenerate,
creating pathos. A further definition indicates tmaure of disapproval: “To feel regret,
sorrow, or contrition for (something inherently wgy some fault, misconduct, sin, or other
offence)” (Ibid). As Rorem uses the term “reperit987 15) alongside the invocation of

heretical ideation, there is the suggestion thatlewhomosexuality may be seen as
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physiological, abstinence from same-sex behavianmneot provide redemption if the
desiring aspect itself can be perceived as “inttBravrong” (OED Online accessed 17
October 2006). As a result, to not only advocatmdsexual ideation but also engage in
same-sex relations increases the moral improprétyndulging in behaviour that is
considered erroneous. While other marginalized mggoautomatically physiologically
display their identity, the statement suggests loatosexuality is condemned primarily as

a status that can, and should, be hidden.

As Rorem’s statement suggests that homosexualiyildhbe hidden, his reference to
“Uncle Tommying” (or ‘Uncle Tomming’ as it is moreommonly known) is useful to
enable an understanding of how the LGBTQ Pride gerdhave challenged oppression.
The phrase ‘Uncle Tomming’ is derived from Harfggecher Stowe’s novéincle Tom’s
Cabin (1852), and is adapted from “the name of the hgvbich is] used allusively for a
Black man who is submissively loyal or servile th& men” OQED Online,accessed"?
February 2007). The phrase also has the less ftyrmeknowledged connotations of “[a]
pejorative for a black person who is perceived liyep blacks as subservient to white
authority figures, or as seeking ingratiation withem by way of unnecessary
accommodation” Wikipedia npg., accessed P20ctober 2006). It is the nuance of this
second definition that is of particular interestd®@’ This definition moves beyond being
“servile”, which suggests compulsion to obey, torfecessary accommodation” — going
beyond what is expected. “Unnecessary accommodaijgpears to refer to the alteration
of behavior unrelated to the completion of the saslonversely, in a servile relationship, it

should be irrelevant to interpersonal relationstiighe servant has beliefs or values that

147 Indeed, this ‘folk’ response is perhaps the mquprapriate definition in this context. It is takéom
Wikipedig an open-source Internet encyclopaedia that campuated and its information immediately
contested. It can, thus, reflect the term’s usaugktiae attitudes of the general public.
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are in opposition to those of their ‘master or doeamt culture. To “unnecessarily
accommodate” is therefore to ‘Uncle Tom’ — to aferto please, by way of conformity,
the master or majority. The LGBTQ equivalent of &l;n Tomming’ would be to abstain
from homosexual activity, as this is theoreticdllg source of the ‘dominant’ heterosexual

culture’s displeasure.

Moreover, to ‘Uncle Tom’ in a homosexual contextggests the attempt to feign
‘heterosexual’ appearance and behaviour. The stiggethat there is a predefined
‘heterosexual’ appearance presupposes that theadésasa homosexual appearance and
manner, albeit one that can be hidden, should #meosexual choose to ‘Uncle Tom’. As
‘Uncle Tomming'’ is seen as a sign of subservietm®yertly display — or refuse to hide —
homosexual behaviour is to challenge its oppresbiorforcing heterosexual mainstream

culture to acknowledge it and, therefore, comeatms with its implications.

Whether or not there is an objective and specificabmosexual appearance’, there is the
acceptance of a conceptual homosexual ‘mannerstiel amongst LGBTQ people, as can
be seen from the comments of the respondentssrthksigRose 2006). In lesbians, this
takes the form of what social stereotypes cons@ee a masculine manner, while in males
it is conceived as a marked effeminacy. Camp is asgect of this manner, and is
particularly associated with males, as Andy Medhoosnments (1997). Although camp is
considered by the respondents to manifest naturalgn the individual is in certain
circumstances, such as a state of emotional exeittmespondents Davey and Rose have

suggested it is hyperbolised to function as a doosty performed indicator of

16¢€



homosexuality (Rose 2006) Taken to its extreme, this performance of homoakxu

identity becomes drag, as it is generally the rsgmeation of opposite biological sex.

It is, therefore, no surprise that drag has playgdrt in political discourse as a signifier of
LGBTQ challenges to oppression. The most famouisl@mce of this is the Stonewall Inn
riot in 1969: drag queens, transvestites and diBBTQ identified patrons defended the
venue against a police rditl. The rioters symbolised the communities’ demantheflegal

right and social acceptance to dress as they wamgdo have sexual relations with whom
they pleased. As a result, they were adopted asefigpads of the LGBTQ movement. The
following year, the community staged the first piraiming to raise awareness of LGBTQ
issues, performing in drag as a means to makeitlexitity recognisable enough to convey

their cause.

The use of a staged event to attempt to reappttassocial structures and beliefs of society
by placing those in subjugated roles in the pasitid power that is the open street is
reminiscent of the medieval carnival as describgd-tancois Rabelais and critiqued by
Mikhail Bakhtin (Iswolsky 1984). This chapter wilow demonstrate how the LGBTQ

community has utilised the carnivals to convey iiqure of heterosexist sex and gender
roles in order to then illustrate how the figure tbé drag queen can be viewed as a
metaphor through which carnival participants caconeeptualise their own sexual

perception.

198 See Chapter One of this study for further disarssf this topic.
149 Whether the rioters would have identified themselas female impersonators or transsexuals islyarge
conjecture. That they were cross-dressed in cosgrato their birth sex is the relevance of the even
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LGBTQ Pride events such as the Manchester and \iéddkefelebrations of 2006 are
predominantly performed in public spaces and eragmirthe participation of the non-
LGBTQ community through the provision of entertagmh such as dance and music. The
floats in the procession reflect issues specifichie LGBTQ community, such as the
provision of non-discriminatory health care and @xhcy services, but they also

incorporate organisations reflecting more genezdlsoncerns, such as leisure facilities.

It must be noted, however, that the geographidéhgs of the Manchester and Wakefield
Pride festivals radically alter their presentatigolitics and cultural dynamics. This is
firstly due to the factors that differentiate theemparative sizes. In 2001, Wakefield had
an urban area of 2,062 hectares and a populatiait,886 QOffice of National Statistics
npg.). Manchester, in contrast, had an urban akéd 843 hectares and a population of
2,244,931 people (Ibid.). Manchester is roughlyrtyesight times the size of Wakefield,
when considering the average discrepancies betweemopulation and the space they
inhabit. Manchester has far more people to serliey;Tconsequently, fulfil the probability
that the cities users will hold a wide range ofiglbeiews and perspectives. This diversity
facilitates the connection of like-minded individsiavhich leads to increased involvement
from political and community groups (such as thar@ies who will be discussed in due

course) in the festivals.

The high population also results in increased diepf festival attractions. Aside from the
event’s culmination at the world-famous ‘gay vika@round Canal Street, the festival is of
sufficient size to entice a sizeable market widdérs selling an array of lifestyle goods
ranging from sex aids to magazines, while the lgvmain parade lasts for around forty-

five minutes. Indeed, the lavishness of the panads probably the marked difference
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between the Manchester and Wakefield festivals. dlaster's parade featured a range of
performers dressed in extravagant costumes repnmegeésoth LGBTQ and heterosexual-
owned’ businesses, and the cost of participatiostiates the impact the traders project the

advertising may have generating interest and lgyaltheir businesses.

Furthermore, the Manchester event is importangims of LGBTQ political visibility. The

audience lining the parade route are generally ratoseven people deep, and it was
impossible to follow the parade through the densftyhe crowd. As a result, many stood
with friends and bought merchandise such as raintidowured flags and whistles from the
wandering vendors, thus contributing directly te testival's appearance as a political

event, suggesting the entire locality’s pride ia HGBTQ community.

Wakefield Pride was altogether a different aff&lithile Wakefield is classed as a city, its
smaller population and geographical area leadsciongparative lack of personal diversity
amongst its residents, ergo a comparative lackaaoilifies for non-mainstream cultural
groups. It is set amongst a cluster of areas irk¥uore that are anecdotally known for their
traditional views, and although it could partly &itributed to the weather, comparatively
few well-wishers watched the parade pass by. Huk bf local priority could also be seen
in the parade itself. Only the few, local, LGBTQ+wd or orientated businesses and
organisations were in attendance, and most walletlder than travelling on lorries, as was
the case in Manchester. The market consisted efvastalls providing health advice and
one selling pink cowboy hats. However, despite tuibdued scale, the Wakefield event
was in some ways the more political as a resuthe$e geographical differences. The lack
of people involved facilitated an intimacy that enaged those in the parade to talk to

strangers and to onlookers — something that wasititessed by the researcher at the
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Manchester event. Furthermore, Wakefield Pride avedaxed affair whose size facilitated
the consolidation of the city’'s comparatively smaGBTQ community, while the
Manchester event was far more able as a resuts gcale to target particular services to

specific segments - political or otherwise — of kibveal LGBTQ community.

However, these Pride events were not solely coedewith interaction with the LGBTQ
population. Outreach has become a further politioaction of Pride. It expands the
event’'s remit by appealing to the entire commumdatyadvocate the popular mainstream
concepts of self-acceptance and the individuatsfjaation to seek personal happiness and
fulfilment, rather than emphasizing more traditibrgoals of financial security and
developing the nuclear family. One method througicty this outreach takes place is drag.
There is a popular understanding of the use ohtigtto indicate and question gender
norms and social codes, as has been discussedefgtfence to Judith Butler (1993) in
Chapter One. Kate Bornstein has also developedaheept as a methodology to facilitate
personal discovery (1994). A drag queen signifies ideal as a representation of personal
fulfilment through performance and the disavowathe stereotypes of the nuclear family,

such as anticipated gender roles and social fumtio

As has been stated, drag queens became symbdhe @f{GBTQ Pride movement due to
The Stonewall Riot and its aftermath. They conneteh aspects of the internal
communities’ history through their presence witthie social circuit (see particularly Cole
2000 and Kirk and Heath 1984), as well as havingnbthe ‘acceptable’ face of LGBTQ

culture in the mainstream as a result of perforrsach as Kenny Everét® Drag queens’

%0 performers such as Graham Norton are not parhisfttadition as their advent is far more recent.
Although performers such as Danny La Rue (1987)ndidpublicly self-identify as homosexual during hi
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use of performative gestures and highly colourfugually arresting clothing features
prominently in the festivities. The impact of themttributes highlights and questions the
representation of gender identity and the potemtiatability of sex-role conventions by
drawing attention to the discrepancy between tlag dlueens’ biology and the image they

project.

This facility to question normally accepted ideatiis a primary focus of the camival,
particularly in its modern form (Presdee 2000).ded, Mikhail Bakhtin posits that the
representation of the body is essential to undedatg the regenerative aspect of the
carnival (Iswolsky 1984). It is, therefore, impévatto understand the implications of a
male body representing a female form in this evbtary Russo’s arguments concerning
the construction of femininity and its taboos (1p@#l demonstrate, via Bakhtin’s theories
of the grotesque conception of the body, how tlag dueens’ dual nature as a man/woman
establishes them as a metaphorical doorway thablenall carnival participants to be

reborn into a world of identities and sexualities.

To theorise a male taking on a female guise withicGBTQ carnival obviously raises a
number of theoretical questions regarding how tlegiresentation affects the role they play
in the proceedings. Their performance of feminimtyst be examined. The performers
self-identify by two primary categories: drag queeand female impersonators. Thesis
respondent Kerryn Davey considers drag queens tcobdc figures who do not aim
towards a ‘realistic’ representation of femalen&s argues that female impersonators, as

the name suggests, aim to present a more lifebkigyal. However, female impersonators

main period of public popularity, his willingness tross-dress as a glamorous female shows he does f
within this cross-gendered image, particularly &s diways appeared in male garb at the end of his
performances.
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display a framework of glamorous, high femininégyd are not a representation of women

within normative cultural circumstances.

In “Female Grotesques: Carnival and Theory”, Rushaws attention to Lacan’s
theorisation that the desires of masculinity defemininity and, thus, the female’s social
role (Russo 1997). Therefore, Russo contends tleatdefining factor of femininity is
inhabiting the mindset and experience of “Womarnhassthat which is desired (Russo
1997 320). This may explain drag queens’ repretientaf the female as a vision of high-
femininity, or that to which a male would be attext Drag queen Anna Glypta, who
performed on a float at the Manchester carnivab2@evidence of such a representation.
Her costume was left partially open to reveal dmrialg black brassiere that drew attention
to the desirability of the feminised body. Howevéthe representation of femininity is the
costume’s purpose, it is important to consider wmna Glypta and other drag queens
remain the focus of the LGBTQ carnival, rather tparformers who appeared to be female

impersonators or bio queens.

Russo suggests that the difficulty of female repméstion is that its indicators, the
procreative objects of the uterus and vagina, adelem. Therefore, the display of
femininity highlights female attributes that aresible when fully attired, particularly the
breasts, as they denote the body beneath therayoffihe implication is profoundly gender
normative and is in an environment that is not redlynan LGBTQ ‘space’; female
impersonators and bio queens who closely resemtrimative femininity could instead
connote heterosexuality and, thus, heterosexudlse atmosphere (Walker 1993).
Therefore, drag queens’ bodies are feminised witlkompletely replicating stereotypical

concepts of feminine desirability. In Anna Glypta@ase, this could be seen from her wig
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and slightly tight costume that accentuates and #ignifies, rather than disguises, her
stocky, male figure (Constantine and Woodall 2004 attempt to show the iconography
of desirability whilst disrupting the image withgsifiers that do not comply with an
appropriate stereotype actually combines to suggestherent lack of femininity. It in fact
inverts Russo’s theory as the external appearaht@emsts’ does not denote the sexual
organs. This, in turn, reflects Anna Glypta’s mhlelogy. The imagery of her costume
suggests metamorphosis rather than stasis in tig ldnich is, in turn, accentuated by the
carnival as an event that changes everyday suriogsidRusso asserts that bodily organs
are an aspect of female power (as opposed to ssimmjis and are connected to a
redeployment of taboos of aging, pregnancy and “iregular” body (1997 320).
Referencing, and indeed utilising, these femal®dabenables the drag queen’s body to

become a metaphor for metamorphosis, as well gsrdeess through which it can occur.

The notion of the carnivalesque body as one thatbange and outgrow the parameters of
the individual, a process that will initially imptagpon the performer, is a central theory of
Mikhail Bakhtin (Iswolsky 1984). According to hiddsis, the grotesque body both
physically and metaphorically connects to the metapal eternal human body and the
physical world via the orifices, such as the maartd anus, the latter being an example of
what Bakhtin terms the “lower stratum” (Iswolsky8#9309). Both the mouth and the anus
are important when studying the figure of the dgagen in a LGBTQ parade or carnival
scenario. Their role and position in the proceesliocan be compared to Bakhtin’s example
of degradation and regeneration as depicted bepimode of Harlequin and the stutterer
found in the commedia dell’arte (Iswolsky 1984). Bakhtin’'s example, the stutterer
attempts to vocalise a word, or idea, but only seds after the word is pushed from his

abdomen, and is born through his mouth. In the cédsbe drag queen, the concept (or
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recognition) of homosexuality is made physical tlgio articulation of the anus, the
primary orifice through which male homosexual intarrse is enacted, and with which it is
associated. However, as its penetration cannoltresprocreation, the concept is ‘born’ or
announced instead by vocal passage, followingaheefprovided by the sexual assistance

of the Fool-Hero, or other sexual partner, or akHBia puts it

We further see the essential topographical elenoérthe bodily hierarchy
turned upside down; the lower stratum replacesipgper stratum. The word is
localised in the mouth and in the head (thouginbmfthere it is transferred to
the abdomen and is pushed out under the impdstvolsky 1984 309)

Where the stutterer enacts the gestures of chilgbthe drag queen demonstrates
femininity through the historical role of the hystal female, equally shouting and waving
in sexual ecstasy’ Indeed, one is left with the distinct impressibattRabelais himself

would be amused by the reapplication of the imageclearly does it demonstrate the

gualities of the material bodily principle!

Thus, the drag queen’s image represents both homalsdesire and connotations of the
female aspects of reproduction. Our theorised dragen has just given birth to the
identification of her desire. However, it is ess&ntat this point to remember a
differentiation between the drag queen and theadhbars described by Bakhtin. The drag
gueen, although part of the eternal body of hurgamst nevertheless separated from the
holism of the majority through her placement in anaenty community event. Her

vocalisation of the concept of homosexuality is resped within the confines of her

1511t cannot be overlooked that the image of the ftero described in Chapter Two has a similar dramat
function to Harlequin himself.

152 Indeed, Russo notes that the depiction of hystesim historically been used as semiotic shorthand f
femininity (Russo 1997). See also Bakhtin's intetation of the masquerading men dressed as worrgs in
chapter entitled “Popular-Festive Forms and Imagé&sabelais”, pp. 196-277 (Iswolsky 1984).

17¢



relationship with mainstream society, in which shaubjugated. On her own, albeit with
the assistance of Bakhtin's theory of the loweatstn, she may not have sufficient
‘rhetoric’ to convince an external audience of tuétural importance of her exclamation in

challenging heterosexism.

It is, therefore, necessary to consider how sheaagtgpon the rest of the carnival and,
indeed, can be a manifestation of the everymarrdigtor this it is necessary to consider
Bakhtin’s concept of loophole wording: “the penmléite word [that] places after itself only
a conditional, not a final period” that “evokes thetential for the new in all utterances”
(Morson 1986 ix) of which the drag queen’s exclaorais a prime example. Loophole
wording remains as an expression, rather than gpledenstatement, and is, therefore,
opposed to the authoritarian word that encouragesfunther dialogue. It indicates
discovery without the implication that it contaiti® sum total of that what is possible. It
highlights its own production through the possigilof the encounter and demands a
response to its very utterance. Importantly, ibasets the scene for this response to be

celebratory and permissive, as in this instaneefdite used to gain it is pleasurable.

The response must come from the people, and isxdepeon their recognition of its mode
of production through the body of the drag queem asgnifier of gender discourse. The
carnival switches the audience’s focus from thetég systems and beliefs of mainstream
society, as represented by high-street shops amdiments such as churches, to the event
as a whole. This is the first stage of a procesd #nables cultural degradation and
regeneration, as depicted by Bakhtin’s concephefdarnival’'s social levelling aspect as
that which unites the carnival-goers as the phi/biedy of humanity (Iswolsky 1984). The

participants are the next focus as they repreg#fatidg behaviours and dramas, but as the
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process of degradation demands that each succdagereof the system is reduced from
the top, the spectacle then concentrates on thge @raarnival queen, as the symbol of
authority (Iswolsky 1984). However, on the body afmale who is not attempting a
normative impersonation of a woman, the image besopartly comic, a concept that

gives rise to accusations of misogyny (hooks 1992).

This chapter suggests that the aim of the dragrgigerot to represent a ‘normal’ woman,
but in part, to draw attention to the varying gandmgnifiers of her costume by use of
comedy and the shock value of taboo. As Russo contsméminal women are categorised
as either being old or young, innocent or expeednd997). Drag queens can be classified
in the same way: those who represent the youn@g#rattive demonstrate the anticipation
of experience; and those who do not conform toadlycaccepted standards of beauty as

they have become voluptuous as a result of theegence™>

Anna Glypta’s appearance is sexual, yet comic. \8&a&rs a feminine, pink, nurse’s outfit
on a generously proportioned figure that does mwhpdy with the modern ideal of
femininity. She also wears what is obviously a dinwvig. Applied to a man/woman, the
degradation principle reveals, via satire, theabidity of the two sexes and the social roles
expected of them. As a result, the viewer looksoftver signs, such as the face and figure,
to establish the performer’s biological sex. Thecdacle of this figure, therefore, further
degrades the audience’s focus from the concepadaf person as a single intellectual unit,
to each person as lower body stratum and, thuspp#ine body of human kind. Thus, the

levelling is complete as the similarities betwebe tirag queen and the other carnival

%% As is represented by image of the woman in théobotentre of the frontispiece Bfabelais and His
World (Iswolsky 1984).
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attendees, regardless of sexual identity, are nthdepoint of focus. The viewers’
acceptance of the levelling aspect of the lowerylstcatum signifies the understanding of
the drag queen’s loophole word utterance. The eatesppearance does not necessarily
denote the physical body, and, therefore, questidrether the body matter truly indicates

all physical or emotional functionality.

Bakhtin’s theory of the lower body stratum candiere, be adapted to question the notion
that biological and sexual imperatives are basedxt@rnal appearance. Indeed, this notion
of the grotesque bodily principle actively reconfigs the cultural setting itself. The
landscape becomes emblematic of the carnivalesgxeak atmosphere. This was
particularly the case with the commentary box anbkeester Pride, which was positioned
in front of the cathedral, and, thus, the religtbat is associated with the arguments of
biologism is transformed to become the symbolicaralof the new order of the

carnivalesque sexuality:

It uncrowns the entire monastery, the very grounduhich it stands, its false
ascetic ideal, its abstract and sterile eternibe Belfry’s shadow is the shadow
of the phallus that generates new life. (Iswols@§4.312)

Unlike the Bakhtinian example, however, the chysblallus does not only metaphorically
impregnate the biological woman, but instead alsthwhose genders had been ‘queered’
within the carnival space as a result of the deggrad and bodily grotesque principles. In
turn, it can also metaphorically impregnate theemdl world through the parties’

interactions, as they are also joined to it asé]timits between the body and the physical

world are weakened”, as per carnival theorem (Isky1984 313).



As the drag queen represents a metaphorical mardwavho demonstrates the instability
of sex and gender, this thesis will now demonsttateimportance of the drag queen’s
conceptual womb for the other carnival participads Russo states, the womb represents
the liminal space of the body where the two bodiegthe mother and the child can co-exist
(1997). As the drag queen does not physically lmweomb, it is necessary to question
what, if anything, is incubated and produced. Axdieengham has suggested, “there is a
spontaneous sexualisation of all relationships wittomosexual” (Dangoor 1993 55), this
being particularly the case at an LGBTQ Pride evEherefore, at this stage, it is essential
to ascertain how the sexual act and its outconageréd the LGBTQ couple. While lesbian
and gay sexual intercourse is not performed foche@tion, the combined man/woman
drag queen (symbolic of LGBTQ culture) suggests #odomy can be a method of sexual
production; the products are, therefore, faecesspedn. In this purely pleasurable context,
sperm is transformed from its conceptualisatiothasunnecessary excess remaining from
impregnation, to the celebratory evidence of aasssftil union. Furthermore, though faeces
is a waste product, it is also a fertiliser anderéiore, a provider of life. It is, not
surprisingly, a Rabelaisian object that Bakhtineassacts as the final stage of degradation,
as well as a facilitator of subsequent renewal dlstoy 1984). Both sperm and faeces are
ideologically recycled as signifiers of the prodotand ratification of a newly recognised

and consummated relationship that has producedteffe

The physical faeces and sperm alluded to by theepree of the LGBTQ drag queen are not
simply a ‘child’, or the personification of the drajueen’s self and relationship, but a
loophole-word concept. It is in this context thia¢ tmasculine side of the drag queen, or

man/woman, is brought into play. The body fluideened to through the possibility of
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orgasm in a same-sex relationship become the nmiaphseed that establishes new birth
in the community, literally by announcing the betsebf participation to new bodies to
invite them to join the society and enable its memsbip to grow. The drag queen gives
metaphorical life to these new bodies by extenghagnission to join, and reminding them
that, within the carnival, they can experiment witieir experience of the self and body
with others. Presdee (2000) has highlighted thia &sature of the festival, particularly in
modern times. The carnival provides a method ofiggi such experience from, and is a
showcase for, the LGBTQ community. It plays musi@ttract the attention of the crowds
and encourages their involvement through dancihg. fusic is beat-based as opposed to
melodic, and reflects the night clubs that arexéufe of the LGBTQ social scene As
Presdee comments in “Rave and Criminalisation afitf'g dancing to such music affects

the body in a manner akin to trance:

Carnival places the body in a trance-like staterahkke the carnival of rave,
one can ‘play with one’s body and carry out a stafeenthusiasm...’
(Jeanmaire 1951:58) which takes the people not ontyof their bodies but in
doing so out of society and into the state of eyst@Presdee 2000 40)

This requires redefinition of the concept of “[plag] with one’s body” to gain a “state of
ecstasy” (Ibid). While this phrase can be underbtiterally to mean masturbating oneself
to the point of orgasm, one suspects that Presole® bt intend to suggest that this is the
primary goal of attending a carnival! The suggesi® rather, “playing” or experimenting
with movement to experience the body and the differphysical feelings that denote
‘being’, whether through the realisation of movem@ossible through dance, or the

theoretical connotations of the body’s ability tartscend one fixed form.
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Presdee’s quotation of Jeanmaire’s term *“tranceso ahas religious connotations,
particularly of possession by external forc€ED Online accessed 18November 2006).
This possession is the process of the impregnafiateation, in this case sexual due to the
framing of the narrative in the carnival. Howevérjs important to recognise that the
carnivalesque concept places importance on théetesof the unfinished. As Holquist

comments:

The material bodily principle is contained not hretbiological individual, not
in the bourgeois ego, but in the people, a people are continually growing
and renewed. This is why all that is bodily becorgeandiose, exaggerated,
immeasurable. (in Iswolsky 1984 19)

Just as the material bodily principle posits that Ibody is in a state of constant evolution,
so is the nature of humanity as a loophole-wordettept. Russo comments how Kristeva
places the liminality of the image of the pregnamman in the relationship between
mother and child in the birthing scene (1997).hiistthe child emerges from the uterus, the
site of the foetus’ development, and, therefore, dite of the growth of the people for
which the carnival ground is a metaphor. Just aspthysical child develops within the
mother but matures without being an exact repkmatoo does the LGBTQ community
‘child’ develop in the style of the drag queen’samgery, but without dogmatic imprint.
However, the physicality of the drag queen alonesdoot enable this cultural rebirthing:

the child must develop for itself.

The concept of developing within, or exploring teite “where meaning collapses” (Russo

1997 326), that is the difficulty of determiningetpoint at which mother and child become
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two separate entities, also reflects further defins of the term “trance” as a site of
rapture, ecstasy, and, indeed, ter@ED Online accessed f9November 2006). This is
particularly the case as the drag queen is an LGByrgbol operating within a community
that is ‘queered’ primarily for the duration of tarnival. Thus, the exploration of “flayed
identity” as that which is expansive and “[fantealf” (Russo 1997 326) indicates an
unknown and unseen, the discovery of which is nallstask. Indeed, as Russo recounts,

the moment of birth into new identity is descriliydKristeva as not pure pleasure, but as

[Something] horrible to see at the impossible doofsthe invisible [the]
scorching moment of hesitation (between inside@rtdide, ego and other, life
and death), horror and beauty, sexuality and thetbiegation of the sexual...
(Russo 1997 326-327)

This is the final stage of the degradation andweah@rocess. The image of the drag queen
mother enables the rebirthing of the suggestionthef sexual in the minds of the
participants. The final deposal of previously higeldas is demonstrated by the realisation
that the drag queen is enabling a new generatiegardless of their previous sexual
identification, for, as Halberstam comments: “ipisssible [...] to create new genders and
to graft them on to old bodies with powerful resu{2000 165). As a symbolic mother, the
drag queen’s remaining task is to provide a metaghlorepresentation of the maternal
instinct, a space in which the old — or previousoaception of the individual becomes a
child and explores its new body and begins to dgwvelommunity relations. The drag
gueens, as part of LGBTQ community, present thaicalr as a physical yet liminal

nursery that facilitates the participants’ childliglay with sexuality.
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Furthermore, the concept of carnivalesque limipa&itables the drag queen to facilitate the
cultural physical rebirthing of the participantarthe LGBTQ community. In the Wakefield
and Manchester Prides, which are based in townregnthe involvement of the non-
LGBTQ community is encouraged. The event takeseptat the main thoroughfare and,
therefore, commandeers the space for the durdtideed, at Manchester Pride the roads
are closed to non-carnival traffic, which reinfasctne importance of the event and the
performers within it. As a result, anyone who esntdre locale is implicitly called to join
the event as the vast crowds can make passagecaligcimpossible. The pedestrian is

thrust into the carnival atmosphere.

As a result of this disruption of the normal sedtithe carnival performers become the
centre of attention. They gain an increased leVvdtatus as those able to transform the
commercial street, a symbol of work and economyo ia liminal space where ludic
activities take precedence, and, therefore, effelstiover-ride the entire socio-economic
structure. This status places them in the posaiorarnival role models as they are both an
expression of the variety of human sexualities,, @sda result of their joyful participation
in the event, a demonstration of the positive ¢ffeaf celebrating sexuality. Thus, they
encourage the other participants to reappraisecatabrate their own sexual identity. The
procession performers engage with the crowd throrggtal and physical greetings, while
the floats play music to encourage dancing, arneestvendors sell LGBTQ memorabilia
(such as rainbow whistles and flags) that can teel tig add to the festive atmosph&te.
The crowd are, thus, invited to become co-opted tihé carnival performance celebrating

LGBTQ life rather than merely watching the processi

¥ The pride flag was conceived by drag performeb@tl Baker to “call the gay movement to action”
(Rainbow25npg.).
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The participants can use the event to challenge then perceptions of sexuality by

considering the sexualities of others that are play’*

As Presdee comments, the
participant may not be aware of the sexualitieshef other participants (Presdee 2000).
This is particularly the case when there is a m&tof participants wearing gender
normative clothing and those whose appearanceedgtwonnotes LGBTQ identity. Their

reaction will, in part, be determined by the bebaviof others in the crowd as indicators of
the prevalent social norm, in this case LGBTQ, #mr decision of whether to comply

with it. By engaging in the ludic carnival procegsch participant can improvise and
develop their act or persona within the festivdleY are given licence to invent their own
performances as honorary LGBTQ citizens and carnthesespace to experiment with new
ideas and modes of behaviour in order to fit ilhwifteir surroundings. The carnival, after
all, provides a holiday atmosphere where the usulak of civility are relaxed. Indeed,

following the rebirthing process facilitated by tieg queen, each participant is effectively
exalted to become a vessel for the developmeriteaf perception of the festive godhead.

Therefore, through their communication with othexmters of the parade, a communion

of sorts is achieved that encourages the formulatfonew discoveries of identity.

The interaction between general public and thebésteed LGBTQ community during the
Pride Carnivals holds other implications for thesmts liminal identity. Regardless of
individually held conceptions of sexual identitgriicipation in the event works as a frame
that places all identities in a relationship witie thotion of queering. While the rebirthing

facilitated by the drag queen focuses the mindefihdividual on the concept of sexuality,

5 In a manner similar to Augusto Boal's Forum Theain which participants challenge their social
perceptions whilst viewing the display of the penfers, see Jackson (1998).
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this does not mean that all participants are themasequeered beyond the carnival’'s
parameters. However, their continued involvemenibdang this process demonstrates
their support of the event, and, as a result, @acticipant performs the role of the activist
by trumpeting the carnival’'s concept. Indeed, thmrticipation in the event effectively
gueers how onlookers perceive them, which in tdfeces the way in which the carnival

itself is perceived as a celebration of LGBTQ idgnt

As a result, the carnival itself becomes the foatiaoh of the perception of LGBTQ
identities as encompassing a variety of other wafsbeing’, in addition to those
behavioural formulas suggested by the standardasigxwategorisation. It is, therefore,
imperative to consider whether the non-LGBTQ pgtints alter the perception, ethos and
outcome of the event. As Bakhtin (Iswolsky 19843if thought is formulated via human
interaction, which suggests that the addition om-bh&GBTQ participants adds a
multifaceted ‘voice of the people’ to the event,iebhmay actually develop its meaning

(Holquist 1984). The event becomes a fluid celetmnadf sexuality in general.

In this context, it is also important to considbe timpact this has on the ideal of the
carnival as a vehicle to further the issues ofltB8TQ community. Its progression is not
so much that of the LGBTQ community, but that afammunity willing to countenance

the notion of potential pansexuality and set thisalder interpretation of sexuality against
heterosexist norms. In this sense, the carnivaruly revolutionary as it temporarily

dissolves the boundary between the two groups abithcan spread its message. The
groups can then reorganise together within broaskxual identities to enable the
reappraisal of the mainstream culture through thkhBnian thought expression (loophole

words).
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However, the carnival can also reconfigure the LGBIommunity in non-liminal time. As
the LGBTQ carnival is also a reflection of an eixigtcommunity, the introduction of new
members within this queered frame impacts on tadue as authored by its hosts. When
one joins such an event, the image projected wadlhas been stated, be formulated in
keeping with the social norms presented at the.tiH®wvever, internalising this image
through the thought process necessary to immemsetinn these social norms creates a
modified community identity that will impact on th&5BTQ group’s perception of what
has been forcibly embodied for the carnival. Theagem will be reflected back to the
performers themselves. This reflected identity leimgles the host’s original sense of self,
as, following Roland Barthes’ theories (1981),dhstitutes a snapshot of the stable identity
to ensure that the alteration occurring during waintime will force the image’s re-
evaluation. While mimicking the manner in which @éemic criticism develops ideation, it
is also a carnivalesque concept, as Booth comméntsan say only what tansay, and
that will be largely what | have learned to saynirthe kings | would depose” (1986 147).
The carnival incorporates the deposal of partidipan authority which indicates that
another aim of the event is the evolution of indials so that they present sexualities that

are developed in light of carnivalesque ideals.

However, if we are to consider the carnival pgptecits as those who use it to reveal
universal truths, as Bakhtin (Iswolsky 1984) sudgjeis is necessary to consider whether
continual deposition develops further knowledge ttemn be used within the non-carnival
sphere, or simply reinforces that which has alrebéegn ratified. This is the difference

between the ideation of the potential diversitydaentity, and the factual scenario with its

187



subsequent understandings revealed through Iinegramifications of the new identity
(for instances see Queen and Schimel 1997). Indeedurther development of notions of
identity becomes fraught as their entire theowsatbecomes subjective and, at times,
transient, as Van Meter indicates (1996). Therebsano authorisation of the limits of such
identities, as the carnival host must recognise dffiect of the very liminality he has
installed. As Bernstein comments, “a ‘wise foolafmot] be judged with any confidence by

himself, his interlocutor, or even the dislodgedders” (Bernstein 1986 110).

The judgement certainly cannot be made in the ighfed, carnivalesque reality.
Particularly in the world of the LGBTQ event, théentities ‘played’ reflect the
participants’ lives in the non-liminal time fram&hile these non-liminal identities can also
be ludic, existing in what Halberstam calls “quéere” defined by the social structure in
which the identity is performed (2005), the potahtfor the loss of judgement is
hyperbolised in the carnival as the identity isypth out for the event's benefit to
demonstrate the qualities of the fool (or Fool-Hembo critiques ‘the world turned upside
down’. The wisdom of the Fool-Hero is contested terdporal as the demarcation between
personal conceptualisation of identity, temporahot, and the feigned identity of festival
madness is blurred and overlapped. This placesLBBTQ celebrant in a quandary

strikingly similar to the notion of the Abject Hero

With the addition of the theme of intermittent mads and the burden of an
exacerbated self-consciousness, a further turnhef dcrew in the text's
ambiguity is inevitable. Now the question is nodenrestricted to the choice
between a strictly comic or serious argument, satr iesolved by the sleight of
hand of labelling the work as a ‘comic’ presentatiof essentially serious
themes [...] Instead all of these modes coexist endiscourse of a character
who is himself at a loss to know which responsapigropriate, a figure whose
speech lacks all of the customary contextual cegmrsiting an articulation
according to its degree of truth, folly, or humobut whose own familiarity

18¢€



with the expectations of the satiric genre maken king in vain for some
stable reference point against which to measureutisursts. (Bernstein 1986
111-112)

Bernstein’s words denote the performers’ tensioth whe ambiguity that their performed
recognition that their own gender manifestatiom isonstruct, and that their exhibition of

gender is satirical social commentary.

However, as a result of the interplay between qties (Halberstam 2005) identity and
liminal carnival identity, the image presented he tevent can convey some of the
connotations of the very identity it aims to idéntiThe “outbursts” (Bernstein 1986 112)
can, thus, disguise any potential development tl®rd-or example, respondent Anna
Glypta performs as a flamboyant drag queen in duows that may be perceived as
harbouring misogynistic perspectives. The character overtly sexual, yet not
stereotypically attractive, and is performed withiat of camp, indicated by a forced high-
pitched voice, suggesting femininity as not onlgoastruct, but one which the character as
performed fails to understand. This view is a diregsconception of the aim of the
performer, who in fact utilises the image to erfastdesire to be female, as he considers
his physique would negate from the possibility asging as a woman, even given the
prospect of transition surgery (Rayne 2006a). Iddéeethis respect, the carnival laughter,
rather than being purely regenerative, also cathesconnotation of hysteria (Bernstein
1986). This erupts from the violence of the emditimat may be faced within the liminal
atmosphere that violently opposes cultural nornmgl #ne participant who “[...] can no
longer be certain whether he is really identifiabkea ‘wise fool’, whether he is merely
imitating one for his own conscious ends, or whelteis trapped within an impersonation

he can neither fully assume nor entirely shake @86 112).



This process envelops all of the carnival’'s pgraaits. Despite its potential drawbacks in
negating the ability to ratify new categorisatiqies transgressions thereof), the carnival
nevertheless enables the community’s developmentefnition of liminality indeed
suggests that such uncertainty must be developfedebany new realisations can occur:
“Every stimulus must reach a certain intensity befany appreciable sensation results.
This point is known as the threshold or liminaleimsity” (OED Online accessed 28
October 2006). The stimulus in this case is thenl@hplay of the carnival. The stages of
“liminality” are defined as “throwing off of old ehtity, liminal stage between identities,
re-emergence on the other sid€h¢yclopaedia Britannica Onlineccessed #80ctober
2006). This definition refers particularly to rabgs orders, and sure enough, should the
participant choose to use the carnival to re-evalutheir identity and bring the
development into the non-liminal time, they can, asstarting point, interpret the
proliferation of images on parade as the camivelisigy - the state to which the novice

aspires.

Many of the performers can be categorised as tvweadwisual types: drag and clone,
which are then further divided into sub-categori®#hin the drag category there are drag
gueens and female impersonators, while the cloakk ef whose participants dress largely
identically — represents special interest groupsh s club dancers and motorcyclists. The
carnival mirror into which one looks to adapt tomeotions of identity represents a figure,
rather than a kaleidoscope of different imagesuAssg the personal circumstances and
identifications of the performers are unknown te timlooker, there is precious little to tell

each apart, save those whose displays are moralyisuresting.
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It is, therefore, interesting that the liminal atufacilitates the individuals’ passage from

one state of being to another:

In the widespread ritual re-enactment of death aglirth, initiates are
ceremonially “killed” to remove them from their faer life, treated as infants
in the transitional period, and made to mature th&ar new status. Successful
passage of ordeals form a regular feature of tresitional requirements, and
doorways are often used to signify entry into teevmlomain. The new status is
usually indicated by some alteration of the boelg ( circumcision, removal of
teeth, tattooing and scarification, dressing oflib&, etc.) or by the addition of
special clothing and ornament&ngyclopaedia Britannica Onlineaccessed
28" October 2006)

In the carnival, participation constitutes the osoaial killing, as involvement represents
estrangement from previous self-conception. Howegestume’s implications are also

important in the rite:

Social systems require a certain amount of equilibrin order to function
smoothly. Changes in either individuals or groupsedten to disrupt this
equilibrium. The primary sociological function ates of passage, then, is to
foster the achievement of a new state of equilibriafter such changes, to
restore social order and thereby maintain the gpeie a system of congruent
parts. A rite of passage, being a dramatizatiothefindividual's entry into the
new order, characteristically provides instructiamd gives assurance of the
mastery of a new role to the affected individuiahl$o serves as an opportunity
for the community to demonstrate support of itsstibments. (Ibid)

As a result, the range of costumes on display atdithe roles into which the viewer can
ease themselves in order not to unduly disturb dqailibrium (some disturbance is
necessary and unavoidable). To develop this rolthdu requires participation in the
culture itself, away from the carnival proper. ledehe floats and costumes also serve the

function of easing the process of integration IBBTQ lifestyle:
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According to some interpretations, these riteseséovbridge critical stages in
the life process and to help the individual confraertain uncontrollable

aspects of the world he inhabits. By providing edictable, communal context
for individual experience, rites of passage acthsyherapeutically to alleviate

the inevitable anxiety that accompanies change)(lb

This is achieved by placing the carnival in theteahof the normal world. The majority of

the performers are allied to floats representingnmercial and community-based
enterprises that provide a point of safe depafturéhe viewer. They represent aspirational
aspects of mainstream culture that are prevalebGIBTQ society, and which also provide
an already existing set of social choices suchttamding LGBTQ forums, social groups
and health-care facilities. The idea recalls Twattl arguments that “entertainment [or in
this case lifestyle] becomes its own liturgy” (19229). The LGBTQ carnivals present a
world offering protection in the workplace througexuality-specific Union leaflets,

fulfilling relationships via the Civil Ceremoniebét, and a lively social life as promised
by a large majority of the remaining floats. Simifamany of the costumes on show are
only subtly different to those already imprinted i@ minds of the participants through
popular culture, which Twitchell suggests removaadience doubt and anxiety” (1992
189). To attend a carnival with recognisable imamestes inspection, while their very

differences from the norm promote further invedi@a as a result of our natural

inquisitiveness.

The converse aspects of the definition of paradeasjuerade are also part of the carnival,
particularly when considering the distinction betweahe experiences of the carnival felt by
the non-LGBTQ onlooker and the LGBTQ processiontipipant. As Bakhtin’s theory

suggests:



[Carnival] doesn’t know footlights, in the sensaithit does not acknowledge
any distinction between actors and spectators. ligbt# would destroy a
carnival, as the absence of footlights would dgsaaheatrical performance.
Carnival is not a spectacle seen by the people; like in it, and everyone
participates because its very idea embraces ajpe¢bple. While carnival lasts,
there is no other life outside it [...] It has a wsrisal spirit; it is a special
condition of the entire world, of the world’s realvand renewal, in which all
take part. (Iswolsky 1984 7)

There is some truth in the above statement, péatiguat the Manchester carnival where
safety barriers separate the crowd from the pedosnn the procession, thus forming a
highly visible ‘footlight’ that disrupts audienceviolvement in the event and creates a sense
of difference between them and the self-identifig@BTQ performers on the floats®
Although this can detract from a holistic carnigajee feel in the Bakhtinian sense, modern
physical and social structures have facilitated ay vin which the carnival can be

experienced by both the participants in the praoasand in the crowd.

As Montgomery states, in the Rabelaisian carnied, road (as the path of the carnival)
represents a familiar territory. Any actions thatuwr may change the territory, but those
who transverse it remain largely unchanged (1998js is not, however, to say that the
carnival viewers are playing a role that can bep$miiscarded. Indeed, the Rabelaisian
notion of the carnivalesque road is “the centrabobtope in the chivalric romance, the
romantic novel and the picaresque no¥2[(Montgomery 1993 15). The carnival does not
change the participants, but instead facilitatesréalisation of their LGBTQ sexuality if

required. As Presdee comments, the “carnival hatesied and its fragments and debris are

16 The Manchester parade could be joined on paymieatf50 fee; a practice that organisations such as
QueerKafferia have suggested is divisive and eiahasy.

57 The chronotope is defined as “the co-ordinatetnoé and space invoked by a given narrative; ireoth
words to the ‘setting’, considered as a spatio-tapwhole” byThe Oxford Dictionary of Literary Terms
Online (accessed 12June 2008).
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now to be found in a wide range of contemporaryn®r.” (2000 45), one of which is
modern LGBTQ culture. This is geographically lochia both the Wakefield and the
Manchester parades where the routes culminateeat @BTQ public houses that can be
utilised after the event. However, as Morson sutggésgreement] is never identity. It
always presupposes or becomes the occasion ferefhitfes.”, regardless of whether the
individual is a part of the procession or not (Mnrs1986 2). Liminal play in these
environments ceases as the physical community itepat the behaviours that can be
performed, as the durability of the space ensutextions and interactions have real-time
ramifications that become part of the communitreationship history. They do, however,
offer a different conceptualisation of what Hallhans has calledqueer time” and “queer
space”, which refigure notions of spatial awarenéssenable the development of

sexualities after the cessation of the festivi(i##305).

As has been demonstrated, carnivalesque liminadityexist in modern times in the context
of the LGBTQ community’s Pride events. The carregglue laughter facilitates the
participants’ experiments with their personal cqoiseof sexuality, or their “own sense of
judgement and values”, as Bernstein puts it (1986).1This is as opposed to Geertz’'s
suggestion of experiencing the event as simplyllg gzcasion in which internal fantasies
may be temporarily experienced (Presdee 2000))d®ed inventing such fantasies for the
purpose of participating in the event. As Morsomaments, understanding depends on the
prior preparation of the individuals’ anticipategbponse (1986). If the individual perceives
the carnival and its performers as a shallow saifréehe dominant culture, their only
gratification can be intellectual appreciation ¢ isocial commentary. This, in turn,
destroys the carnival’'s ludic aspect and prevehgs imdividual from experiencing the

carnival’s “wholeness” (Iswolsky 1984 12).
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The LGBTQ carnivals have built on the cultural réihg and liminality offered by the
event through the utilisation of political theatmethodologies to challenge legislative
oppression, as well as to provide a cultural fraorwthat encourages the continual
development of the LGBTQ community. Political theats often queried in terms of its
guantitative efficacy to engender the large-scabeiad changes it seeks. Whether
performances aim towards changing economic circameges (as with the 7:84 Theatre
Company, npg.), or ideological change (as represeby groups such as Gay Sweatshop,
Itzin 1980) the perceivable effect is often resgacto a minority of the audience. This
leaves such groups open to the charge of providivsybstantiated outcomes, particularly
when they preach to an audience whose supporhéopérformance’s aims is indicated by
their very presence. However, there is one majéierénce at this point: the LGBTQ
carnivals’ goals are radically different to thosegooups who work primarily with the
internal community, or those who seek economic sesmment. The carnivals’ focus
incorporates the experience of the entire communityey aim to affect change by
increasing awareness and, indeed, pride in LGBEQtitles, and to improve the legislative

rights of LGBTQ persons.

In terms of raising awareness, the performancetaely must be measured through
gualitative analysis of increased communal knowdedfLGBTQ existence and the issues
they face. It is also demonstrated via changesiwitidividuals’ self-perception of their
sexuality. However, while the measurement of suljeceaction problematises qualitative
evaluation, quantitative change is rendered almimgpossible to assess as the
performances’ aims are discussed before and dtlnmgpectacles themselves. As a result

of these external influences, sample groups arepommsed. Therefore, the influence of
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political theatre results through a ‘ripple’ effeathereby each event and stimulus adds to a

larger-scale campaign to increase the carnivdiisagly to impact on its society.

However, if positing that the Pride events haveitjgal goals, as opposed to simply
representing a celebration of sexuality, it is 138eey to consider how these changes are to
be effected. This represents a further differeret@vben these modern events and those of
the Rabelaisian carnival: its aims and objectieshe Rabelaisian period the participants
were the ‘folk’, the mass population, and during thstival time “...all were considered
equal [...] in the town square, a special form okfand familiar contact reigned among
people who were usually divided by barriers of eagiroperty, profession and age”
(Iswolsky 1984 10). The LGBTQ events, on the ott@nd, ostensibly cater for a specific,
minority section of the community and are confinedhe notion of sexuality. Although
this thesis argues that the aim of the carnivab isaise the general public’s awareness of
LGBTQ issues and can be seen as representing @dspgerest’, the carnival does mirror
the Rabelaisian event by “providing a structuremgfth and expression to articulate a
communal vision of the order, and disorder of tein@Presdee 2000 35). While it is not a
reflection of the whole community, it does reflestues that affect the populous and could

be advantageous to them.

As this thesis suggests that LGBTQ carnival aimaffect change in non-carnival time,
this may involve interaction with the authority power. As the LGBTQ carnivals visited
for the purpose of this study required the locdharities’ authorisation, it is necessary to
consider why the authorities would give this pesiun, as this will enable an

understanding how the events’ structure may fatditheir efficacy in fulfilling their aims.
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Governmental authority, after all, determines nolydhe setting of an event, but also the

behaviours that are allowed to occur within it.

If the carnival is sanctioned, organised, and, eéftee, at least partially ‘owned’ by
authority, they have some control over its pretemtaand can demarcate its temporality,
much like any other festival® State authorisation of such events also carrigstentially
more insidious implication, highlighted particularh modern contexts. The participants’
desire for revolution is channelled into preparing the event, ensuring that emotional
intensity is diverted to focus on the completiorpod-event tasks, and as a result, towards
the fulfilment of participating in the carnival,th@r than towards immediate emotional
gratification in revolutionary riot scenarios (suak Stonewall). The time taken in this
planning stage itself enables authorities to risknage the events to pre-empt potential
challenge, while the combination of these effectabdes them to manage the desire for

change itself.

By obtaining ‘ownership’ of the event, governmentherisation can affect the modern
LGBTQ carnivals’ aims. If the state publicises andhorises a festival, it suggests that a
dialogue exists between itself and the carnivaltigpants. This, in turn, gives the
impression that the needs of the people are notédhaeed supported, both practically and
theoretically, by those in power. The LGBTQ carhigaa community interest event that is
promoted (as are other events such as the Nottih@&fnival) in the context of equality

amongst differencE? This reflects the aims of the Rabelaisian carniasl stated by

18 Conversely, Anatoly Lunacharsky, the Soviet Consanisf Enlightenment posited that the carnival doul
be seen as “a kind of safety valve for the passisecommon people might otherwise direct to retiamfti
(Holquist in Iswolsky 1984 xviii).

*¥The Notting Hill Carnival (npg.) celebrates Afric€aribbean heritage and culture.
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Bakhtin as “...sanctioned not by the world of praaiticonditions but by the highest aims
of human existence, that is, by the world of id¢atsnd without] this sanction there can be

no festivity” (Iswolsky 1984 9).

However, for a government to condone carnivals #iat towards the ideal of equality
implies that there is no need for revolution oréed any form of protest action in the first
place (Presdee 2000). Even so, the author’'s ugheoferm ‘reflects’ is important. The
governmentally condoned carnivals do not necegssuibport ‘the highest human ideals’,
but the governments’ own politically motivated igeetation and stipulation of what these
ideals should be and what practical measures shmildsed to achieve them. The floats
that are permitted — for example Unison (represgntiights of employment), Civil
Ceremonies (partnering), the NHS (health care)amtbus mainstream leisure facilities —
suggest equal treatment, and that all citizens earétled to the same rights — a
demonstration of what Presdee suggests is “libgadalism” (2000 42). The authority-
sanctioned carnival, therefore, establishes a framie of approved rights and behaviours
that encourages only ‘acceptable’ requests foh&rrtevelopment to be formulated by the
community. This potentially subsumes other revohdiry goals, both within the festive
environment and in the non-festive world. Such sufetion may not be against the wishes
of the people, as Presdee states:

...carnival comes from the ‘people’ in collusion witie ‘State’ [...] the people

are complicit in its closure. This model therefpreposes that carnival is both

allowed by those in power in order to maintain hamy) but more significantly

the people themselves wish to reaffirm their owsifgan within a harmonious
collective existence. (2000 42)
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The community may willingly accept and comply wilte stipulated parameters. However,
if they choose to reject the parameter by contiguime life of the carnival outside its
liminal time-frame, a power struggle occurs as gheup attempts to assert its authority.

This is the case with the LGBTQ carnival.

Therefore, a further examination of the aims of tl@&BTQ events in comparison to the
Rabelaisian carnival is essential as they takeepiaaadically different cultural settings.
The aims of the Rabelaisian carnivalesque are dedfrom the imagery of the bodily
grotesque and status reversals, which are symbbtlee cyclical nature of human life and
the seasonal changes, and are credited by Bakhtin the “power of regeneration”

(Iswolsky 1984 38). Holquist states:

The sanction for carnival derives ultimately natnfr a calendar prescribed by
church or state, but from a force that pre-existssps and kings and to whose
superior power they are actually deferring wherythppear to be licensing
carnival. (Holquist 1984 xuviii)

This superior power appears to be life itself, &atkhtin comments that the carnivalesque
mask is “connected with the joy of change and mmination” (Iswolsky 1984 39). While
the terms “regeneration” (Iswolsky 1984 38) andirfcarnation” (Iswolsky 1984 39)
connote carnivalesque liminality and temporal cleartpeir connotations vary between
regeneration that does not exclude revitalisedsstand the possibility of regenerating into
something different. The Rabelaisian carnival ain®degenerate the life of the people,
rather than having a specific political aim, aslt@BTQ events do. The LGBTQ carnivals,
in contrast, are that community’s opportunity teiie the general population to question

the nature and diversity of human sexuality. Thstival does not simply provide the
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LGBTQ community with “hope and strength for the ldobeyond”, as Presdee puts it

(2000 136), but invites all to experience, and pddly join, a functional society.

This differentiation between the culture of Rab&laime and that of the LGBTQ Pride
festivities dramatically alters their manifestagorPresdee cites the increase in popular
entertainment and dedicated leisure time as eved#émat the modern carnival has become
fragmented (2000). He contends that indulging ippssedly anti-social behaviour forms
the majority of this leisure time and constitutes attempted reversal of order through
disregard of the law in favour of individual selfagjfication. This is cited as an attempt to
engender an alternative culture with a separateotetalues attainable regardless of
economic circumstance, and indeed, one that cast @xiopposition to the dominant
orderr®® His arguments focus on his conceptualisation ef abtivities of an economic

underclass and other groups whom he argues feehfdaschised from society and

participate in the behaviour partially as a metbbeebellion.

In contrast to Presdee, Bakhtin states that theelRmsitan model holds that the carnival is
the “second life of the people” and remains digtifrom the first life of the normal
calendar, occurring purely within the festivitidghinal time frame (Iswolsky 1984 9).
Furthermore, Bakhtin suggests that the logic ofdammivalesque ‘turn-about’ relies on the
re-evaluation of all social roles in the sphereodéin authority are deposed, but it is a
willing deposal that makes way for regeneratiotthea than being an enforced deposal

after which the people themselves intend to rides &uggested by Presdee.

10 presdee’s view of modern carnivalesque violendthoagh based on Bakhtinian arguments, is
nevertheless heavily built on his glamorisatiorhizf own youthful rebellion. As a result, in oppsit to
Bakhtin, he suggests the carnival aims to enalelgetbther orders to establish rule for themseR@a(Q).
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In contrast, the LGBTQ carnivals seek to regeneath the first and second life of the
people by using the physical aspects of the limspdlere to reinvigorate the social sphere.
Mediation between Presdee’s (2000) and Bakhtirssvglsky 1984) theories enable the
formulation of an accurate impression of the mode@BTQ carnival, as both models
utilise the common denominator of carnivalesquéevice to destabilise prevalent norms.
This thesis proposes that LGBTQ carnival violerea imixture of the two theories, but
with the distinction that the form of the violence a primarily Presdeean assault of
theoretically antisocial ideas. Carnivalesque viokeis primarily demonstrated in modern
festival performances through laughter. It is aidnsof Bakhtin's theorisation of
regenerative merriment that seeks to highlight @aed social perceptions of identity in
order that they can be invigorated, and the mockiay of Presdee that undermines the
oppressors of diversity. At this point, it is uddfmremember that the term “parade” has the
pejorative connotation of being “treated with conpg” (OED Online accessed "4
November 2006). This recalls the carnivalesque epinof debasement and abuse, and is
aimed both at the mainstream culture and at théicpmants. It takes different forms

dependent on the perception of the LGBTQ commuatityre time.

The carnivalesque concept of debasement and alsug®nically appropriate in this
context. On Saturday, July* 11972 (according to Power 1995), The Gay Liberafioont
(GLF) organised the first Gay Pride march in LondBngland'* It was not necessarily a

cohesive gatherinf? Indeed, the groups who staged the event had sorgetha history

11n “30 Years of Gay Liberation” (npg.), Tatcheliggests that the first march took place in 1970hi&s
other sources, such as “30 Years of Gay Pride” jrquacur with the accepted date 8fuly 1972, it
appears the discrepancy is the result of him vgritigeneralised piece to bolster activism.

1%2power has argued that the official Gay Pride maras effectively upstaged by an earlier, spontasieou
march attended by around thirty radical drag queswsrent boys. However, while this march was also
radical, carnivalesque event, it is not considére@ as the first Gay Pride event owing to its tstle,
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of animosity owing to the differing aims of theictavism and the methods they used to
achieve them?®® Divisions were particularly significant betweenygaale groups, radical
feminists and lesbian groups who had all hivedimtid separate communes to enact their

differing political perspectives, as participanffidsy Weeks has stated:

...there was a real tension between the radicaleiand the others who
regarded themselves as revolutionaries. | hadlyridllen out with people like

Bette Bourne and Stuart Feather and it was thetvgons of sectarianism. It
cured me for life of sectarianism because it wae la religious divide...

(quoted in Power 1995 260)

Weeks’ statement, discussing the interactions efréist of the ‘identity’ groups as well as
his own arguments with individuals (who were proemhenough to have gained celebrity
status outside of the movement), illustrate hovwpdeste the situation had become from an

insider’s perspective. Nettie Pollard concurs:

The GLF was like a comet — it wasn’t going to coné. At the beginning, what
we had in common was much more important tharhalldifferences between
men and women, between socialists and radical istaiand everything else —
people who were interesting in cottaging and peagle weren'’t, people who
wanted to concentrate on women'’s issues and pedpedidn’t, there was an
enormous difference. (quoted in Power 1995 246)

These disputes were not merely personal, but rsatdiecting the entire LGBTQ
community’s ethos and indeed actions. NeverthetbesPride event went ahead, as Power

describes, “[Pride] was attended by more than aghod people and on the surface was

because (due to its spontaneous nature) it didmit# the whole community as the subsequent evenadd
because it has not gained ‘legendary status’ isdmee way.

®3The idea of staging ‘protest’ events had itsetfrbsuggested by Antony Grey of the Albany Trustiaup
disliked for their tendency to appease rather firawoke (Power 1995).
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harmonious; the separatist women returned withranda'Gay Women'’s Liberation’ and

all of the local groups were present” (1995 260&8ks, however, adds:

There were lots of rows preceding it and there wet® of arguments on the
march itself between those who were in radical dragjthose who weren't....It

was all very unhappy and gave people like mysedéase that the heart had
gone out of it. There was no longer a Gay Libemaftoont, gay liberation was

becoming much more dispersed. (quoted in Power 280%

His account is corroborated Bay International Newsvhichcommented:

Gay Pride Week in London brought about an uned®nak between factions
which have been in open conflict recently. The itablfeminists’ in glittering
gender-fuck drag glared in defiance at the ‘straigiays as they marched
through London..or danced beside them at the ball the night bedbfaulham
Town Hall. (Ibid 261)
While Gay International Newss said to have been known for its hostility tow#rdse and
other political groups (Power 1995), it is easgée how some factions, such as those at the

ball, could be interpreted as having deliberatetgrapted to provoke or irritate those

attendees from other groups, particular given #st pistory suggested by Weeks.

Regardless, as group member Peter Tatchell haebistie aim of the event was to stage
“protest as performance” that was too overt, eateirtg and provocative to ignore (“30
Years of Gay Pride”, npg., and “30 Years of Gapgdration”, npg.). Power’s oral history
corroborates this, noting that “it was promotedmstjly as a “Carnival Parade™ (1995
260). Tatchell’'s statement suggests that, at ledsindsight, he considers the Rabelaisian-
style carnival to have been chosen as the methrodgh which to do this: “The march was
a carnival-style parade [...] There were lots dffaragant costumes and cheeky banners

poking fun at homophobes like Mary Whitehouse” (“88ars of Gay Pride”, npg.). The

203



central aspect of the carnivals is that they shewmething perceived as homosexual
behaviour. As Tatchell also refers to the everd §sarade” (Ibid), some further definitions

of the word provide further enlightenment.

As befits a group who have faced opposition, a rsg@ary definition of noun “parade”
relates to fencing and denotes “an act of wardifigadlow or weapon” QED Online
accessed 2%4October 2006). In the instance of the first Gaigl®march, Tatchell states
that the satirical nature of the protesters’ prapd costumes focused on authority figures
(such as the government, police and clergy) they trerceived to be their oppressors (“30
Years of Gay Liberation”, npg.). By turning thesmces into dramatic characters, the
protestors could incorporate them into the perferoeaand manipulate their representation
to demonstrate their inability to exact completatool over the event and the images it
portrayed. Thus, the protestors could actually destrate that these forces were failing in
their aim to land their “blow” to suppress the LGBTcommunity, and as a result were

suitable targets for satir®ED Online accessed 24October 2006).

As well as an act of defence, the parade or cdrisvan act of aggression. For a people
who at the time had little legal protection, thevpo for this aggression must come from
past successes, such as The Stonewall Riot. Thevabevent reminded those within the
community about the riot, and educated those whie weaware. As a result, it became a
recollection, and indeed a reenactment, of The é&tall Riot itself, and, significantly,

“parade” is also defined as “a public march or psstongsp.one celebrating a special day

or event” OED Online accessed 24October 2006). Thus, the purpose of this instarice
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political theatre is to remind the community of ithkistory, proving its importance to

consecrate its repetition to demonstrate theirinoatl anger at former mistreatment.

As the LGBTQ events were, as Tatchell states, aadedf public “performance as protest”
(“30 Years of Gay Liberation”, npg.) they were alsdended to be enjoyable. This is
important on both a real and liminal level. To ind# an element of fun in any event is now
recognised as a hallmark of community developmieebry and practice as it encourages
participants to become involved and, thus, promttesgrowth of the community. It also
suggests a framework through which change can lieat, as it demonstrates that direct
action can gain public attention, facilitate commymecision-making and strategy, and
attempt to influence government-level politics. Wetking in this way was massively
important for the LGBTQ community, which had prawty been hidden — as Tatchell has
stated, people watching the parade may never hese aware of knowing a homosexual

before (“30 Years of Gay Pride”, npg.).

It proved that such an event was possible and wdaaldallowed to happen, despite
supposed police disapproval. This, therefore, sstggthat governmental policy can be
challenged and, indeed, did change. The framewuwkédnables this to happen is created
through the social perceptions of LGBTQ identity. With any parade, the Pride event also
forms a procession for “the mustering of troops ifspection or display”@ED Online
accessed 21October 2006). “Mustering troops for inspectiofiig) suggests that those
on parade are the epitome of homosexuality. Thenteige a display of hyperbolised
elements of LGBTQ culture in which the communitigea pride, and as a result they are

intended to be aspirational.
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Confirmation of this standpoint can be found by pamng the event with other
processions, such as that celebrating Queen Etlzakbe Golden Jubilee. Marchers at this
event comprised of people considered to have ¢nnéd to society, such as war veterans
who marched as a demonstration of success in gteragion of world order. As a result,
their role in the procession served as a remiraérdir audience that they could play a part
in the community. These veterans implicitly représthe continuing need to fight for
justice. Thus, the parade becomes an opportunitynirch in procession or with great
display or ostentation [...] in a public place, espkg in order to be seen; to show off”
(OED Online accessed 24October 2006). In the instance of the Pride Pavattie display
becomes the ability to critique culture. It is,gart, this ability that enables the parades to
appeal to a mass audience, and gives them ‘ayjuhtit is valuable in consumer terrfs.
The equation of these disparate groups (the LGBE@opmers and the war veterans)
demonstrates the LGBTQ community’s utilisation afgde and march structures as what
Russo calls a “redeployment or counter productiboudture” to be an exemplification of

carnival violence (Russo 1997 325).

Thirty years on, homosexuality is still opposeddmme sections of the population, and,
thus, to parade in an increasingly flamboyant @igmf the signifiers of LGBTQ identity
constitutes an act of ideological violence agaittsbtse who would challenge the
community’s rights and, in some cases, threatem tivith damnatiort® Their clothing can
be interpreted in these circumstances as reprageatmilitary outfit, where the costume is

designed to accentuate the differentiation betvggenps of people. This is particularly the

184 For a discussion of the ‘contribution’ that LGBTgPoups can make to mainstream society, see Norton
(1997).

1% particularly those from religious groups, as copkdseen from flyers presented by those demomsirati
against the 2006 Manchester parade.
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case with drag queens. Mirroring the concept ofrthigary standard, their costume both
depicts the force and acts as a glyph of its idealsthis case, the right of LGBTQ people
to be present in the community. In this sense ditag queen’s military costume is very

effective.

During respondent interviews, it became appareat while some performers did not
appear to be aware of the history of drag perfooean LGBTQ communities or The
Stonewall Riot, they did subscribe to the notioncostume as flag. Respondent Davey
describes performer CherAround wielding a rainboanrer to perform the LGBTQ
anthem “I am what | am” (Herman 1983). The rainbiag was developed and is
recognised as the banner of LGBTQ people as itsucelare understood to indicate an
array of different sexual behaviours. The rainbowits own is a cultural symbol for other,
more mundane phenomena, such as the weather, pinbap, but when used as a prop in
conjunction with drag queens it denotes LGBTQ idmst It is, therefore, an expression of
personal identity and a political statement noested in toleration of oppositional views.
It demonstrates that the carnivals, and indeedLGBTQ community, will not allow
themselves to be suppressed or forced into a staEnebat Presdee terms “[victimhood]”

(2000 153).%°

The power of the image also demands that the orloagcepts the LGBTQ sexuality as a
powerful force in opposition to dominant norms. Theplay acts as an invitation for others
to join in with the expectation of furthering theinderstanding of diverse sexual identities.

At the Wakefield 2006 Pride parade, participantsastumes signifying aspects of LGBTQ

1% This approach — and the repercussions of it -beaseen most clearly in Equal Opportunities letita
and guidelines, where to challenge ‘bigotry’ igltoone’s civic duty, see “Hate Crime” (npg.).
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culture invited passers-by to “Come and join uglhen there was no indication that the
onlookers were anything other than heterosexualitiahally, self-identified heterosexuals

marched in the middle of the crowd and told evemgjanisers that they had joined the
parade to show support to the community. The paitadl consisted of people in a variety
of guises, from drag queens, to men wearing angstumes (another signifier of

homosexuality), to people wearing traditional séixyyand gender normative dress. They
all stood under the same banner and received wanesheers from viewers who braved

wet weather to greet them on the street.

That the costumes facilitate the involvement of élxéernal community demonstrates that
“people [are] so to speak, reborn for new, puralynan relations” as was the case in the
Rabelaisian carnival (Iswolsky 1984 10). One of ¢issential aspects of these relations is
the “unmasking’ and disclosing of the unvarnistiegh under the veil of false claims and
arbitrary ranks”, thus, stripping the “authoritariavord” of its power and exclusivity
(Pomorska 1984 x). That is to say, the carnivalesgolence involves the removal of
formal indicators of power and their institutiony lestablishing new variants, and
consequently shows each individual as they truéy @or instance, once the indicators of
the police’s power (such as their uniform) are reety they become mere people. This
provokes the ire of external communities as it astg form of ideological violence, whilst
also leaving the LGBTQ participants open to therghaof contributing to their own
marginalisation as “the pleasures of the ‘bodye]afloregrounded, in opposition to the
dominant and accepted values of restraint and aetybriPresdee 2000 38y This is

particularly the case when the carnivals, such akafeld and Manchester Pride 2006,

87 Such an attitude can be seefire Sumewspaper’s report of a group of leshians allegetfering minor
sexual favours to non-LGBTQ travellers while jowing to a Pride event. Whether or not this quotato
factual, it represents the distastes of certaimtgrsaof society for sexual behaviour (Sandersdb1.9
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display arguably controversial stalls such as trsmdleng sex aids within public shopping

areas®®

The mainstream’s perception of this type of ide@abviolence can be compared to the
notion of evil as the normative face of culturettb@eates terror for the establishment. As
Halberstam comments: “evil stretches across cuilturd political production as complicity

and collaboration and it manifests itself as a dessnnorm [for instance as part of a
parade] rather than as some monstrous disruptid@0Qq 162). This creates a tension
whereby the mainstream’s very sponsorship of thenebecomes a moment of both the
horror and the pleasure of the sexual, where thBT@ community are at once embraced
by a mainstream culture that fetishises sexuadtyd yet derides it as unnatural if it

ventures outside of the shadows into the public AgeHalberstam comments:

The postmodern monster is no longer the hideousrcatorming the gates of
the human citadel, he has already disrupted thefudageography of human self
and demon other and he makes the peripheral andn#énginal part of the
centre. Monsters within postmodernism are alreatyyde — the house, the
body, the head, the skin, the nation — and theykwbeir way out [...]
Monstrosity no longer coagulates into a specifidyga single face, a unique
feature; it is replaced with a banality that fraetiresistance because the enemy
becomes harder to locate and looks more and mkeetie hero. What were
monsters are now facets of identity; the sexuadioéimd the racial other can no
longer be safely separated from self. (2000 162-163

The behaviour at the carnivals thus becomes a estuuthe external community, as is

demonstrated by Tatchell's comments concerninditsteGLF Gay Pride carnival:

1%8 For example “JDL For Leather”, which sold a vayief sado-masochistic instruments at ManchesterePri
2006.
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Many reacted with revulsion and horror when GLFgaoned: "2-4-6-8! Gay
is just as good as straight!" Those words — whiehenso empowering to queers
everywhere — frightened the life out of smug, aartgstraight people, who had
always assumed they were superior. (“30 Years gfl@aeration”, npg.J*

When examining this statement, it must be remenobirat at the time of the first carnival,
homosexuality was still very much a taboo subjé&tius, Tatchell suggests that it is not
enough to remove the notion of homosexuality aedabut that it should be accepted, and
indeed lauded as “just as good” as the heterosexuah and ideal (Ibid). In fact, the
persuasion takes the form of a cheerleader-stylgleji which therefore, also draws
attention to the campaign. Indeed, although agsuiwards the LGBTQ community have
become more positive in recent years, there alecsses where this style of protest

provokes anger from the external community.

The act of ideological violence or disruption atsmurs within the community itself. The
carnivals are not without their internal disputesdeed, although they are billed as the
celebration and promotion of LGBTQ rights and edyathere are criticisms echoing
Anatoly Lunacharsky's statement that the carnivatsaas a safety valve for the
community’s concerns and frustration (FitzpatriéZ@). The form of the event itself can
be a bone of contention, as groups such as OutRemed argued it should provide a
platform to campaign for issues that would give toenmunity freedom over and above
that enjoyed by heterosexuals, for example by lowethe age of consent to fourteen years
(“Consent at 14 -”, npg.), while other groups argushould form a celebration of gains

already made in terms of mainstream acceptances Wais reflected in the floats at

189 This statement can, of course, be taken to refehe ‘search for heroes’ set out in Chapter Twahisf
thesis.

179 As can be seen from the recent case in whichfifjieters refused to participate in a carniv@hé
Scotsmannpg.).
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Manchester Pride 2006, where only a proportionufeat acts that, while incorporating the
performance of LGBTQ identity rather than consigtisolely of commercialism, only
loosely related to the community as a result ofrtparticipation in mainstream culture.
However, some sections of the community wantedetoain ‘anti-social’ if this was a
means to “express their individuality” (Presdee®@68), and, therefore, minimise the risk
of their identity being submerged in mainstreanturel Such anti-social behaviour could
be seen at the Manchester Pride parade in whicQuieerKafferia group dressed as elderly
women, presumably to satirise Mary Whitehouse jstridute “Grannyfesto” questionnaire
leaflets relating to the event's ethos. This intisatheir awareness of the limitations
imposed on the carnival by authorities, as disaigseviously, and recognition that using

the authorised space may be inadequate for truodutson.

Groups such as QueerKafferia demonstrate how thavedesque “[terrorises] (actually
and metaphorically) the weak as much as the strimg,oppressed as much as the
oppressors” (Presdee 2000 41). They suggest thataimivalesque rejects the perception
of the community carnival as a simple celebratias opposed to a chance to investigate
“the foregrounding of the popular and grotesqueyboder the fixed and static” (Ibid).
Therefore, parading in this fashion forms a rebtakthe community itself for settling into
reticence by using the Bakhtinian model of the sairto celebrate collective regeneration,
rather than the Presdeean interpretation of estabyj a new social order, which is what
QueerKafferia’s tactic represents. Indeed, the L@RJrnival is truly revolutionary as it
reminds the internal community of its roots throulgé liminal atmosphere, but also points
towards the non-liminal future by assaulting thensslities, for example in the
QueerKafferia “Grannyfesto”, which posed new quesiconsidering the community’s

future development. This, in particular, is a methdemonstrating the parades’
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revolutionary potential, as it conforms to what nieyconsidered as theatrical community
development, where the performers offer the otlaetigpants the opportunity of continued
involvement, discussing issues away from the paraQeeerKafferia invited the
participants to become involved in a network ofeothctivities, ranging from an internet
discussion group to arts groups dedicated to exygdtGBTQ issues and identities. These
activities are made possible through the ‘rebighiopportunities stemming from the

carnival.

Furthermore, working with, rather than against thethorities affords the carnival
participants credibility. As has previously beenselved, the placement of a political
theatre carnival in a public space requires theseonnof the local authority. The disruption
of street life caused by a parade requires theostit/s’ co-operation to maintain order.
This order is signified by the police who join tharade and effectively form an escort.
Police escorts are often used to protect those mbhg face threat whilst in the public
space, such as prisoners in transition to and trah Prisoners are those who have been
charged with offences against society and, as altrethe parade itself connotes the
hostility that the LGBTQ community still faces frosome sections of the public, and
represents the fact they require protection. Temains the case whether police line the
entire route of the carnival, as happened in s fiGBTQ pride marches organised by the
GLF, or whether they group at the front and reathef procession, as was the case in the
2006 marches. The decrease in numbers indicate®owered level of potential threat
anticipated from the carnival viewers, while thatisining of event organisers along the
route indicates that authority remains present lshproblems arise, although the need for

organisers to have legal powers has diminished.



The subversion of the carnival can, however, tansfthe risk management of perceived
threat into signification of the government’s apgbof the community. This is important
both in the context of the activist characters thsy ‘playing’ in the carnival to campaign
for this acceptance, and, subsequently, for thieleats of the community, outside of the
activist role. The police protect the communityheatthan keep them under surveillance, as
would be the case in a riot situation. Indeed, lanipg a police escort, the parade
participants are able to subvert the establishn@enanderline the assertion that their
community should be visible to, and accepted bynsteeam society. This was particularly
the case at Wakefield Pride, where, in additiotheopolice escort, the town’s Lord Mayor
walked with the performers at the front of the plaréor the duration. A primary function
of the Lord Mayor’s post is to act as a diplomad &first citizen” of the borough when the
community requests his attendance, and as a résuig positioned to act as a mediator
between the LGBTQ community and the rest of societyrder to promote the tolerance
and understanding of homosexualifyHis co-option by the LGBTQ community actually
has the historical impact of engaging his authqatyd, therefore, that of the government)

to represent their issues and ensure that thedsree met.

However, the validation bestowed on the communytyhe presence of the police and Lord
Mayor has connotations that go beyond the promoatibitolerance, a process recalling
Bakhtin’s concept of the carnivalesque reversauthority (Iswolsky 1984). Police escorts
are also utilised to protect authority figures,s@as royalty, and are an indicator of their
charges’ status, while a historical role of the d.dvlayor was to handle “delegated
jurisdiction or executive functions under the mamaor under some judicial authority”

(OED Online accessed 19November 2006). The police protect the paradeadgtes, who

"L As is described in, “The Role of Mayor”, on the Mitagton Council website.
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become symbols of authority, walking at the heathefparade and in prominent places on
the floats, while the Lord Mayor, as their reprdatime, works under their jurisdiction and
walks next to them. The status accorded to theivarin the liminal state enables the
carnival goers to temporarily usurp the positiontle¢ monarch. The monarch of the
country formalises proposed legislation throughieapgmarliamentary speech. The legislation
proposed by the LGBTQ events’ monarch (the Carn@aken, no less) is not simply
tolerance, as the carnival atmosphere rendersdtiennof hostility obsolete, but, instead,
forms an extrapolation of the rebirthing of thewedothrough the performers and liminality.
It contends that all within the carnival environmeshould glorify the participants as
symbols of diverse sexuality, and, indeed, showalkk tpride in experiencing diverse
sexuality themselves. After all, the real monargiisolises national identity and acts as

the ideal of national pride to which their subjesit®uld aspire.

However, the law can only be maintained if thezetis themselves uphold it. In this
instance, the average citizen is represented bydhe Mayor — the “first citizen” - (“The
Role of Mayor”, npg.) and the police officer. Bdtbures represent respect for recognised
authority and justice and, thus, constitute thalidehaviour for the rest of society. The co-
operation of authoritative figures asserts not othgir acceptance of the carnival
monarch’s legislation, but also that the legisiatghould be accepted as justifiable by all
citizens, that is, the rest of the people preséntha parade, and indeed beyond it.
Moreover, these and other authority figures acyud#lature within the procession
themselves. As has been stated, in the first LGBaQival events where attitudes towards
homosexuality were still ambivalent, if not condeatury, the parade participants would
dress as, and satirise, the police and the cléRfy Years of Gay Liberation”, npg.). In

recent events the increased acceptance of homdghes resulted in legitimate LGBTQ
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police societies taking part. The characters inpw@de do not merely support the carnival

monarch’s legislation: they live it.

However, as previously suggested, while the calnirensforms the public space, the
revolutionary concepts presented by both Bakhtid Bnesdee are necessary to gain a
comprehensive understanding of the impact andentte of the modern event in the non-
carnival world. To witness authority figures ane thGBTQ community working in the
harmony of the carnival atmosphere suggests tltéit swelationship is possible in the non-
liminal world in order to have been conceived ire thrst place. After all, LGBTQ
participants no longer need to dress up and attteapolice in order to represent them in

the performance. The events install a supportilaiomship on which both sides can build.

Just as the LGBTQ carnivals challenge political aocial oppression, they also provide for
the participants’ emotional well-being and spiriityain light of their diverse sexualities.
This facilitates the establishment of a comprehensiocial structure that supports the
continued development of the community, both inadlyrand in non-LGBTQ society. Joan
Holden (of the San Francisco Mime Troupe) has contetethat “[the] purpose of political
theatre is not only to make people think but to entlilem act. For most people this requires
emotional engagement” (Prentki and Selman 2000 R&ig process is facilitated through
the performance of the AIDS procession and vigiwhich the community remembers
those who died of the disease. In the first instartbe vigil, as a marker of grief,

encourages social tolerance of the community thrargpathy.
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The vigil also has further ramifications for thenmmunity’s actual continuation. As
previously stated, the performers’ costumes foaushe body, while participation in the
event increases the attendees’ awareness of tivairspatial relationship to others. Thus,
the impact of these deaths is made more resonangaah participant is forced to
contemplate their involvement in a procession tahmemorates the death of the body.
The procession itself, therefore, represents tineivaesque spirit as it revives Bakhtin’s
conceptualisation of Rabelais’ depiction of the estal body of the people (Iswolsky
1984). Carnival death is generative death as iveseto remind the community of
regeneration and cohesion by bringing mournerstibegen grief and remembrance. The
rainbow flag connotes the physical death of membgtise community as well as their life.
As a symbol of the skies, or heavens, it also imaliges their spirit. They are the
community’s martyrs and are used to represent theis to encourage the community to
advance. They unite the remaining members of teeirmunity both in remembrance and,
through the differences between their lives andctireent time-frame, serve as a reminder
that the exploration of sex, identity and socistgonstantly evolving, and, thus, should be
further explored. The dead fertilize the imaginasio As a result, they glorify the

exploration of sexual identity, rather than condargrit.

On the other hand, the procession also functionsdssure those who had not previously
considered themselves to have an LGBTQ identity dpaituality is available to them,
should they reconceptualise their sexuality. Hérere is a correlation with camp, which
has been defined by Susan Sontag (npg., 1966) sari@usness that fails. Of course, not
all seriousness that fails can be redeemed as Ganip.that which has the proper mixture
of the exaggerated, the fantastic, the passioaatethe naive”. The seriousness that fails in

this context is sexual relations, and as a resegtroduction.
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However, camp’s redemption of sexual relations sagéace through the use of the
carnival’s ritual laughter (Iswolsky 1984). Prodien, if posited as the goal of sexual
relations, can itself be ridiculed when reduceditto bare physical economics, to the
exclusion of its psychological and social impaétscreation reveals the social structures
that institutionalise it to be organisational egstems rather than guardians of a universal
philosophical truth, on the basis that not all hedexual sexual intercourse results in
conception. Sex must, therefore, also be for opeposes than populating the earth. The
LGBTQ participants, thus, usurp the position of ttlergy to replace the search for
universal philosophical truth (or a relationshipttwa conception of the divine) with the
attempt to understand the sexual act through riedfiit of the self. This can be seen as the
case when participants of the first GLF Pride dbtuhessed as the clergy. The goal of the
sexual relationship is repositioned as the birtlploysical fulfilment, while the religious
revelation presents as self-knowled§et is a theory compatible with Rabelais’ work &s i
represents the “interface between a stasis impogstabove and a desire for change from
below, between old and new, official and unoffiti@iolquist in Iswolsky 1984 xvi). In
this sense, the men who displayed those imagd®dfamosexual clergy were representing
a version of the carnivalesque image of what Bakabdills the “real and ideal at the same
time” (Iswolsky 1984 8). They act as a demonstrabbthe reality of LGBTQ life as one
that can encompass difficulties, whether this istemms of acceptance within the
community, or in terms of issues such as mortadisyywell as carnivalesque spirituality and

the social network that provides for any needs ¢hatarise.

121t is interesting that modern traditions in bo#xsal relations and ceremonial magic speak of uwiih
the divine at the point of orgasm. Indeed, Tindgpgaks of the use of sexual intercourse as a mhetho
creating the necessary energy to use to engengléodhs of a spell (2002).
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The geographical settings of the modern LGBTQ weainievents facilitate raising

awareness of, and empowering, the community. Bu¢hGLF carnivals performed at the
beginning of the modern LGBTQ rights movement ahé trecent events held in

Manchester and Wakefield utilised aspects of ttalitional carnival, as posited by
Bakhtin. These included the focus on the grotedopey and the use of liminality to

provide a point of entry for the external commurtityunderstand LGBTQ issues. The
continuous development of these concepts has bemesl through the facilities provided
by the LGBTQ community to investigate identitiestifier and revolutionise commonly
held perceptions of self. This self is also extfapl through the carnival’s characteristic
‘turn about’, which, as a result of the culturaldding aspect of liminality, enables the
focus of the event to be widened to include a bestue that questions current social
systems in order to provide for the needs of itsppe The task of interrogating these
systems has been enthusiastically taken by LGBT&plpan a variety of circumstances, as

will be demonstrated in Chapter Five.
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Chapter Five: Drag and Camp Traditions in Britigip@ar Culture

Entertainment can satisfy the spectator in manfer@iht ways. It generates

more signs and symbols for him to decode and pesvidm with more material

to explore as he tries to see behind the maskg(rBgL993 244)
This chapter will illustrate the sheer variety ohdsks” that drag performance uses to
entertain and, thus, educate the spectator. Theegirey chapters of this thesis have
demonstrated how the LGBTQ community has utiliseajdperformance as a method of
developing social commentary. Through the use afopmance and political theatre
technigues incorporating the co-option of governtaemechanisms and civic protocols,
the community has attempted to facilitate sociange by drawing attention to its cause in
order to influence legislation and gain officiatognition. However, it could be argued that
the pursuit of legislative change is reactionany,itaaims to force compliance with set
actions and behaviours, rather than challenginghbaght processes that necessitate the
precautionary measures in the first place. Furtbeemwhile the carnivals can challenge
perceptions of identity and sexuality, they aremparily effective when engaging the
audience in participating venues and along thedeésaroute. Secondary outcomes - such
as the alteration of the attendees’ perspectivéisariong-term, and their further promotion
of the carnival’s message - are problematic toumtalas an indicator of the performance’s

SucCcess.

There is, however, a way in which LGBTQ politic@rformance has definitely influenced
mainstream culture: over the course of the lasturgnit has become a prominent part of
televised, mainstream entertainment. This chap&nahstrates how this entertainment
constitutes educational, political performance bgllenging perceptions of homosexuality

and notions of stable identities and, therefore,dbncept of ‘otherness’ itself. In order to
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ascertain the trends through which this discouese thansferred into mainstream culture,
the chapter begins with a brief contextualisatidrthe history of public, cross-dressed
performanceé’® This is followed by a three-part examination detgi how differing
performance styles have progressively enabled dicpabpreciation of the politics of
personal identity. The first part of this examipatifocuses on post-war drag revue
companies, with specific reference to the perforcearof Danny La Rue, to theorise how
the interaction between the audience and the peéiorcan introduce the concept of
limited, vicarious social-boundary crossif{§.The second part posits camp and drag
performance as systems of identity critique thatehpenetrated public consciousness to
encourage a consideration of the performers’ itiesti This will lead to an examination of
prescribed taboos, as will be demonstrated witareeice to performer Larry Grayson (as
contrasted with La Rue). In turn, the contemponaeyformances of Paul O'Grady (the
alter-ego of drag persona Lily Savage) will be siee@ncourage a sympathetic, yet realistic
critique of gender and other social expectatiomsalfy, the chapter demonstrates how drag
performance in the contemporary television progranitile Britain (2003) interacts with
its viewers and, through the use of the visualeggte, forces them to evaluate their own

attitudes and aspirations as part of the natioo@nunity.

In order to qualify the impact and effects of dgagrformance on mainstream English
society, it is necessary to briefly review how amly it was staged historically, as this
informs the trends and symbolism that have becoare qf the past century’s prevalent
drag-performance styles. As discussed in the secbapter of this thesis, E. K. Chambers

illustrates a long tradition of males performingnfde roles in mainstream culture (1903

73 The implications of notionally unstable gendemiily are performed to the LGBTQ community by the
shamanic figure of the drag queen, as discuss€tiapter Two.
" \Who is also known by his birth name, Daniel Cd(ich Rue 1987).
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and 1933; also Brody 1971). In these cases, cnesseld actors represented female
characters in religious dramas, theoretically tesprve the women’s perceived moral
integrity by preventing the exhibition of their bed (Baker 1994). The public performance
of female impersonation has also been used to &vekninine power to dramatise

community upheaval (see Davies 1975 and Russo 12&id) subsequently to establish
secularised rituals encouraging human interacfiorwhile there are limited records

detailing how females were represented, it is clbat the effect could have been either

realistic or comic, depending on what was requiogdhe occasion.

Whilst details of religious cross-dressed perforogaare relatively scarce, there is more
information regarding non-religious varieties. Agaisupposed moral impropriety
prohibited the appearance of women on the stagaglthre Renaissance; young men (such
as Edward Kynaston) would play the female rol@€ontemporary theatre critics’ reviews
suggest that the actors’ ability to recreate thaliges associated with femininity, such as
beauty, were the basis on which their performansese judged as credibl€. This
suggests that performers in non-comic plays hdsetoomparable with biological females.
They shared similarities with modern female impeedors, although the term ‘male
actress’ may be more apt (Baker 1994)Conversely, aged or less dramatically serious
figures were played by older males. Their attendptsnimic the female form highlighted

their incongruous comparison to the character thestrayed, resulting in humour and

5 As discussed with reference to the use of thentnéarnival in the fourth chapter of this thesis.

7% Stated as “one of the last boy-players of womenlss” (The Concise Oxford Companion to the Theatre
npg.).

Y7 For example: “Afterseeing him as the Duke's sister in a revofaFletcher'sThe Loyal SubjectPepys
said: ‘He madehe loveliest lady that ever | saw in my lif§The Concise Oxford Companion to the Theatre
npg.).

178 ‘Male actresses’ portrayed the characters asstiealily as possible, rather than presenting ottiybates
traditionally associated with femaleness (in thenn@ of a female impersonator) as discussed iprindous
chapter.
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ensuring that they tended to play comic characi@reenblatt 1997). Such performers’
comic hyperbolisation of femininity was likely toebcloser in style to modern drag

performance.

Historically, therefore, realistic female portrayalonveyed serious performative content,
while experienced or comic characters tended tpdyéormed with a less realistic, more
anarchic quality. The amalgamation of these styldisbe demonstrated to enable modern

drag performance to entertain and also educasudg&nce.

Despite the eventual admission of female actorsthi® stage, male cross-dressed
performance continued in mainstream entertainmbrdugh comic mediums such as
pantomime, cabaret and music hall (Mander and Mitsbn 1973; and La Rue 1987). The
influences of cabaret and music hall are easilpgatsable in modern drag performance,
and they were the springboard for the career oihlpdra Rue, a leading “comic in a frock”
(as he describes himself in “Clown in a Gown”, nptn his autobiographysrom Drags to
Riches: My Autobiograph{1987), La Rue recounts his entrance into dragop@dnce,
working on single-sex ships during the Second Wuvlar. He recollects how crews who
were at sea for long periods entertained themsdlyestaging comic routines or fashion
parades known as ‘concert revues’ in which theyater@ the impression of women by
dressing in feminine attire. When the war endedugs such as Splinters, Soldiers in
Skirts, and Forces Showboat instead toured thedymtions across the country, playing to

the general public:

They were big companies, well-dressed and stag#ld gaod scenery, and
included sketches, dance routines, songs and lgvistiuction numbers. The
shows were billed as family entertainment [...] thews certainly captured the
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imagination of the public and played to very go@ii$es almost everywhere.
The shows were well-rehearsed and the entertainwrauag, in the main, was
excellent. (La Rue 1987 71)

The performances were accomplished, often bawdy,lamghter would prevail. La Rue
has suggested (1987) it may be the case that tiierene needed the spectacle, glamour
and humour to temporarily escape the austerityhefgost-war society. As a result, the
shows began a new era of subversive and transfwenditag performance in a modern-
mainstream contexf? The theatrical environment, after all, allows btik audience and

the performer to temporarily change their surrongdior pretend to be someone different.

For some LGBTQ actors, the theatre offered theoopdif obscuring their sexuality (Baker
1994) as well as acceptance into a group wheregbeial and sexual needs may be met by
potentially like-minded peop®? Where performances included topics such as gemder
relationships, it is possible to speculate whetherperformers felt their subculture could
develop alternative perspectives of traditional -sd@& boundaries, evolving different

semiological and theoretical attributes to thosmainstream performances.

When the performance attributes (developed withior -with knowledge of — these sub-
cultural influences) cross over into the mainstretiray establish a new dialogue merging
different perspectives of sex and gender rolesjdviarGarber has stated that the power of

drag performance derives from its recognition ttlathing is the prime signifier of social

9 For alongside mainstream cross-dressed performa@®TQ subcultures also had their own subversive
performance traditions. For instances of sub-caltperformances, see David (1997).

180 This appears to be the case in both serious amitdbeatre traditions. La Rue comment$iom Drags

to Riches: My Autobiographyhat his co-stars in the post-forces cabarets dvarhibit behaviour
transcending sex-role boundaries outside theiopmdnces (La Rue 1989), while Sir lan McKellanoted
Shakespearean actor and homosexual, has comméatelet “...also wanted to be an actor because [he]
thought [he] could meet queers” (Higgins 1993 245).
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boundaries, and visually structures society acogrdd sex, and (subsequently) economic
class and religion (1993). This, she argues, isuee clothing offers the simplest, most
complete method of transversing these social strestby enabling the wearer to at least
appear to change class and sex — despite thédagtatus as one of only two uncontrollable
aspects of human existence (the other being dedilth religion aims to managé):

Utilising aspects of Judith Butler's theories oinder performativity, Garber asserts that
this visible mutability enables the individual taterse the boundary if their appearance is

accepted by the society.

As Laurence Senelick has commented, Garber's tie$iampered by its suggestion of a
polarised conception of gender that largely ignobéslogical intersexuality or non-

stereotypical sex-role behaviour (Senelick 2000Qwkver, her argument that clothing
enables the wearer to appear to overcome one divheseeming insurmountable social
boundaries can be further developed. She utilisgleBs theories to suggest that clothing
can enable the wearer to elicit the response thgyire from their onlookers, but this does
not necessarily entail that the wearer desiresstirae response for the duration of their
performance, indeed it is rare that they do in d&uwmnan interaction. Cross-dressed
performance can enable a male to appear like -banthken as - a female one moment,
whilst highlighting the illusion the next. Furtheone, the theatre environment can either
encourage the suspension of disbelief by placiegpgrformers at a distance where their
physical details are indiscernible, or it can shiae spotlight on the performed

deconstruction of carefully constructed femininity.

181 Sex can be traversed visually, but not, to datgpgically. While a post-operative transsexual ngayn
aspects of the other sex, they are unable to patecre
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The point is that it gleefully tricks the mind, amden has the greatest effect on the
audience when presenting illusions that encourdgentto knowingly challenge their
perceptions of the images that construct conceptioh reality — in this case the
functionality of gender — by contradicting their dwmledge of the performers’ true
identities® As this chapter will now demonstrate, the efficadypost-war cross-dressed
performance depended on the audience’s acceptdrategénder could appear to be
temporarily swapped, which in turn enabled the anick to believe that they could, briefly
and fantastically, traverse the final social bouypd# death. While the following analysis

of war-time perspectives is speculative, historsmlrces underline their possibility.

The themes of gender and mortality are a constawtencurrent in LGBTQ drag
entertainment®® They also loomed large in the lives of the posttinee drag audiences
who had experienced the hardships associated \eéle@ gender roles and death on a
massive scal®* La Rue has commented that the post-war theatrawiboyant drag
performance functioned as a fantasy environmentevhach cares and realities could be
left outside the door (La Rue 1987). This percepitastute, with the minor alteration that
the audience left only the direct confrontation hwiheir cares outside. The fantasy
environment offered by the theatre space did, teerpp, enable reality itself to be
transcended in order to covertly examine issuesasfcern. For example, audiences
troubled by the alteration of gender roles couldliamatise themselves to the hitherto
unthinkable traversal of Garber's (1997) suggestdal boundary by experiencing how

they would react to dramatically altered gendes@n¢ation by witnessing the illusion of

18 The audience’s desire to contradict their knowéedan also be seen in the popularity of illusiengich
as Derren Brown, whose performances question thedasy between psychic ability and psychology.
183 As has been discussed, particularly in Chapter @fahis thesis.

184 Hardships included the effect on the workforce Oil&xott 1994).
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transexuality. Moreover, as a result of the theatteansformative power, they could
conceive the traversal astemporarypossibility as they knew that the glamorous women
on stage were actually males who left their farailie fight in the conflict. Therefore, the
drag performance’s fantastical presentation botludatl to - and encouraged the
consideration of - the recent social changes tliéeaae had lived through, whilst being set

in an environment where they also had ‘permissio®@njoy themselves.

The audience’s desire to understand the recerdgrassion of gender boundaries through
the drag performances was rendered acceptableeirthématre as it was courteous to
demonstrate appreciation for extravagant performanim respectable venues. Their
consciences were further cleared as they had tH#icadhl ‘safety net’ of being able to

guestion the gender boundary doubly vicariouslythasservicemen were already crossing
it vicariously on their behalf. Despite La Rue’®8¥) assertion that most performers were
blatantly homosexual - they were nevertheless demnsd to be masculine war heroes
whom (the audience could assure themselves) werelynplaying roles developed to

compensate for the absence of women to lust af®d result, the audience would believe
they remained within social boundaries and codwhhathemselves to be drawn further into

the performance because they were not ‘really@fistg to a sermonising transvestite!

Consequently, the performance constituted the pisaml evocation of a differently
gendered ‘other’ representing both the personiboatf a boundary-crosser and the

representation of the audience’s own concerns, twhiere then projected onto the drag

1% As the second and fourth chapters of this thesisiohent, drag performances in post-Christian spciat
refocus the debate on the human-life cycle towardcanceptualisation of individual self-perceptiamd
spirituality. However, the then-Christian beliefedeheterosexual social structure negated the patéot the
spiritual reconfiguration, as few would engagehia imanner they might in later LGBTQ Pride carnivals
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artist. This phantasm represented not an altemaBpiration, a desire to change sex, but a
method of considering the circumstances that haadidht everyone to the theatre. The
phantasm constituted the non-traditional genderegessitated by the war, but also a
personification of death itself. Theerformers were military men who had survived the
conflict, and many - such as Forces Showboat -rnefeto this in their promotional
material (La Rue 1987). The show could, therefategp be interpreted as the audience’s
method of spending time with friends of — and tfeetemporary stand-ins for — their lost
loved ones; it was the equivalent of watching aewicf the person when they were
themselves unavailable and provided the audientteawneans to come to terms with their
grief. Furthermore, the performances celebratefilatisat bought the performers fame —
supposedly generated by, and therefore reinforcthgjr masculinity. As a result,
attendance at the performances was patriotic aswtdeence were financially supporting
those who had battled for their country, as welcakebrating the cultural traditions that

their victory had protected.

The theatrical setting also meant the audience dconteract with the performers.

Particularly in styles incorporating improvisatiosiich as cabaret and music hall, the
audience could change the dynamic of the performéanc applauding or laughing to

audibly demonstrate their appreciation of the mafteand encourage more aspects that
reflected their primary concerns. McQuail suggsstsh a vicarious experience justifies the
spectacle of performance (1997), and indeed, LatRlks of the intimacy he associates
with live theatre (1987). The rapport that La Ruates (Ibid) existed between the
performer and the audience would draw on this @aysntimacy and create an emotional

bond that enabled social issues of concern to ddeth in the safe environment (Ibid). It



could be a deeply therapeutic experience that Hedfigoresent to consider, understand and

accept the changes their society had undergone.

This is not to suggest that the audiences utilded) solely to consider their anxieties
figuratively, or that they did not enjoy the perfances as entertainment in its own right.
In fact, drag’s very popularity facilitated the meased acceptance of sexual diversity in
mainstream society, as a comparison of the peri@amanny La Rue and Larry Grayson
will demonstrate. At first glance, they appear eatdisparate comparison studies in the
context of cross-dressed performance: La Rue iditete by other drag artists as the
performer responsible for bringing drag to the mtagam (Kirk and Heath 1984), while
Grayson performed in a man’s suit. However, a corapa of their performance styles and
personae will elucidate how drag and post-drag opeidince enabled them to gain
acceptance in order to transgress previously aedeggnder presentation boundaries and,

as a result, appeal to the mainstream audience.

La Rue’s popularity is based on a mixture of nagéalfor traditional values such as
aspiration and the physical glamour used to confip@nd, conversely, transgression of
that very same austerity. Part of this effect esuffrom his costume. La Rue initially
gained notice as a result of his ability to contrisl image and create a striking appearance
when he began to perform in cross-dressed reviiesving the war (La Rue 1987). A later
photograph of the cabaret troop at Winston’s nigibténdicates his ability to suggest his
importance and command the audience’s ¢¥zde stands in the back row, to the right-

hand side of Barbara Windsor's Aladdin. His promingosition within the group

% The photograph can be found on the second paiie afiserted sheath between pages 96 and 97 (La Rue
1987).
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immediately lends him a certain authority overduosstars: he stands towards the centre, is
slightly taller than his opposite number, and lastame draws the eye. It is a white dress
that reflects the light and contrasts with the adial background and other performers. It
covers his arms to convey taste and decorum, actdiblstered by the deep (but narrow)
v-neck cut, which creates the impression of breastaell as acting as a further display of
decorative extravagance. Furthermore, the jew&s s@ to his dress contrast with his skin
tone, while a jewelled and feathered headdress asg#s his imposing figure. The effect
of the costume (in contrast to the darker, stogpletyxamples worn by his co-stars)

suggests attainable wealth and prestige, and isaiepal as a result.

La Rue (back row, second from the right) with thestcof
Aladdin. (La Rue 1987)

This aspiration is not, however, the voyeuristiqtee, shallow variant suggested by his co-
stars’ heavily-jewelled costumes. La Rue’s ouffitnell-crafted and comparatively subtle.
As a result, it suggests wealth developed througteavour in a working environment,
signifying the financial rewards generated by theovision of popular, quality

entertainment. The theorisation that leads to theelbpment of such an impact is clear. La
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Rue recognised that his costumes could have araise#fect on his audience, a concept

elucidated in Alison Lurie’§he Language of Clothes

Common sense and most historians of costume hawenasl that the demands
of either utility, status or sex must have beempaesible for the invention of

clothing. However, as sometimes happens in hunfairsfboth common sense
and the historians were apparently wrong: schdiare recently informed us

that the original purpose of clothing was magi@aichaeologists digging up

past civilisations and anthropologists studyingmtive tribes have come to the
conclusion that, as Rachel Kemper puts it, “Pamament, and rudimentary
clothing were first employed to attract good antmipowers and to ward off

evil”. (Lurie 1983 29)

While this assertion refers primarily to religioabthing, it also suggests the wearer’'s
ability to connote the very social power that mightible them to “attract good” (Ibid), or
achieve positive outcomes. In order to appreciageimportance of this observation, it is
necessary to contrast the scenes in which La Rukedawvith those discussed in the first
chapter of this thesis. Like the performers in venguch as @D2 and the respondents of
Paris is Burning (Livingston 1990), La Rue’s performances respondedaudience
interaction made possible through close proxinttgwever, unlike these other performers,
La Rue was performing to an audience unlikely &nidfy as LGBTQ. His image did not
appear to aim to engender others’ participatiothendrag or LGBTQ ‘scene’ in order to
establish a cultural identity. Rather, his clothingas grandiose and elegant, and
demonstrably similar that of the celebrities, sashPrincess Anne, as photographed in his
autobiography®’ Therefore, his costumes used connotations of tveal@ttract affluent

clients.

8" The photograph is on the fifth page of the insksteeath between pages 160 and 161 (La Rue 1987).
23C



Attracting such affluent clients to the venue sabeded the art form’s future. Like the
other performers mentioned in this study, La Rueted to demonstrate drag’s capabilities.
He was not simply a pretty face: his troop was a@esinging, dancing and performing
comic routines. Utilising both traditional materi@hd creating sketches themselves, they
appealed to both established audiences and glasiorew attendees alike. Entertainer
Jimmy Tarbuck is quoted in La Rue’s autobiograpBystating that “...if anyone can
captivate an audience, Danny can” (back cover, 1987 quality of these shows ensured
that they attracted influential guests — photogsaph From Drags to Riches: My
Autobiography(lbid) show La Rue consorting with royalty (PrisseAnne) and celebrities
(Gracie Fields). The index itself suggests thattesiders his influence on these ruling or
trend-setting personalities to be one of the mogtoirtant aspects of his career, for they
constitute the entire index. His courtship of thpseple appears to have established drag as
high-quality entertainment that could be apprediaby every social strata, rather than

simply being a purveyor of bawdy jokes for the neas®r indeed the LGBTQ community.

However, his performances’ most far-reaching andeéd, memorable aspect was their
content. The material could be interpreted simghaavitty satire worthy of the discerning
clients’ respect if they took the performance atefaalue and assumed the feminine
creature on stage was commenting on politics. Adtevely, it could become decidedly
subversive if they also took into account the imaf@ man dressing up as a woman. If
playing to clientele unused to this type of perfanoe, La Rue was able to demonstrate the
sheer fluidity of gender through the dramatic engphaf its deconstruction. Indeed, he
would emphasise the exciting, transgressive natfirdie presentation by dropping into
vocal tones that have been described as being stigef “a rough old lorry driver”

(“Paying Court to the King of the Swingers” The Times10th October 1992 24). While
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the effect of this was comic as a result of thagpgsition of the masculine voice with the
feminine appearance, it denaturalised the perfocmaleaving the audience under no
illusion as to La Rue’s sex. His was a mixture wiasculine’ bravado and ‘feminine’

appearance and presentation. By performing in whayg, he did not simply educate his
audience as to drag performance’s ability to dettoassocial perceptions, but in doing so,
he also promoted tolerance of supposed differeimmeed, as La Rue comments, he
changed John Gielgud’s perception of drag perfosnibgr establishing how to make him
laugh (La Rue 1987), thus demonstrating that nesleguality nor gender representation
need form a barrier to social communication. Themeefhe also acted as living proof that
the utilisation of different aspects of traditidyalaccepted masculine and feminine

behaviours could aid personal development and lketaligh social standing.

At the end of each cabaret, La Rue would reappeastage in a man’s dinner suit (all
traces of make-up removed) and use masculine Yontee and gestures to “pass” for, or
be accepted as, heterosexual (Ibid) in the terrasribed by Babuscio (1977 45). Although
this may have been intended to distance La Rue fromrmotations of homosexuality
popularised the concept that a person could présehtgenders and yet remain a respected
member of the less-liberal society of the timehastates: “my whole success has been that
| created [the illusion of] many beautiful womenth never lost Danny” (La Rue 1987

73).

However, La Rue’s performances did not solely fooaghe alteration of clients’ attitudes
in the rarefied intimacy of the exclusive nightclevironment in which he felt he had to
emphasise his masculinity in order to be accepaett aight. His acts’ potential to indicate

how drag performance could facilitate rites-of-@agEs was demonstrated in his
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performances in large venues playing to unfamiéiadiences. In this instance too, La
Rue’s influence can be understood via Lurie’s eaton of magical clothing and its
ability to transform the onlookers’ perception tetwearer. The theory can be further
developed with reference to horror critic James ritis reflections on how such

apparently ‘magical’ people can affect their sundings:

The killer tends to be closer to the supernaturahtthe insane [...] and in his
on-screen actions he defies natural law. He canenvaith absolute silence,
appearing and disappearing apparently at will; etenspaces he inhabits take
on supernatural qualities, with familiar housesitng into darkened labyrinths
and screams inaudible to others only a short distaway. (Marriott 2004 192)

Marriott suggests that the “supernatural” or magicadividual is marked by their

willingness to cross socially-accepted moral bouieda(lbid). Moreover, he suggests that
their clothes signify their intent and conductatvards the society even before they act,
forcing onlookers to change their actions in resgomo the agent of the disruptive
paradigm. Marriott suggests this causes environahanetamorphoses by virtue of the
monster’'s image alone. In his example concerniregHélloween(Carpenter 1978) horror

film series, the murderer, Michael Myers, wearslainp dark jacket, and trousers that
reduce the amount of light displayed during theneseThey impose a dark and foreboding

atmosphere on the world within the film.

The apparatus and effects of Marriott's observatoa also applicable to drag, and in
particular, to the performances of Danny La Ruextrapolates his role as someone who
could cross patriarchal conceptions of boundarfeteoency by establishing environments

in which the communication of both genders was iptessnd acceptable, and could lead
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others towards personal developm@&htThis is particularly the case with his work in
pantomimes. As his career developed, so too digddssumes; quite simply, the spectacle

he created transported the audience into a fanéasy®°

Begowned and bewigged, he would step out regallytoa Good Old Daysr
Sunday Night at the London Palladiutwirling a parasol and singing in tones
not quite male, not quite female either. Such was éra of post-austerity
variety, though, that jaws dropped open willingliyponly in admiration of a
second skin of sequins, lace and ostrich featlf#8eneath the Savage Breast”
in The Times31™ March 1995 29)

While this commentary refers primarily to La Rueavue work, it is equally, if not more

applicable to his pantomime roles. The so-callean-gropping’ occurred when the

audiences’ conceptualised boundaries between patedd gender presentation and their
willingness to engage with the spectacle were reduand they allowed themselves to
become part of La Rue’s performance, due to hisrstyglomb. As La Rue comments, time
was built into the performance to allow the audesto marvel at, and give themselves
permission to integrate themselves into, the spkxia order to enjoy and contribute to the
performances’ atmosphere (La Rue 1987). It is aaoe almost akin to hypnotism — a
word La Rue himself uses to describe his perforrean@bid 73). This ‘hypnotism’

combined with his costumes to completely transfdine theatre. He gave the impression
that he could ignore the rules of physics itselfieTlong trains he wore rippled and
obscured the floor as he moved, and he wore adeatad-dress that lent him a graceful,

bird-like quality. It created the illusion he couldat on the stage, literally suggesting he

188 Cross-gendered representation lends itself to itheharror theory because many horror monsters are
considered to demonstrate sexual dysfunction (H$yehological Appeal of Movie Monsters”, npg.).

%9 | e Rue reports that in 1978, one costume alonef@800 to create. The photograph of this dressea
found on the sixth page of the inserted sheathdsrivpages 96 and 97 (La Rue 1987).
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could alter the buildings’ very form where he chtséread, and as a result of the clothing

he had chosen to wear.

La Rue wearing a twenty-foot long ostrich feathraimt and elaborate head-dress. (La Rue
1987).

The entire venue was, thus, rendered fantastichile/iie would interact with his audiences
in his cabaret performances, he would not invohest directly in the performance unless
they were themselves entertainment professidia@nly in pantomimes were audience
members encouraged to become part of the showibygothe performers on stage, and
the majority of this interaction was limited toecton involving children. While this added

to the children’s enjoyment of the show and proglide memorable moment for their

parents, it did not constitute transgression a<hhieren were not expected to understand

the bawdy double-entendres, and, therefore, diddmss any ‘adult’ moral boundary. Their

19 Audience members did ‘cross the barrier’ in shawka Rue’s night club as they were often entegtesn
themselves and would join in with the cabaret (lLee R987). This was perhaps more permissible asttizey
had crossed a divide: their talent has ensureckast Ithe short-term immortality of their names and
reputations, making them also ‘super human’ andyioa'.
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participation did, however, form a rite-of-passage,they passed into the world of the
fairytale alongside La Rue. On stage, the childoeew they were being watched and that
they were expected show their development by egprggshemselves through completion
of a simple task, often singing a song. They alsevk they had to interact with the
otherworldly La Rue, as the Pantomime Dame. La &uehction in this fantasy
environment was to encourage aspiration and prothet children to present their
personalities, integrate with fellow performersddme charming and distinctive without
behaving inappropriately. By doing so, they wersalemonstrating their ability to look
beyond La Rue’s indeterminate gender to recogniskedemonstrate civility, whilst also
demonstrating to the audience (through their sgadelessness) that this was appropriate

behaviour.

Despite these displays of apparent femininity caget La Rue was careful to present
himself as male — as the use of his first namecatds. At the time when he was most
active as a performer, there were no reports ofdisplaying feminine mannerisms when
off-stage. However, some performers would crosfklua’s prescribed boundary by using
effeminate mannerisms when they were not ostengilalying a female character. These
performers will now be shown to demonstrate thatti@és subversive potential to enable
drag (and post-gay drag) to highlight differentlesyand behaviours — in this instance,
‘camp’ — and facilitate their acceptance and vaiaaby mainstream society. This could,
in turn, effect the mainstream public’s perceptadrthe individuality and sexuality of the

performers. To appreciate how this was achievead,necessary to disambiguate ‘camp’ in
order to ascertain how the associated performessired its cultural and educational

importance.
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As Susan Sontag’s seminal essay, “Notes on Canfipstrates, camp is notoriously

difficult to define:

To snare a sensibility in words, especially ond thaalive and powerful, one
must be tentative and nimble. The form of jottinggher than an essay (with
its claim to a linear, consecutive argument), seem®re appropriate for
getting down something of this particular fugitsensibility. (npg., 1966)

Sensibilities are based on an interrelationshipanise (in this instance the persona) and its
effect on the audience. Camp, as Sontag, rightigtp@ut, is a “fugitive sensibility” as it
practically defies meaning (Ibid). This is primgribecause the effects of the sensibility are
both aesthetic and emotive (Williams 1988). Thawfats application is based on the
following paradox, and definition becomes an almosttradictory project. To reach an
objective definition of camp depends on each ordoglerceiving the same things as camp
in the first place. It is, therefore, dependantsobjectivity and remains in the “eye of the
beholder” (Babuscio 1977 41). To counter this paxadBabuscio attempts definition
through camp’s applications: “the link with gaynésgstablished when the camp aspect of
an individual or thing is identified as such by aygensibility” (Babuscio 1977 41). One
aspect of camp, therefore, is the performer’s pegdeassociation with homosexuality,
which engenders “...a creative energy reflecting mscmusness that is different from the
mainstream; a heightened awareness of certain heoraplications of feeling that spring
from the fact of social oppression” (Ibid 40). Hei®abuscio is presumably defining
“creative energy” or “heightened awareness” asptingsical ‘force’ of camp (Ibid). This is

a popular perspective: the instinctive understandihcamp is often considered to be a by-
product of homophobic oppression to the extent, that Tim Teeman asserts, active

enjoyment of camp is an expected, almost compulsspgct of modern gay-male identity,
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as such perspectives assume that oppression isrsaiV(“In the enemy camp” iithe

Times 15" April 2002 17).

While Babuscio’s suggestion is conducive to debdfegeman’s rather pessimistic
perspective of camp shows its fallacies. It is exasiowever, to understand camp and its
mainstream popularity by side-stepping this critexad cultural peer-pressure! If accepting
that the concept, definition and language usedtziibe camp evolved from performance,
it is logical, as Medhurst points out, to definenitight of the performers held to exemplify
it (Medhurst and Munt 1997). La Rue remains a Usttidy as he began to perform around
the 1940s when the term first came into public esagspecifically connote homosexuality
(OED Online accessed J6February 2007). Helpfully, he uses it to descr@bscenario

involving his co-stars:

... [they were] outrageous. It was far too high cdmpme. | was surrounded
by boys who would literally have preferred to bermem. They were happier as
women; they lived in women’s clothes for much ot thime and they

desperately wanted other people to accept them camew. They were so
serious [...] Many of them got to the point whereyttm®uld have been girls,
there was no reference to them being anything els#, the end of the show
when they took their wigs off. | always thoughwias completely and utterly
revolting to see a man’s head in women’s make-upThey didn’t behave like

women at all. There was far too much envy and jealaamongst their ranks,

and there was far too much noise when they altagdther. (La Rue 1987 72-
73)

La Rue’'s comments appear slightly self-contradicteuggesting that his co-performers
were at once like, and unlike, women. The distorctappears to be that while they largely
successfully replicated female appearance and Isgmaping behaviour, they did not

achieve the decorum traditionally associated withdo-called ‘gentler sex’. Nevertheless,

his comments do suggest that camp can be evidemrbgs-dressed performance. Indeed,
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his own act has been described as a “camp detaire@l class act” inThe Sunday Times
13" November 1994 28), and helped introduce the siinsito the mainstream. However,
he distances himself from his colleagues and deftheir camp excesses through their
continuation of their behaviour away from the thea&nvironment. In contrast, he resumed
masculine signifiers during, and away from, thefgremance. His comment, therefore,
pinpoints camp’s genesis and meaning as an aspéw performer’'s personal sensibility,

rather than as a character they portray or théidgthey weat™

Furthermore, La Rue differentiates himself from basstars by stating they were “high
camp” (La Rue 1987 72). As the term is so allusiiteral discussion allows the semantics
to speak for themselves. La Rue does not denyhthatay be perceived as camp, but states
that his colleagues were “too high” for him (IbiéPhotographs show him to be of average
tallness, suggesting he means the other bodilyuneas height — vocal volume and pitch -
the higher range of which is associated with femaldis recalls his comment that his co-
stars created “too much noise” (La Rue 1987 73allsation is the thematic key to the
issue. La Rue’s voice is integral to his act. Haasable amongst other performers for his
ability to convey a realistic impression of femiityn his appearance and his slightly
gravelly, feminine vocalisation could be comparegerhaps eccentric female actors such
as Eartha Kitt? Indeed, he would often dramatically lower the Ipitaf his voice mid-
performance to ensure he broke the female illusioncontrast to his co-stars, who
attempted to emulate the stereotypical female emtigt However, in their desire for

“other people to accept them as women” (La Rue 1887 his fellow performers instead

% Indeed, respondent Rayne (Anna Glypta) suggebtditag queens are not necessarily camp, andf that
they lacked “sparkle”, they might as well be fem@e07c).

192 1n comparison to acts such as Hinge and Brackbgse spoken delivery was noticeably shrill and
unrealistic.
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overcompensated and represented not a natural ieffeyn or femaleness, but an
emphasised mimicry of supposedly feminine mannesiand, as a result, failed to suggest

true femaleness — they would, presumably, be perdenstead as parodying women.

These two differing approaches to the represematidemaleness are important: to define
camp sensibility on the basis of scale (as is sstggeby variation between “camp” and
“high camp”, La Rue 1987 72) only works if the styif presentation remains the same, if
variably magnified, in each instance. If the stgfeanges, it follows that the performance
cannot be defined using the same scale — simplausecthe product is made using
different ingredients. This would suggest that LeeR use of the term “high camp” (lbid)

is, therefore, a slight misnomer; his colleaguas ©ot appear to display a believable
femininity, rather a replication of its replication allied to what Susan Sontag calls

“camping” (npg., 1966). Babuscio has commented:

Camp is often exaggerated. When the stress on istyl®utrageous’ or ‘too
much’, it results in incongruities: the emphasisftshfrom what a thing or
personis to what itlookslike; from whatis being done thowit is being done
(Babuscio 1977 44)

Often, these incongruities are interpreted as tfierence between the performer’s rather
ridiculous attempts at gender representation aeil #mticipated presentation. La Rue, on
the other hand, created an illusion so realisticomparison to what the audience knew was

his biological sex and gender presentation thatd#saturalisation had to be highly

24C



performative to become effective. His was the prime replication of natural ostewtati

and its denaturalisation — his performances wemgca

La Rue’s rather vitriolic description of his coigt@onveys an undercurrent of the threat of
‘camping’ to irrevocably damage the personality dycouraging transfixiation on the
artificially created performance persofia.His judgement of his co-stars’ frivolous
behaviour suggests the side-effect of such selfiogis was to exhibit hyperbolised, camp
behaviour and negate one’s dignity. Dignity is aa=pt allied to high position within
patriarchal society, so to lose it is to risk l@gsione’s social standing, and by fading into
obscurity, one’s very identityQED Online accessed J7February 20073 His fears of
the pitfalls of being considered camp were wellkgrded, as descriptions of his act vary
wildly. Some described him as a “drag queen”, aldig referencing negative stereotypes
of effeminate homosexuality (“Life’s a drag” the Times2™ December 1995 20), while
others circumvented the term and its implicatiogsiristead calling him a performer of
“marvellous impersonations” (“Not in the least biucy” inThe Times9™ January 1993
22). The former implies he is a pedlar of sexu&ep suggesting that his act lacked
cultural value beyond the approval of its targediance, while the latter implies he is a
skilled vaudevillian entertainer whose act's veouridation in traditional theatre alone
validates the cultural worth of his performancesnically, his concerns regarding such
representation were the basis from which otheropewrs would promote acceptance of

effeminate homosexual-male bearing. In the docuamgnitm Free! Inside The Comedy

193 Nathan Lane’s performance as Albert Goldmaiflie Birdcagedemonstrates both conceptualisations of
camp — the first when he is attempting with Armankélp to ‘pass’ as a heterosexual, the second Wwaen
convinces Senator Keeley that he is in fact Vakghar (Nichols 1996).

19 This recalls La Rue’s suggestion that his imags mgonotic (1987).

19 There are frequent suggestions that La Rue magxist, as he commonly refers to the female peosm
he replicates as “[tarts]” (1987 94), presumabtidating women who were sexually available. Thiggasts

he may not always represent the dignity of thosmam
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Closet(Boome 2004), La Rue’s suit is replaced by a pgsted jumper and he holds a
small, fluffy dog — an image reminiscent of the églmlic, romantic female. He used camp
semiology to ‘out’ himself as homosexual. The scen@an be understood through

Babuscio’s comparison of camp with the horror genre

The horrorgenre in particular, is susceptible to a camp intergtien. Not all
horror [texts] are camp, of course; only those Whicake the most of stylish
conventions for expressing instant feeling, thrilbarply defined personality,
outrageous and ‘unacceptable’ sentiments, and so Ionaddition, the
physiological issues stated or implied, along with sources of horror, must
relate to some significant aspect of our situatiod experiencee.g.the inner
drives which threaten an individual's well-beingdaway of life [...] coping
with pressures to conform and adapt [...] the maskitgbnormality’ behind a
facade of ‘normality’ [...] personal rebellion agairenforced restrictions...
(Babuscio 1977 43)

La Rue used the one-off documentary to conquehdisor of how he would be perceived
if his homosexuality was known by using graphic rmmtations to instead celebrate it. In
doing so he also commemorated the life of the manado had, all along, been his

romantic partner, and who had recently passed away.

Camp “abnormality” (Babuscio 1977 43) was, howetleg, normative ‘performance’ face
of Larry Grayson. Grayson was a comedian famous pf@senting family-orientated
television programmes, and who helped facilitate thocial acceptance of camp
homosexuality precisely because of the ambiguitielserent within his personal
presentation. Grayson controlled the programmesgmss and would, therefore, appear
masculine and patriarchal. Yet while he appearedcoime, dressed in a man’s suit, he
frequently gestured with his wrist held limply, aowement often held to connote

homosexuality by suggesting ‘feminine’ weakness @iedlack of interest in maintaining a
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stiff, authoritative stance. In addition, he woolttasionally heighten the pitch of his voice,
sounding effeminate, comment on the televisionssappearance and incorporate gossip
(particularly about health issues) into his act.Madhurst (2007) has commented, this is a
continuation of a perception of male homosexuasmed “Oscar's offspring” (after
Sinfield’s 1994 study of Oscar Wilde) as represemtia “disconcerting nexus of
effeminacy, leisured idleness, immorality, luxurynsouciance, decadence and
aestheticism” (Sinfield 1994 118). While Graysopé&formance does not incorporate all of
these attributes — “luxury” sacrificed in keepinghnhis working-class (northern) roots, he
still reiterated a stereotype presented by previhesacters and recognised as a signifier
denoting homosexuality. To clarify this significati, he also used catchphrases such as
“what a very gay day” in programmes suchTé®e Generation GamgHall 1978). While
the word ‘gay’ has previously denoted happinessjrieaning had broadened to connote
males whose enjoyment of each other's companyechimplications of romantic (and
sexual) liaisons, and, as a result, the phrase dt@ntion to his own sexual representation
in line with the stereotypes accepted at the fithéndeed, the names of the characters
referenced in his performances were mostly doubterglres, if one chose to perceive
them as such. “Pop it in Pete” the Postman pungsii through “[Grayson’s] postbox”
(suggesting he was the ‘bottom’ in anal sex); “$&dfsing Fred” the baker was presumably
skilled in causing erections, while “Everard Famgoa” was a “close friend” of Grayson,
who could, the potential pun suggests (if reinagrthe ‘h’ into Grayson’s working-class
northern accent) be “Ever hard” and ready to adstenito the sexual needs of sons

(Wikipedia npg., accessed #Dctober 2006)!

1% An in-depth discussion of the definition of thereiégay’ can be found in the fourth chapter of tiesis.
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Grayson’s use of this material was a direct traales§ the gender boundary into apparently
effeminate behaviour at a time when homosexualdg Vess publicly acceptable, and yet
one that maintained its public audience throughute of stories that could be interpreted
as a quaint reflection of life in a close, traditd community">’ While his verbal play,

gestures and topics of discussion made Graysonaaggetastical and risqué, they also
made his concerns seem extremely traditional; theye a text-book representation of

camp as a

...movement away from contemporary concerns intonmeabf exotic or
subjective fantasies; the depiction of states ofdmthat are (in terms of
commonly accepted taboos and standards) suspe&mahasis on sensuous
surfaces, textures, imagery and the evocationsoofhas stylistic devices — not
simply because they are appropriate to the plot, & fascinating in
themselves. (Babuscio 1977 43)

By astutely maintaining both aspects of the perfotoe — and indeed jokingly
admonishing the audience if they appeared to laighe crude aspects of his humour, he
demonstrated that one could appear effeminate ahdeyain one’s dignity by remaining

professional and in contr&t®

For Grayson, camp was the presentation of a gasoparover a heterosexualised body. He
gained dignity by appearing comfortable within bisn skin, literally enjoying his own
ambiguities. Grayson’s act educated its audiencesumygesting that effeminacy, as a

connotation of homosexuality, should be condonedniaynstream society as it could be

9" Most of Grayson’s characters were modelled on ledog had known in his youth in Nuneaton (“Larry
Grayson — Look at the Muck on ‘Ere! — Part Two"grp

19 Audience admonishment was a familiar techniqueatedevillians. Indeed, Marie Lloyd was famously
called to defend the morality of her songs. Shegeed several normally raunchy numbers innocethiéyn
an innocent one so raunchily that the room applgrehished. Her point, as with Grayson, was to prthat
their humour was necessarily crude only if the endé chose to interpret it as sudiiKipedia npg.,
accessed 220ctober 2006).

244



entertaining and, therefore, constituted a pub$icvise. Moreover, as “Larry Grayson”
sounded realistic enough to be a legal name, thédation was that he was being himself
rather than assuming a cursory character — suéteasy Everett's “Sid Snott” (1981F°
This in turn suggested he was not ‘camping’, buturadly camp. Lynn Barber has
commented: “That's the whole point of these madéddtevision personalities - they are
not putting on an act, they are wholly themselWé&lad to be Graham” imThe Observer

28" October 2001 11).

It is important to note distinctions between sumgbperformances of ‘coming out’, or
demonstrating explicit homosexual denotation, issleecent camp performances. As
Medhurst comments (2007), it was considered acbe&pta portray characters signifying
homosexuality as long as this signification was aegplicitly demonstrated. Therefore,
Grayson had a female assistant and would referemoale ‘acquaintances’ in his act,
theoretically placing himself in a context thatemeinced potential heteronormativity in
spite of his persona. He suggested homosexuatiygfn his humorous, camp delivery, but
could not make it explicit and directly challendes thorms at that time. Indeed, while
Grayson vocalised his appreciation of “nice boystins referencing the willingness to
enact (rather than fantasise about) sexual actsnfe¢he names of his friends, “Pop it in
Pete” and “Everard”. These characters are situasetthe active partners in allusions to his
relationships. To use Medhurst’s distinction, faagon to assert this desire himself would
be to “[reconcile] the limp wrist and the stiff ddq2007 93), directly reconfiguring by the
insertion of assertion the ideation of gay malardesnd therefore notions separating male

homo and heterosexuality. Grayson remained magcalmd in control, but flaccid. Thus,

199 As it happens, Larry Grayson was his stage narigelegal name was William White (“Obituary: Larry
Grayson”, npg.).

24c



his popularity was based on his personality — appgdo present a slightly risqué, gentle

image.

Moreover, his cultural importance lies in the sligbof his presentation, and how this was
perceived by the audience. This scenario has beeceptualised as follows by modern

camp presenter, Graham Norton:

... [Graham] Norton [...] thinks when you start on teéon you are wholly
yourself, but then, over the years, you - the yeal - change and age, whereas
the television you is fixed for ever. ‘So, you staff being yourself and then
that becomes the act. | mean | used to be mord ake on television, off it - |
don't think now I'm quite as full-on as | am oretgsion, am I? But it is me. |
mean | don't have to “find my character”. It's jtisat's how | am in front of an
audience. And | suppose it is a kind of armour. Buwon't feel like I'm
pretending.’(Ibid)

The important concept is that of being “fixed fme€ into a personality (Ibid). Grayson’s
presentation ensured that a perpetual question mar§ over his sexuality, and as a result
he was continually conceptualised as a possiblengay at a time when there were few in
public life?*® He was fascinating; he was potentially breakinmpts as he did not appear
to be ‘camping’. Additionally, as respondent AntlidRose commented, gay men engage in
camp behaviour as a means of affirming their sexdsitity when they first ‘come out'.
Grayson’s trademark patter therefore representegénpetual performance of a gay man
enjoying utilizing the stereotypes associated with sexuality and, importantly, enjoying
the opportunities this offered. By doing this heswalso able to reconfigure the public

ideation of sexuality. As he wore a man’s suit agaan effeminate persona, he suggested

20 As “'m Free! Inside the Comedy CloéR004) revealed, Peter Tatchell, spokespersorOotRage!
approached Grayson regarding his sexuality.
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that the formal suit could be perceived as a gay'snzhoice of clothing. The two signifiers
could interrelate: the flamboyant comic could male& signifiers of the dignified suit, the
limp wrist sabotaging its fine, masculine cut; wehils monochrome colour served only to

highlight the wearer’s colourful personality.

The scene is reminiscent of Andy Medhurst's desoripof the process of ‘wrecking’
(1997). The laughter Grayson engendered was cdesiyze and developed from
flamboyance that disturbed the heterosexual sudiogs, glorying in the knowledge of its
difference. The cultural shock this laughter hesaldas the formalised cultural acceptance
of the invitation to cross the boundarf@sGrayson’s suits lent gravitas to their subversive
wearer. He was no longer working as a drag queetthenLGBTQ circuit, nor being
feminized by playing a subordinated, commentatiolg as Frankie Howerd might have
done (Medhurst 2007), but was a success hostinmgeptime family entertainment. His
performance mimics the military definition of cangs, “[a] body of adherents of a militant
doctrine, or theory. So to have a foot in both cemp belong to or sympathize with two
opposite groups, factionsOED Online accessed BJanuary 2007). He did not betray his
roots to popularise his performance. His careeilittated the presentation of a non-
traditional sex-role persona, while at the sameetiemabling him to present a positive
image of potential homosexuality to the mainstreaparticularly as he never declared his
sexuality publicly. No doubt aided by the concutreocial changes, it became increasingly

permissible for a gay man to present as a gay man.

The wider acceptance of homosexuality within thensteeam has ensured the concurrent

metamorphosis of the educational aspects of drafgrpgance. Performers such as Paul

21 As is also documented in the third chapter of thésis.



O’Grady now aim toward the overt examination ofiabconcerns. O’Grady invented drag
persona Lily Savage for financial reasons. As Savhg was paid more to compeer a local
talent contest, and it is this awareness of fir@necessity that colours Savage’s character
and performance$? Her presentation is atypical of the mainstreamalenimpersonator
tradition: she is bold and brassy, and while O’Grathtes the character is not an attempt to
belittle or parody women, Savage’s presentatiomests his claim must be tested in order

to elucidate the character’s educational function.

O’'Grady’s claim is in fact immediately supported $gvage’s performances, as they are
holistic and defiantly break with a number of theditions associated with camp and drag,

depicting a modernised perception of the sengibilit

Irony is the subject matter of camp, and referg lierany highly incongruous
contrast between an individual or thing and itsteshor association. The most
common of incongruous contrasts is that of maseffaminine. Some of the
best examples of this can be found in the screesopelities of stars whose
attraction, as camp, owes much to their androgynoasties... (Babuscio 1977
41)

The concept of camp illustrated by Babuscio is radlynapplied to gender disparity —
wherein the presented image is at odds with theeaad’'s knowledge that the performer is
a (gay) man, (suggesting the character is the sgjme of effeminacy) and becomes
humorous when the performer’'s female presentattis §hort of realism. With Savage,
this is not necessarily the case. Unlike Danny ua,RO’Grady never breaks the character

illusion and does not engineer the comedy to relycontrasting references to his own

22 |n her initial incarnations, Savage’s style wassel to the grotesque tradition of female impersonais
her costume consisted of rags. O'Grady has sthisdvias to differentiate her from other cabarefquerers
whose acts were technically poor impersonationfmbus female singers (“Beneath the Savage Bréast’
The Times31™ March 1995 29).
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biological sex. Indeed, when Savage obliquely exfees O’'Grady’s actual gender, it is
primarily to draw the audiences’ attention to héamcter development. For example,
Savage comments “l was told | made a very convindlancy” during a production of the
musical,Oliver! (Reed 1968). That the hard-bitten character coaitrgy another poverty-
stricken persona lends her performance plausipiityd also indicates O’Grady’s own
integration, as a gay man, into the tolerant tiegtenvironment. Therefore, initially, the
camp incongruity of Savage’s character is to larglafy expectations as to the nature of
her act. She does not behave in the manner expettaddrag queen and instead aims

toward the presentation of a realistic persona.

This realism is so imperative to the conveyanctefmessage that the act expands beyond
the confines of Savage as a stage persona. lirshénstance, this is achieved through the
introduction of her ‘daughter’ Bunty, who enablegealistic mother-daughter squabble.
Again, Bunty does not ‘play’ to the audience, budtéad bickers with Savage, as if in
private, to the extent that her mischievous asalessometimes spoken in such realistically
lowered vocal tones that they become inaudible. Bheplayed by Sonia Evans, a
Liverpudlian singer famous for her similarly chegdgrsona and ready smile. The use of a
female actress rather than a male actress actstteef suggest a realistic relationship, an
effect developed as Evans also wears Savage'srietiepartially-dyed, blonde, curly wig,

presumably to suggest familial ties.

Furthermore, O’Grady appeared as Savage on taevialk shows, effectively dissolving
the boundary between the fictitious creation ared rml world. To emphasise this, when
interviewer Gaby Roslin asked questions using hirel4person (“what will Lily Savage do

next?”), enabling a response from either the agtathe character's perspective, Savage
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answered in the first persoihe Big Breakfas1992). Similarly, “Savage’s” response to
the question “what will Paul O’'Grady be doing néxdeflected this potentially illusion-
shattering question: Savage admitted to knowingr@d, (who is occasionally referred to
as her manager), but dismissed his importance Wingahim’ a “four-eyed fruit”
(Parkinson 2004). By referring to himself in the third persecather than ignoring the
guestion, O’Grady acknowledged the central ironySaivage as a drag persona, and
ensured the audience’s focus remained on the dear&y handling the question in this
way, he established that he did not wish to disaugsjects, including himself, that
challenged the character’s reality, and indeedsheot referenced on Savage’s publicity
material. He even enabled the character to be @eresi as an actress in her own right in
the real world by appearing as her when actingtlasraharacters in theatre productions.

O’Grady presents Savage as a realistic charaatdr, importantly, one who can interact

with the real social world.

Despite O’'Grady’s holistic performance, Savageoispresented as a woman in the style of
male actresses such as Charles Pierce. Her depistinstead intended to connote realism
of personality, as demonstrated by her bouffantpyide-blonde hair, complete with
visible roots. This references her constructiondesirability in line with stereotypical
female attractiveness, employing similar preparetito many biological women, and, as a
result, connotes a deconstruction of cultural cptioas of feminine desirability. Savage
represents a womanhood that does not naturallyeaehts cultural expectations and is,
therefore, physically altered by this perceptionbeing culturally ‘spoiled’, as her alias
“The Blonde Bombsite” suggests (“Lily Savage”, npddowever, the name is slightly
deceptive, as indicated by O’Grady’s performanoe, the key to understanding the act is

the subject matter and delivery. Savage speaksrkafig quickly into a microphone held
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in a casual, off-hand manner, rather than projgdtiar voice to the audience. This creates
the impression she is conversing with friends ablifets irritations (for example,
attempting to wash the dishes while smoking a eig@) rather than being paid to amuse
the thousands sitting before her. She is portreged believable person with the same
concerns — be they her desirability or the houskbhbres — as her audienée a result,
the audience largely ceases to expect her to atteanghock or amuse in the traditional
manner associated with drag performance. Morecste, revokes cutting remarks and
rewards her stooges for their participation, creathe impression of a character hardened

by experience, but who realistically evolves thiohgr empathy with others.

By creating a realistic character who retains ehotdyag symbolism’ to remind the
audience that the performer is male, Savage camsisssues pertaining to both sexes, or
as O'Grady says “[she’s] got a foot in both camp®ily’s a doll | play with” in The
Times 10" December 1998 21). The act's social agenda emeves O'Grady uses his
audience’s affiliation with the character to courgeereotypes associated with the topical
issue of poverty. The model of drag queen as aesepitation of ‘bitchy’ characters is
relevant here in the context of Savage’s sociap@se as a drag act for mainstream
consumption (“Camp followers” ifthe Sunday Time&7" November 1994 27). The model
is used to challenge perceptions of both misogyrd/@overty. InLily Savage: Live at the
Garrick Theatre (1995), Savage introduces the concept that heilyfamne necessarily
prostitutes, and compares the profession to pnogisidice-overs for commercials with the
comment “a girl’'s got to earn a living”. As a resaf this, she counters the suggestion that
they are, therefore, unfeeling with the performaota serious, sentimental song dedicated
to the friendship they share in times of adversiiye song is delivered with her astride a

stool in order to focus the audience’s attentiorthendeprivation that supposedly forces her
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to be present on the stagé.Finally, she counters the suggestion that prdsstuare
necessarily sluttish by asserting that women do gerterally orgasm during sexual
intercourse. This statement is delivered in a d@ptery manner with her head tilted down
at an angle, while her eyes look up defiantly atalidience, a frown on her face. Savage,
thus, challenges the perception that prostitut®mecessarily physically enjoyable, and
indeed, that it suggests the woman’s moral defaieBy using the drag queen character to
draw attention to sex and subsequently prostitut@iGrady highlights the effects of
poverty on a character whose holistically funnynpgthetic and caustic nature reiterates
her basis in a normative humanity, and asks théaoe to resist their preconceptions and

judgement of those who present as she does.

Having established the social causes that con&rittuSavage’s presentation, O’'Grady uses
the character to advocate other issues. She recmedting Queen Elizabeth Il at a shelter
for homeless people, stating that the Queen askesbident if they enjoyed their new
accommodation (lbid). Savage performs the ‘replbpitting the words in distaste,
contorting her face, raising the pitch of her vawale slightly and increasing the speed of
her speech to indicate impatience. She raisesylesrte indicate anger at being asked what
her answer implies is a ridiculous and patronisiugstion: “Yes, | do. | bloody love
sleeping in this cardboard box, under this bridgd aot having a home to go to or any
food to eat; yes | love it”. In this context, O’@sa(as a male actress) fulfils what Babuscio
argues is a traditional interpretation of camp, “dsough [an] introduction of style,
aestheticism, humour and theatricality, [he] allous to witness ‘serious’ issues with

temporary detachment, so that only later, afterebent, are we struck by the emotional

23 This performance recalls Babuscio’s comment thatgirony is the performance of identity by thodeow
face oppression (1977 41).
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and moral implications of what we have almost padgiabsorbed” (1977 49). It is only
too easy to believe that Savage may have beennprassuch a shelter, and her comments

ask for the reassessment of others who have bdbatiscenario.

O’'Grady’s presentation of theoretically oppressddhracters is not, however, totally
sympathetic. While stating that many of the symetithaspects of Savage’s character
reflect female acquaintances, he has later commhaht “her ideas are so warped, so
demented, you could only get away with them dre$sikedhat” (“Lily’s a doll | play with”

in The Times10" December 1998 21). Her views are not necessagityesited, but they do
convey a mindset that society may choose to beleuarealistic. They reflect O'Grady’s
own experiences of working as a youth-care offiaad form a critique of Savage'’s
validation of her own behavior (Ibid). Savage'stabf hardship, her values, her acceptance
of her situation and her willing involvement of Hamily are self-stigmatising — and the
audience’s realisation of this are the real “emmdloand moral implications” of the drag
gueen’s act (Babuscio 1977 49). As Savage commestsas her own mother provided her
‘trashy’ hairstyle by bleaching her hair when shasvan infant (with the words “I'm not
having a ginger-haired baby, get on that dyaly Savage: Live at the Garrick Theatre
1995), she has done the same to her own daughteity.BBunty's image, therefore,
becomes poignant. Evans’ trademark ginger hairiddem, which denaturalises her own
persona. Moreover, myth and legend associate gmgesd hair with anger, deviance, and
leadership abilities — the latter of which couldns&logically bestow the working-class

child with revolutionary potential (Lurie 198%% The audience’s knowledge of Evans’

2% The aspirational political impact of the name Bunobuld be connected to a girls’ magazine available
around the time that appears to connect to maSawége’s comedy (“Bunty”, npg.).
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actual hair colour ensures she remains associatadhape and the possibility of change

(Ibid), even if this is subsumed by the blonde wig.

However, as with Savage, Bunty’s hair's dark rcats visible in the blonde wig, literally
indicating the impossibility of change as she ladke inclination to maintain the
appearance, let alone alter it. The good-will anthbur that accompanies recognition of
Evans is tinged with pity for the character sheyglaBunty’'s hair itself connotes her
acceptance of oppression and the life of crime aly rentail, as Halberstam comments:
“Faces and bodies, in fact, mark the other as swilthat he can be recognised and
ostracised” (2000 93). Bunty’s hair establishes $waial status to the point of obscuring
Evans’ otherwise famous personality. Perhaps tbbservations seem excessive, but this
is O’Grady’s point — society will only contemplatiee politics of the social perception of
underclass if expressed through the cover of agedir and “demented” persona (“Lily’s a
doll I play with” in The Times10" December 1998 21). Furthermore, O'Grady implies th
the reality of self-oppression, and the onlook&riingness to either completely refute or
accept it rather than challenge it, is in itselafywed”, as it merely allows the cycle to self-
perpetuate. The poignancy of ironic camp is coupMth the denaturalisation made
possible by drag to create a character whose corfeedys a critique challenging the

audience’s perception of deprivation.

The gender-boundary crossing performed by drag sucth as Danny La Rue and Lily
Savage formed an oblique commentary on the wayhitlwsocial roles and concepts of
reality were changing. Their messages were, howewrcealed due to the very realities
on which they were commenting. La Rue negated e@pessentation of the implications of

his ability to portray both sexes by breaking thesion to reassert the stability of his own
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masculinity mid-performance. Similarly, althoughettscenarios presented by Savage
recalled O’'Grady’s own experiences, they could apge fantastical when presented in a
theatre by a cross-dressed comedian that theidé&tion in reality could become obscured.
Moreover, as Savage does not learn from her exparse (repeatedly making the same
errors, such as prostituting herself), the perferceaconstitutes a lecture that doesn’t

provide solutions to the issues it raié®s.

In recent years, however, drag performance’s seoiaimentary has evolved as a result of
the increased availability of mass media and itpaoh on perceptions of social change.
This metamorphosis is evinced by recent televisety performers who illustrate and
critique changes in English society using realiat ts achieved “[not] by taking a camera
and training it on a block for a week and callingifilm [, but by] mytho-poetics [, as]
realism depends on artifice and fiction to cretgenarrative thrust” (Dyson 2007 12). Their
popularity results from a perceived increase indigplay of such “mytho-poetic” (lbid)
sensationalism, which Abercrombie and Longhurstehavgued offers the audience
increased emotional gratification (1998). Theseagdare explored in the television series

Little Britain (2003).

Little Britain (Ibid) is filmed in a manner reminiscent of docuntay-style representation.
This is suggested by the voiceover provided by Raker, whose accent and delivery is
dissimilar enough to those of the filmed charatteis recall Upper Received

Pronunciation, suggesting the production will ughahe social values that were

2% savage does not learn within the context of thgudar performance. O’Grady has, however, statad th
she moved to a convent when he retired the char@aekinson2004).
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widespread when such intonation was more preval@rrurthermore, Upper Received
Pronunciation was associated with economically peosus and highly educated people,
affording Baker the authority to describe and, tHudge the presentation. However, this
connotation is tempered; only parts of his delivarg reminiscent of Upper Received
Pronunciation, while others are closer to the sgbaet, and more widespread, Received
Pronunciation that is associated with a wider raofjeconomic attributes (Crystal 1997
36). Therefore, his voice indicates not only theed changes in social mobility, but also
that these social changes (as a result of beirtgppéite presentation) are the programme’s
subject. His accent also suggests the challengesuthiority as a result of its inherent

democratisation.

Each sketch is afforded a simplistic, document&éyledntroduction informing the viewer
what they are about to see. As a result, the visvgabsequent observations are guided, but
they are immediately provided with the evidencerupdiich they can decide whether to
challenge or accept the narrator’s informationsTdpparent narrative transparency implies
that while the programme consciously parodies $od@umentaries (as fantastical
elements such as the projectile-vomiting olderdadiemonstrate) it also reflects aspects of
its host country’s people and concerns, as seethdyrogramme makers. The instances
where the narrator appears to present subjectivérr@levant information encourage
audience analysis, highlighting and, thus, questgrthe narrator's (and, therefore, the

programme makers’) reasons for presenting any apfismisleading perspectivéy.

2% Whose casting is a pleasing presentation of irasyhe is famed for his tenure as the eccentritralen
character of the English television instituti@r, Who (1975).

27 By comparison, presentations such as the drag esgignin The Two Ronnie§1971) were presented
against a quasi-serious newscast, which commemtéiteomeanings of the display, rather than allovifrem
to become self evident. Unlik€he Kenny Everett Shaid981) Little Britain's (2003) apparent factual basis
is not disturbed by the individual performers’ menalities, as was the outcome of Kenny Everettacthito-
camera, knowing asides.
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The camera techniques and locations appear to @ttempresent the characters’ lives
mimetically. They incorporate a non-intrusive, ca\ayle, where filming is often initially
carried out at a discrete distance from the acBoiggesting the programme’s participants
are unaware of their observation by an outsider w¥ibh present their actions as

sociological ‘evidence’, and are, therefore, intéireg naturally.

However, Baker's often surreal and rude asides mmihe and, therefore, question the
comic-seriousness of the programmsttle Britain (Ibid) is indeed a fake, scripted
documentary. Unlike other television series tha¢ dsag performance to comment on
social charactelrl.ittle Britain presents a perception of England that oscillaste/den a

celebration of the memorability and individuality the characters as archetypal English
eccentrics, and, conversely, as objects of comitaror-based ridiculé® In fact, the

performances guide the viewer to question whether bwn perceptions of the reality of
other social groups and phenomena can be objeciher than the product of external

(particularly media) sources.

The primary characters are sometimes portrayednasditional, non-aspirational, and,
therefore, negative stereotypes, suggesting thgrgmume’s examination of their social
ideologies represents a panicked moral critiquetipgsthe degradation of the once proud

‘English national character’ (Presdee 20Q0jtle Britain (Ibid) is not, however, a freak

208 Another such programme Tée League of Gentlem#2001), which differs fronbittle Britain (2003) as it
reflects a satirical perception of small villagegi(ig set in the specific, fictitious locality obigston Vasey)
rather than being a self-conscious attempt togeritithe variety of identities based on social aenggaphic
categorisations.
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show highlighting the foibles of a small numbersofpposedly eccentric citizef§.The
supporting players, representing the rest of spcae portrayed by performers whose sex
matches that of the characters, presumably to derswcial realism. The comedy results
from the eccentrics’ behaviour and the supportinaracters’ uncertainly of how to react to
it, and is highlighted by their visually contragtimppearances. The audience does not
entirely identify with either set of characters,eah is demonstrated to be ludicrous from
the other's perspective — a device that forces &iswo engage with the personalities,

rather than simply to judge.

Indeed, the programme features a variety of charsciThese range from an eccentric,
flute-playing hotelier, to a transvestite whoseicd and clothing only accentuate her
maleness, and to wheelchair-user who jumps todaktb complete able-bodied activities
when his put-upon carer is not looking. While thebaracters are worthy of study, this
thesis will focus on the issues illustrated by WidRollard, Maggie and Judy (the latter
being the ‘Women'’s Institute’ ladies). It is thedearacters who most clearly interrogate
notions of otherness within the series. There amgably, characters that have had more
impact on mainstream culture, yet these eithereffdoo simplistic an analysis (“gay”
Daffyd sees persecution as integral to gay identty did not, at the time of writing
develop enough as characters (Emily Howerd’s dings focused on her repeatedly self-
sabotaged adventures as a ‘lady’). However, alhefcharacters are illustrations of public

concerns.

209 A concept recalling respondent Kerryn Davey’s canhthat drag performance encourages the audiences’
acceptance of their own eccentricities or “litttébles” (2006n) through comparison with the ‘deviairag
queen.
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One public concern portrayed, and therefore cribjus the perceived moral decline of the
young. The character Vicky Pollard is depicted afistically in drag. This is, however, a
conceit, as her behaviour is presented as beinfytizer from the norm than that of her
‘gang’, played by biologically female actors, aedvfwould contest the reality of the broad
spectrum of behaviour, referred to as juvenilerdpiency, that she represents (Presdee
2000)?*° She is often presented outside an unstylish, hightower block indicating her
reliance on low-cost, local-authority accommodatihe in fact represents the apex of this
view as she has become symbolic of working-clasavtculture. Lucas’ physique affords
her a short, stout frame — connoting a lack of@gerand, therefore, potential laziness. Her
acne possibly indicates the lack of a parent oerctr teach her social graces such as
personal hygiene, while also denoting that she ieemager making the hormonally
turbulent transition from child to adult and isetafore, likely to challenge the authority of
her elderé! Moreover, she always wears a tracksuit; sportghiclg of this type
commonly displays the name of its brand (in Polkmhse, Kappa) demonstrating the
commodification of a lifestyle. Its loose-fittingut offers comfort rather than smartness,
therefore connoting the wearer’'s snub of traditignaccepted standards of appearance,
attitude and behaviour. Rather than contributingttie community or economy, her

intention is to relax.

She also wears a significant amount of large, doosps jewellery, most notably
sovereign rings. Her socio-economic background ssiggthis jewellery is what is known

as ‘bling’, which is described by tHeED Online(accessed bJuly 2006) as a signifier of

#0ghe is portrayed by the series’ actor and co-oreltatt Lucas.
#1 ghe also has long, ginger hair that is pulled intwlf-ponytail on the top of her head. The sigaiice of
ginger hair has already been noted in relationityp$avage’s daughter, Bunty, earlier in this cleapt
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conspicuous consumption (Lurie 198%) As discussed in Jones (npg., 2006), ‘bling’ is
associated with African-Caribbean cultures andmaysic, where the perceived symbols of
(white) capitalism are redeployed within econonficgloor black cultures “as extensions
of their economic vitality and the politics of mastno and virility”. It can be summed up
as: “the harder and bigger my diamond, the harddrtagger my influence” (Dyson 2007
52.), and is particularly where “all [have] beemtlin by social circumstance and personal
choice into a ghetto, a gang, a crew, a cell bloclka tribe or some other order” (Dyson
guoted in Jones npg., 2006). As Dyson suggestsyeheiconography of “bling” refers to
the crimes that the oppressed commit as a riteae§gge that facilitates their survival in a
hostile environment, ensuring “a necessity is tdrivdo a virtue” (lbid). The wearer of

bling, or ‘mogul’

...iIs the man of the crowd: at once immanent andst@mdent, at once an
insider and an outsider, at once everyman andxbepg&ional individual who

provides the masses with a singular identity, gider face, a mirror image of a
sovereign collectivity that is now always in motign] Fully swept up in the

multicoloured and polyphonic waves of modern retiohy he is able to

channel their tidal fury towards higher and noldeds: national sovereignty,
liberty, empire, progress. (Smith quoting Schnapp3285)

Bling, therefore, evinces social oppression, awtyversely, that the wearer has achieved
power both in spite of, and because of, that cistance. Therefore, Pollard is indicated as
either having purchased inexpensive, low-qualitygkery to attempt to be perceived as
part of (or “hide beneath”) this subculture viacarious identification” (Dyson in Jones

npg., 2006), or the jewellery is a bona-fide refes to the establishment of a cultural

identity via participation in illegal activities.itBer way, it represents post-gay drag —

#2 The Wikipedig community-approved, definition of “bling” is “thexterior manifestation of one's interior
state of character, normally displayed throughotariforms of visual stimuli” (accessed™Bebruary 2007).
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specifically the modern, English equivalent Bé&ris is Burnings (Livingston 1990)

‘Bangee’ identity. It demonstrates Pollard’s refusaadhere to traditional social values.

Pollard’s reasons for refusing to adhere to thasidedjnes are highlighted by filming

techniques: at times, the camera’s height, angte @osition convey scenes from the
characters’ perspectivéhis style encourages the audience to judge betlctiaracters and

the reality they represent. When ‘watching’ chazextn ‘realistic’ scenarios, the camera
hovers in a style similar to that used by real-eritelevision shows, indicating danger
through the close proximity to the proceedings.hSsitots restrict the audience’s view of
the scene, impeding contextual interpretation, anagnify the character’s physical
anomalies to suggest the representation of socigh.t This presentational style,

highlighted by Tom Baker’s asides, reveals theesérsocial purpose and elucidates its
subsequent phenomenon by suggesting that the gesfebie roles the characters perform
(to observers either within or outside of the nareg is their personality and is a
hyperbolisation of their stereotype. Filming typigaframes Pollard conversing with

another party about a supposed misdemeanour — éemmm the gauntlet from shop-
lifting to smuggling ‘class A’ drugs. Her diversitf crimes parodies, and thus critiques,

the objectivity of the social panic regarding thiosedly increasing immorality of youth.

In this vein, the sketch, “Trying to buy alcohol anpub” (ittle Britain 2003), features
Pollard joined by her ‘gang’ in a public house whehe attempts to order alcohol. The
bartender, concerned by her groups’ youthful apgress, asks for evidence that she is old
enough to lawfully purchase and consume intoxigdliopuor. As she is legally a minor, she

begins her trademark denial of misconduct (incapog a confused “yeah, but, no but”

B For a further discussion of post-gay drag, segp@n#ne of this thesis.
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speech pattern) providing background informatiojugiify her actions, but which merely
demonstrates her disregard for the law. While iBaspeech pattern could mark the
character as fictitious, the opposite is in faaetrSeries co-creator Lucas has commented
that Pollard was inspired by a conversation he gl a similar youth (“Vicky Pollard”,
npg.). Julia Snell recounts Colt's contention theenagers] talk in general is said to be
highly expressive and vivid, and teenagers are s$aidise language as a means of
expressing and evoking emotional involvement rathan for the communication of facts
and logical ideas” (Snell 2006 62). Thus, Pollarshat only attempting to commit a crime
(albeit a ‘minor’ one), but desires her aim so mashto assume that emotional blackmail
will induce an authority figure with whom she haskin relationship to comply rather than

concur with socially expected behaviour.

However, the scene’s visuals suggest that thetsitues not presented in a purely damning
light. Pollard is evidently not actually a childacashe is also clearly played by a male,
which suggests the scene will not relay hyper-saalibut will focus on the absurdity of the
image and scenario, making it comic. It adds eatement value to a common rite-of-
passage to adulthood, and signifies that the pnogpe does not condemn Pollard’s actions
outright, but instead encourages mild, bemused amest and admiration of her rather
poor attempt at bravado. After all, she attemptsuiehase the alcohol covertly, asking for
it at the end of a list of other, innocuous pur@saspresumably in the hope that the
bartender will not notice. This suggests she isaes rather than particularly delinquent.
As is often the case when the narrative reacheddraals, the camera replaces the actor to
whom she and any accomplices are talking, so thiér® appears to be talking directly to
the audience. In this instance, this denotes thendoals perspective, looking down on the

rather comic posse; the verbose, frustrated Podadl her gang of smaller females, who
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look silently and somewhat shyly up at him from indhher whilst attempting a rather poor

impersonation of defiant depreciation. These chitdare terrors indeed!

For the actors, the camera angle would have trextetff both realising and derealising
their performance. They are not simply pleadingrthbaracter’s case to the figure with
whom they are interacting, in this case the barrhabalso to the audience outside of the
narrative. The close-ups on the gang also natarahsl denaturalise them for the audience,
who witness the character talking directly to tHares. The characters are stripped from
the wider settings and interaction that made thepear plausible, instead highlighting
their hyperbolised nature, while paradoxically fragithem in the style of reality television
where the respondent records a journal on a camcdddch journals place the respondent
in a potent power relationship with the view&rTheir image fills the screen and demands
total attention, providing them with the platformmomh which to prosthletise their
viewpoints. However, the audience, being unabledas on another aspect of an ensemble
piece, may choose to continue watching or may austeject the character and what they
represent by changing the channel, even if thamig intended as a temporary measure. To
do this is not only to take an artistic or moratigement, but to attempt to deny the
character’s life, as Higgins states: “It is [...] ome that the entertainers and their managers
and promoters chase, for, whatever rhetoric theghmilike to mouth about art,
entertainment is chiefly a business and the statesigh” (1993 241). If the ratings for a
television programme do not match expectations, shew can be cancelled and its
characters killed off. Thatittle Britain (2003) remains so popular suggests that the

apparently negative aspects of the charactershalg® positive connotations — the audience

4 These journals are often confessional, alludinthesr hopes and fears, as in the case of shows asic
Diet Doctor(2005).
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sympathises both with Pollard’s gang and with tagdnder, who stands his ground and,

with a mixture of bemusement and amusement, rethe@srequest.

It must, however, be considered what this commemaio gains from the extremity of its
inclusion of a character performed in draghy should the audience watch a programme
with a focus on creating such extreme reactionsat\Wfiects will it have on them? What
benefits do they expect to gain from it? The popiyleof the series suggests that the
audience is unlikely to be comprised solely of thewers of ‘intellectual’ programmes
such asThe South Bank Sho{®978) or the gender connoisseurs who might viegv t
performances of The Duckie Collecti¥/8.Instead, it must be a much wider cross-section
of the general public, and must have a wider widrdn mere adolescent reminiscence. It

must serve a further social purpose.

The presentation of the charactersLdfle Britain — and the audience’s championing of
them — is ambivalent. Particularly in the case alfd?d, this ambivalence reflects society’s
attitude toward a number of real people, the putdeption of whose apparent triumphs
and disasters equate to the ratification and pudgimonstration of a moral code. This is
evinced by a comparison of the public enthusiasnPtilard’s character and presentation,
and their reaction to Jade Goody (a contestanthenreality television programmBig
Brother2000). The premise of tHgig Brotherseries is to place individuals from different
backgrounds into living situations that enable expentation with the development of
social groups. Of the participants that have amakduring the programme to date, Goody

is widely credited as having found the most finahsuccess as a result of her involvement

215 AlthoughLLittle Britain has itself featured ofhe South Bank Shqd978).
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— which can be attributed to her Pollardesque tjesfi'® Like Pollard, she was portrayed
as the very antithesis of an aspirational modeysally unattractive (“Jade Goody” in
The Sunnpg.), uneducated, and grossly uncouth (“Jadedda The Sunnpg.). Despite
this, she was adopted by the mainstream as whaneomators such as Caitlin Moran have
referred to as a “pet chav” (“They're in Big Both@r The Times Onlinenpg.), rewarded
with lucrative magazine articles on her lifestylbem she acted aspirationally, yet chided
when demonstrating theoretically uncivilised atiés or behaviourBBC News npg.).
Both Goody’s and Pollard’s fame (as opposed to [@ojty) grew the more grossly their
respective situations were portrayed. The chamctdfered the viewing public the
opportunity to enjoy passing judgement, thus ratgynew moral codes that were clarified
the farther the character’'s behaviour deviated ftbem. In this senséjttle Britain (2003)

is the modern equivalent of a public informatidmifi

Such deviation from ratified moral codes recallaggrns that television reflected fears of
the decline of social standards and depersonalisgficQuail 1997). The supposedly
negative connotations of the term ‘depersonaligatioerit further discussion. Iiittle
Britain (2003) the characters actually provide the audiesith a method of handling this
apparent threat. They present as stereotypes luterodepersonalisation as a result of
their highly individual personalities. This is ewed by the availability of the character’s
background information, which in Pollard’s case omporates a catalogue of
misdemeanours. She is, however, presented in ablieif comically preposterous manner,
her pink tracksuit clashing with her ginger haiheTextremity of her image withstands
depersonalisation. Additionally, her alternatinffirmative/negative “yeah, but, no but’

catchphrase does not signify a lack of will or itilgn but is an affirmation of the self

16 Jade Goody passed away ofi*A2arch 2009.
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through the expression of thoughts and desired|(3D@6) that enables her to demonstrate

her a vast emotional range in a very short spatienef

Furthermore, the characters present the audientde e@se-studies through which to
understand what life choices may otherwise leathéodepersonalised character. This is
resultant from Pollard’s representation as a dragracter played by the short, rotund
Lucas, rather than the tall, lean Walliams. Helldindicates her youth; she is short and
carries what could be perceived as puppy fat. Maecher portrayal by a male ensures
she is depicted as a biologically unrealistic cbta and literally is not fully realised. This
is in direct contrast to the characters she interadth, whose biology matches their
personae. Unlike them, Pollard has not bowed teakpecessure to adopt either a wholly
male or wholly female social role, but is tryingpasts of both, and indeed sampling
behaviours unassociated with her social class lori@igroup. Therefore, rather than her
representation by a male rendering her as simglgsgand ‘unnatural’, she appears young,
willing to take risks, and is rather exciting. Tlisrsonality enables her to triumph against
the odds; in the sketch “Blazin’ Squad definitefidsshe should come backstage to see
them”, she defeats a rival gang leader in an adstr@et dancing contest through panache
and self-belief. The sheer fact that she is philgicaanhandled by her gang in order to
execute her moves highlights the fact that theltrésin no way to due to any semblance of
skill or style, but emphasises the power of hespeality to influence them. The situations
the creators place her in demonstrate her refusadhere to social guidelines, while
displaying a quirky personality that transcendsdhallow ‘yoof’ stereotype. The audience
feels affection for her as well as the horror ad fear of the delinquent that she represents.
She demonstrates that the reclamation of decisidnosit identity and lifestyle may be

beneficial and often should be recovered in liethote stipulated by society.
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To choose behaviours that are not condoned bytgasi@ot, however, as straight forward
as it sounds, and the programme demonstrates dha social expectations have in fact
diversified, depending on the section of the comityuto which one belongs. Therefore,
the transgression of some social codes may actelglate one’s individuality, countering
depersonalisation, depending on the setting. lnmaber of scenes, Pollard appears eager to
transgress anti-authoritarian social expectatidhgsgé to which her ‘bling’ suggests she
would normally subscribe). In the sketch “Vicky Rodl: Magistrates Court”, her speech is
not confined to undermining authority to establis#r power, but can be perceived as
friendly when she advises the judge against aaugpsweets from her acquaintance,
disrupting the suggestion that her poor behaviesults from personal malice, rather than

other social issues.

The comparison of these anti-aspirational charad®rothers with similar traditions and
connotations explains why they are appreciated ly audience. Characterised by
appearances (such as hair, clothing, and weigla) ¢bnnote their social typd.ittle
Britain’s characters are often described as grotesquémugh they are not classical,
Rabelaisian grotesques (Iswolsky 1984)The body parts that connect them to the world
are not the protuberances that connected the Rsibeldody to the earth, but the parts
through which their costumes and the performanckgheir actions indicate their
representation of social figures and activate tbeimection to society. They are grotesque
as they are ideologically expansive, converging tioe boundaries of stereotype and
representation of a recognisable individual. Thag,ahus, also represent the viewer at

home.

2 Further discussion of the Rabelaisian grotesqnésedound in the fourth chapter of this thesis.
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The paradigm of the grotesque, unfinished bodyhefdrag performer can be linked with
Judith Halberstam’s theory that gender-crossingblesa the physical and mental
transformations that create new bodies from oldthe horror genre (2000). As
demonstrated in Chapter Four of this thesis, tlais particularly occur within liminal
performance spaces that facilitate gender exptmatiThe drag performer becomes a
funfair barker, ensuring the audiences’ experieaseompasses both voyeurism and the
wish for vicarious practice. It is, however, a diffnt form of vicarious experience to the
glamour presented by La Rue, or the social paradiffened by Savage, as James Marriott

has commented:

... [The horror genre provides] a set of oblique teggees for dealing with
anxieties about everything from isolation, transfation, disfigurement,
madness and death, to traumas we have alreadyienxged [...] and those we
may have to face in the future. (Marriott 2004 2)

It must, therefore, be considered how the viewsesLiitle Britain (2003) as a strategy to
manage these fears. In his critical w@&nse Macabrg€1991), Stephen King goes further
to argue that horror provides the audience withctience to formulate responses to issues
of social concern to ensure they are psychologicahnageable if confronted in real life,
rather than in Marriott’'s (2004) apparent metapkgee also Halberstam 2000). King
(1991) asserts that horror consumers confront tbain antisocial or non-conformist
desires by vicariously living them through the gesrmonsters’ actions, as this enables
them to test societies’ boundaries to see whethermonster’ or monstrous behaviour is
defeated; temporarily subdued (while the societyettgs strategies for managing the risk

the manifestation poses); or re-integrated intccttramunity.
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It is logical that the desire to test boundariegaases during social and personal change.
This often occurs during the assimilation of newgle and their differing behaviours into
the culture, and the theory is readily applicaldePollard, who reflects a society where
previously accepted boundaries of gender, clagklam have become contentious. In the
public house sketch discussed earlier, Pollards @te@erson who would provide her with
fake identification, indicating her awareness of helawful behaviour. She represents not
a horror agency external to the community, but Kn@991) theorised Tarot card, The
Werewolf, which personifies the uncertainly overe tistability of accepted, if not
necessarily lawful, modes of behaviour. Her acfivit the sketch evinces the thrill of the
danger of traversing these boundaries, which irevaly long-term emotional repercussions.
These thrilling emotions are what King refers to“Bsonysian” desires (1991) which
Camille Paglia states are “[truths] for which stgikas a ‘secret craving™ (Marriott 2004
2). While, La Rue and Savage dealt with anxietmscerning the destabilization of class
and gender roled.ittle Britain’s comedy emanates not simply through the issues th
characters represent, but from the viewers’ redagniof the proliferation of the
characters’ images and the ambivalent reactiong geaerate. The “secret craving” cited

by Paglia (Marriott 2004 2) is a secret no longer:

...the experience of actually watching horror filmende a lot of fun. Horror
isn’t just about confronting fears, but also chdiimg aggression: the genre
often takes irreverent swipes at such hallowedtingins as the family, the
church and authority in general and characteribfigaresents displays of
shockingly anti-social behaviour that are invigorgtto watch. If we are taught
to revere social norms through our moral conditignihorror recognises our
resentment at being oppressed in this way, anaalics to revel vicariously in
the violation of taboos surrounding everything fraacialisation to toilet
training. (Marriott 2004 2-3)



Little Britain puts the fun back into (im)moral education, argl damp irony evinces
Marriott’s statement. Much of the programme’s humisunherent in the contrast between
the idealistic concept of the institutions and itheility, be they the family unit or the
supposed ‘liberal but fair’ national character tlpahises patriotism regardless of the

identity of the patriof'®

So closely observed is the social reality represent the programme that it often requires
little exaggeration to make its point. Indeed, ttearacters of Maggie and Judy (who
appear to portray members of the Women'’s Institatejstitute one of the few instances
whereLittle Britain exaggerates the stereotype to a ridiculous exidwtr sketches feature
Walliams and Lucas in the realistic drag of oldenven*® While their guise connotes the
nurturing, accepting behaviours associated with amntheir maleness (indicated by their
voices) is suggestive of patriarchy, tradition agsed with their supposed ages. Maggie is
vehemently racist and has a wide variety of otberas prejudices. She attempts to hide the
attitudes deemed unacceptable by the younger generdut often fails, resulting in
grotesque displays in which she projectile vomigroan item or person connoting the
scene’s otherwise genteel ethos. Graphic displagéessary to make the hypocrisy clear,
and it is further evinced by Maggie’s homosexualishich, although still considered a
taboo within her generation, she indulges happiliilLmade aware that her companion
does not wish to reciprocate. Her tradition plaeessin situations that are, for her, horrific,
but at the same time introduces her to modern atdsdof behaviour. Her attendance

becomes her own strategy for developing a new iiyemit of old ones, as Halberstam has

218 Rigby (2002) asserts that this concept of EnglisBrwas in fact so ingrained that reviews of théyea
Hammer horror films bemoaned their genesis withendountry.

%9 Indeed, they resemble Hinge and Bracket, who,a®Bhas noted, were sometimes mistaken for female
performers (1994).
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suggested (2000). As Marriott (2004) posits, hkeeiitrinsic relationship between humour
and horror is demonstrated as the production allivsboundaries of socially acceptable
behaviour to be examined by referencing all emalicconnotations. This ensures the

character’s acceptance or refusal of the sociahtbary they have crossed is conclusive.

An interesting comparison to the development of hberific is found in the alternative
approaches of those wishing to establish or rafif/text against existing boundaries, and
those who want to critique them on their own terabggins has commented that
moralising against such acts makes the boundamakbrs “seem more subversive than they
really are” (1993 241). Those who consume horrahva ratifying, moral agenda can,
therefore, witness subversion and reaffirm thein adentities. The subsequently conceived
moral lexicon suggests a personal and social ddogboundary transgressors that appears
ideologically greater than it actually is. Taboags,after all, created by being named and
brought into being within this prohibitive culturabntext. Alternatively, audiences who
critique such texts may use them as coping stedetgi handle current change, rather than
ignoring it and the future risks it poses, and d@leon undergoes a reversal. Rather than
focusing on the intellectual senses, the messagepssented visually and is, thus,
accessible to a wider audience who utilise ‘gustimct to test their ability to assimilate the
extreme images into their paradigm. As Alfred Hatwbk has commented, response to this
type of stimuli reminds the audience of their pdiges and their nature as subjective
human beings (Marriott 2004). It provides a litntast through which the audience can
establish whether they are willing or able to ustird why they find particular images
(and the concepts they connote) unpalatable. Thasorbes particularly apparent

considering the actual images that visual horréarsfits audience.
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Horror designates a space where the ‘other’ cast exiile the characters attempt to deal
with taboo subjects. Sometimes, the audience wilply reject the image. It is in this
respect that the images bittle Britain appeal to a variety of audiences. As Higgins
comments: “Most performers and promoters striveéximise the audience that they reach
and as a consequence project a sufficiently ambgset of messages to reach the widest
possible number of punters” (1993 243). Anecdowdience suggests thhittle Britain’s
audience varies from school children to broadsimenalists (judging by the number of
articles that have been written on the seriesgymably all watching with different intents.
The programme’s categorisation and satirsation azfia$ taboos and eccentric cultural
types, represented by the likes of Pollard and Maggso provides its audience with the
means to perceive these types as ‘other’, effdgtiogerlaying the horrific, subjective
perspective suggested by the documentary stylethaHictionalisation inherent within the
text itself. This enables the audience to remowvis thther’ from their paradigm,
conversely, whilst accepting the characters in@rthocial space, where they can instead
be treated as partial fictionalisations, fact mixeidh conjecture — the equivalent of an

arachnophobe handling a toy spider.

Alternatively, Higgins has stated:

Entertainments are not real life: they do not niitree world in every detail or

with much accuracy. They are constructed accorthrgfyles and conventions
which are part of the shared understanding thatecast between all those
involved. They often pander to our worst emotiotiey allow us to believe

that happiness can be achieved or that men and mwbimes a power to shape
their destiny which in reality they rarely poss€4993 242)



In this view, the middle-class, educated audiescexpected to believe the show merely
pantomimes the underlying social reality, using toenedy to categorise the threat as
ridiculous, enabling them to distance themselvasseilf-conscious analysis. Alternatively,
McQuail has stated that such display can also setigious or political needs (1997). The
nature of these needs must, therefore, be detedmirtee term ‘censorship’ — that which
must be hidden, references what is shown in owleritise its censure to commaodify its
negativity, andLittle Britain’s (2003) very popularity has been presented byes@s
evidence of a degeneration of culture and the &His. accusation is often levelled at ‘non-
intellectual’ programmes that do not appear to rofelf-improvement.Little Britain
presents no substantiated information as per andectary or news-based programme, and
no ‘serious’ drama through which to interrogate theman condition. Its only cultural
value could be perceived as being a post-modenalsedlection. To assert this implies a
divide between the public who view the programmergrtainment, and a self-appointed
‘intellegencia’, and in this sense the programnge&luate writers intend thhittle Britain
could be interpreted instead as a televisual bagying what future ‘cultural degradation
could entail. As McQuail comments, there is a petioa that television can lead to
“addictive disassociation from reality [and] redd@®cial contact”’, as, while offering some
participatory activities (namely the cognitive pesses necessary to engage with its
images) it is essentially passive and ‘empty’ asaativity that offers no quantitative

material or intellectual gains (McQuail 1997 12).

However, the programme can overcome this inteliation through its educational
process. It ‘others’ each viewer into the sociarettype most applicable, whether this is

represented by a drag character or not! The boiexddine characters then transgress

273



deconstruct the very notion of ‘otherness’ througpresentation alon&.he drag queen,
grotesque and ignorant (yet resourceful), Pollgmears no more ridiculous than her black,
male suitor. He vocalises Received Pronunciatioth lass a penchant for according her
respect by calling her “Victoria”, a formalisatidhat signifies the manners resultant of
education. This suggests he is able to cross allbarundaries to create opportunities, yet
chooses to be with her and confound a double ssboifal expectations. The audience
indulges in the couple’s behaviour vicariously whihey laugh at the juxtaposition,
encouraged by a modern morality wherein “[they] simes like the feeling that they are
being liberal, tolerant or enlightened” (Higgins9B9242). If tempted to dispute show’s
essential reality, the grotesque elements thatesdngach horrific ‘other’ character to the
wider social world will confound any notion of theudience’s own ‘normal’, stable
identity. After all, who in the audience can escapme commonality with a character who
is black yet is socially grouped with someone whatgpears poor but has the means to be
rich, is young yet has the maturity to show resgect make his own decisions, and who

appears male yet has the consideration to appewntic and, therefore, female?

The multicultural characters afttle Britain (2003) are important in the context of gothic
horror in light of Halberstam’s (2000) theorisatiah the changeability of the body,
particularly in the context of the body as a prddafcsociety. Characters sustained through
public and, therefore, financial backing can depelathin the time-frame dictated by their
continuing popularity. This prevents the horrotlodse new found identities and sexualities
from condensing into what Halberstam calls “an tdgrof perversity, in relation to a
particular set of traits” (2000 88), as may haverbthe case in more traditional drag acts.
When characters develop an “identity of perversitifiey are often prevented from

developing further, as they become ciphers for gdised anxieties rather than specific
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behaviours or contextualised thought-processes, lisg’s model of The Werewolf Tarot

card (King 1991). Characters that can develop betbrs identity, however, can reflect
societies where identities incorporating aspectsezh across cultural groups can in turn
generate new personae. Within comic frameworksy #re able to accept and challenge
orthodoxy, their excuse being the protestation thaly do not intend to offer serious
analysis. As a result, the drag horror charactdyoih the saviour and the death of the
viewer via their reabsorbsion within the theorisenllective body of the people as

represented within the programme.

Indeed, Pollard’s utilisation of (black) urban, garmulture, is strikingly similar to

Halberstam’s description of the classic gothic men®racula:

Dracula is otherness itself, a distilled versionatifothers produced by and
within fictional texts, sexual science, and psydtbplogy. He is monster and
man, feminine and powerful [...] he is repulsive daslcinating, he exerts the
consummate gaze but is scrutinized in all thingsJives forever but can be
killed. (Halberstam 2000 88)

Dracula gathers his life-force through living cuéis, yet does not destroy the culture or
person from which he takes, but dilutes the stiemjthis victim’s personal motivation.
His is omnisexuality as reflected within a consusteculture. InDracula — Prince of
Darkness(Fisher 1966) actress Barbara Shelley was given the followingdaion by

Terence Fisher:

...Fisher instructed her to play the vampire womara astally sensual being.
“When you're a vampire”, he told her, “you’re nedth heterosexual nor
homosexual. You go after anything that’s not nadled/n”. (McCarty 1995 91)
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This represents an identity composed of a sexutldy becomes a signifier for all of the
other aspects of the personality. The audienceiseagation of Pollard’s aggregation of a
sexual identity (composed of supposedly ‘receptwkite and ‘dominative’ black aspects)
subsequently produces further ‘monsters’ — in tdéience - resultant from the categorical
activation. The monster becomes a basic consuroeupt. It provides a radical new way
of utilising the technology of modern society, hs®nically on the attempt to gain the
previously enslaving social mobility. Pollard’s séaes not enslave her; she actively uses
both hers and her boyfriend’s sexual stereotymetivate new methods of self-conception.
The programme, in contrast to Butler's use of #hd,t“transforms metaphors of otherness
into technologies of sex, into machinic texts, they words, that produce perverse [in this
instance, non-stable] identities” (Halberstam 289). In other words, Pollard normalises
the appearance of otherness itself by destabilisiagyery norms it is developed in relation

to.

However, this suggests that inttle Britain, all identities are potentially perverse,
appearing to contradict Halberstam’s subsequertiteation of the vampire as an othered

identity:

But the otherness that Dracula embodies is notlésseor universal, not the
opposite of some commonly understood meaning af fthman”. The others
that Dracula has absorbed and who live on in hike tan the historically
specific contours of race, class, gender, and s¢xu@alberstam 2000 89)

Halberstam’s use of her “commonly understood” megrof “the human” is, however,
contentious (lbid). When the human image is used signifier of the human race, it can

indeed represent the universal. It is commonly piszkas a physical given through which
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the philosophical reality of the universe is remakquantitative. All humanity is condensed
into the model of ‘Mankind’, which is theorised (peularly in secular societies) as being
able to impact on, and exert some control, overuthigerse. The ‘other’ can control the
universe. Halberstam'’s following statement illustsathe concurrent appeal, and dislike, of

Little Britain (2003):

The foreign sexuality that confronts [the viewethen, depends upon a
burgeoning definition of normal versus pathologisalxual function which
itself depends upon naturalising the native. (Haitaen 2000 89)

Little Britain’s impact depends on its documentary style revgatiat the horror of the
country, but the use of horror to mask what is @ered to be the norm, or “native”
(Halberstam 2000 89). The programme does not stugjgatsthe boundaries of civilisation

are crumbling, but rather that perception of tHesendaries is unrealistic.

Indeed, the placement of characters such as Magmjgest a cultural bridge that can be
traced back several generations to the world waren national identity was defined
through organisations such as the Women’s Institliteese organisations established
behavioural standards that everyone was expectéetdy, rather than being focused
particularly on class or statusttle Britain’s characters demonstrate the effort necessary to
suppress other characteristics, particularly casig the concept of “naturalising the
native” (Halberstam 2000 89). The term ‘native’ ltadonial implications suggesting the
replacement of traditional ideals and behaviouts another in order to enforce the latter's

model of social normalitf?® The replacement process suggests that there iminersal

220 As Halberstam notes, Stoker merged pathologicaladity with foreign aspect (2000 90).



concept of natural, but a model developed arounabtation to change. Halberstam,

therefore, states that Bram Stokddisacula (Riquelme 2002) is

“[a] machine text” [...] a text that generates part&r subjectives, we can
atomize the totality of the vampire’s monstrosgxamine the exact nature of
his parasitism, and make an assault upon the ma¢gsaof the sexuality of his
enemies. By readinBracula as a technology of monstrosity, | am claiming a
kind of productivity for text, a productivity whideads to numerous avenues of
interpretation. (Halberstam 2000 91)

Little Britain (2003) also “generates particular subjectives’lifelestam 2000 91) resulting
from its host, consumerist society. It is not perfed in a night club by a drag queen
distanced by her appearance and stage setting @gham’, but is instead a mainstream,

comic programme praising (albeit it in a ratherkdended way) British identity.

To reiterate King’s comment, horror concerns odulitglto cope with change, particularly
a change that has consequences for the way in whehviewer perceives their own
identity (1991). The primary negative outcome thatorror film can elicit is the loss of the
character’s identity. To adapt King's example of terewolf, it is the person unable to
transform back, or the person who does so withkindiwledge and regret of the deeds he
committed whilst in that state. The type of horadfered is either physical or mental
dissolution, preventing the individual from achieyiequilibrium again afterwardé" For
the viewer to partake in an ‘othered’ form of na#b identity, as presented hyttle
Britain, is to perceive oneself in a role one had preWoughered and considered
monstrous. InLittle Britain culture’, this is not a theorised difficulty but actual process

of identity. The viewer must learn whether the iitgrreflected through their culture and

*?LFor an alternative perspective, see Marriott' ptiva “The Texas Chainsaw Massacre” (2004 153-166).
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expected of them is capable of surviving in difféarecenarios, and whether indeed their
own predisposition enables them to accommodate,bandccommodated by, that which

they consider monstrous.

This emphasis on the individual's predispositiorofsutmost importance. The use of the
horrific grotesque in mainstream entertainment isetaphor for the debate of whether
human nature itself is based on natural, often opichl, occurrences or nurtured
behavioural patterns. The debate cuts to the loéavery concern relating to the human
condition: the extent of choice, and under whatwmstances choices change. In the
context of drag as gender, the choice is wheth&xtmine Dionysian (King 1991) truth
and experiment with mutable genders in the hopeegéaling a potential holistic or
evolved sexuality, or whether this course of actoc@muses the individual's destruction
through neurosis or social rejectiti After all, asLittle Britain demonstrates, the aspects
of gendered identity available to the individuad &#mited only by the ideas accessible to
them. Lack of control and over consumption can, éwav, overpower the individual, and
damage links to the parent culture, just as DraeyRiquelme 2002) over-consumption
causes him to be vanquished by venturing too far fiuman territory?® In Little Britain
this is most clearly represented through Emily Halyethe transvestite, whose
consumption is not only of an alternate gender,dbat historical perception of gender that
conflicts with other social expectations, oftenufésg in the shattering of her female
image through subsequent embarrassments. The hafrtottle Britain can be described

using Rigby’s generalised comments on the natur¢hefgenre, which appears to be

22T extend this argument in relation to the seccmapter of this thesis, the divide between mordigxp
notions of supernatural (and therefore potentialhyamanic) cravings and neurosis has, McCarty (1995)
argues, been examined through RomehMartin (1977), in which the anti-hero substitutes a hypoue
needle for fangs in order to draw blood.

223 Christopher Lee commented that he built the chearaxf Dracula with this perception of the contanid
power in mind (Marriott 2004).
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“reinventing ancient images of madness, decay aathd and patching them on to the
traditional conception of the English as havingvilised values and a well regulated

society” (Rigby 2002 11).

Little Britain’s ideas are spread via the characters marketimga$ McQuail suggests, the
very nature of what the concept of the audiencd,thrir role in what he calls “the mass

communication process” actually entails is impor{d®97 1). As McQuail comments:

The audience for most mass media is not usuallyerebble, except in
fragmentary or indirect ways. Hence the teandiencehas an abstract and
debatable character [...]

Audiences are both a product of social context ¢ivheads to shared cultural
interests, understandings, and information neeal$)aaresponse to a particular
pattern of media provision. (1997 2)

While it is hard to quantify the audience who cansulLittle Britain, this statement
interrogates the notion of what the audience igiqudarly in terms of the style in which

the show is consumed; the constraints placed oretleamts’ “own customs, rules, and
expectations about the times, places, and conténpeoformances; conditions for

admission” (1997 3). Although McQuail's commentsncern Classical Greco-Roman
audiences, they are nevertheless important in dhisent context, as they relate to the
background of the performance and, thus, directipact on the way in which it both

reflects on, and can change its host society. Tothey mass marketing available would
suggest that it has value for a variety of audiendéhe audience’s reality of a stable
identity itself can become mutable, particularlyings Garber’'s appropriation of queer

semiotics in the wider context of the use of cloghto access forms of behaviour that are

considered as other by specific social groups (1997
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As co-creator and performer David Walliams has cemied, the characters dittle
Britain are based on his and Matt Lucas’s encounters thighgeneral public (“Little
Britain: Character Guide™pg). The actors generate recognisable character sipeso
providing them with catchphrases or movements higdtlight the grotesque trait they use
to place themselves above the rules of societyloing so, they have highlighted a new
form of British identity whose popularity is basesh the comic appreciation of
transcendence of boundaries. These simplistic prdoce denotations are conveyed easily
by a profile photograph. It effectively creates idantity brand. Moreover, the concepts
connoted by these iconic behaviours (if not alwdys behaviours themselves) can be
easily emulated. A child can repeat Pollard’s “yéalh, no but” catchphrase and extended,
illogical background defences to indicate that tipeyceive the structures that those in
authority may seek to impose on them as being lytieelevant as a result of their
subjective desires and, therefore, an unjust inusito the way they wish to live. It is the
attitude of the character, rather than a directicgafion of the characteristics, that make

them active and recognisable.

By recognising the programme’s effect on mainstreanture, the characters themselves
develop to represent alternative strands of aspirat national identity, as the self-

conscious, defiant title suggests. Its merchandistially promotes characters such as
Pollard as national icons who have redefined tharoanal norm according to their own

standards — those of reinterpreted English eco#ytriAs a result, they actually transcend
the horror genre because (despite their previoosigred, monstrous form) they are not
altered or “redeemed”, which Marriott states aremcwmn genre outcomes (2004 253), but

instead gain absorption back into society functignas they are. Pollard’s name and face
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are emblazoned on key rings, and the show’s livdopeances fill middle-class theatre

venues. Britons are actually encouraged to emthatee figures.

This cultural acceptance has resulted in a recanakgation of national identity based on
evolution rather than tradition — focused more ehdving the way one wants with aplomb
than behaving the way tradition expects. It is gmabto the notion of ‘Little England’,
which has connotations suggesting a people firmmiyemched in their own way©ED
Online, accessed*IMay 2007). The situations in the series are nobgs a repetition of
the same instances in different formats, but araptd and evolved. The grotesque
indicates that the show functions not only as aaincompass, but as a playful commentary
that experiments with taboo and popular culture Hadberstam quotes Moretti to rightly
point out, in relation to the literature of terftne metaphor is no longer a metaphor:itis a
character as real as the others” (2000 105). TokeBaasides include anecdotes of the
ways in which he/his character has factually irderd with the programme, such as by
referencing his career in relation to the show'srgs. Baker is both the presenter and that
which is being presented, “[he] is the boundaryjshine one who crosses [...] and the one
who knows the other side” (Halberstam 2000 89).sTisi the other main use for his
Received Pronunciation. In addition to providing authoritative-sounding voice for the
proceedings, he gains some of that authority by atetmating that he himself has
transgressed the boundary between fact and fickitore importantly, this suggests that
England is a nation of characters capable of toansdtion, and who are all, to other social

groups, grotesques.

Mainstream drag performance throughout the Twdnt@&ntury has presented a form of

social critique. The world wars and the subseqgentier reassessments that took place as

282



a result of massive social changes influenced thg gerformance of Danny La Rue and
Larry Grayson, who demonstrated the individual'digbto transmute the public essence
of gender. Subsequently, acts such as Lily Savdijsed the cover of camp comic
performance to seriously critique other aspectssafiety, such as the class system.
However, it was not until the advent of populargremmmes such dsttle Britain (2003)
that critigue became a prominent function of theggeance rather than an undercurrent.
The drag characters in particular have been usedomstitute a debate on the social
construction of identity in a society concernedvah increasingly multicultural character.
The actions of its characters can be shown (viaribe related to the grotesque) to form a
serious discourse as the utilisation of horror themsks the viewer to respond to, and

critique, their own social aspirations.
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Conclusion

This thesis begins with the hypothesis that drafppeance engenders social commentary
as a result of the components that inform its practQueer Theorists, particularly
followers of Judith Butler, would likely agree witthis notion. They may, however,
guestion how this hypothesis could further deveingerstanding of drag performance. The
answer is that this study is not a roll call ofinduals who have used gender subversion to
challenge their social structure in the short-teftndoes not recount tales of females
wearing trouser-suits in the attempt to gain edregitment in the work-place; neither is it
content to demonstrate how a drag queen’s repisamtof femininity can question
essentialist perspectives of gender. Such reséasteen done before (Newton 1979 and
Taylor and Rupp 2005, in particular), and while stnecase studies developed our
knowledge of the phenomenon, they did not place padormance in its wider social
context, or hypothesise its impact on the wider mmomity. This thesis offers several
original case studies. Moreover, it begins witheaamination of the respondent artists’
evolving self-conception within their community. i developed through an analysis of
their social function as performers to a variety afdiences and culminates in an
examination of drag performance’s role in the magsmn media. As a result, its over-
arching contribution to the fields of drama and @ué&heory result from its definition of
the social and theoretical process through whielg geerformance develops, as this enables
it to influence the mainstream’s conceptualisatioh identity. This study, thus,
demonstrates how drag performance can be an eodnghtiool suitable for facilitating

reflexivity in the entire society.
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The performance mediums studied in this thesis detnate the huge variation in style and
context inherent in the modern drag queen’s aotnfappearing on floats at carnivals, to
cabaret performances, to compeering community egeni and extending to the
representation of serialised television charactéirsvas, therefore, essential that the

rationale ensured each type of performance wastluallly investigated.

As the cabaret performances in homosexual commuretyjues are the performance
environments most under the control of drag perésar{and, therefore, the most likely to
reflect drag’s inherent traits), this was the fisgmple group to be investigated. The
performers were interviewed and their self-profdsaems for the show, together with

analysis of their live performances, were compdcethe writings of critics in the gender-

performativity field. The initial aim was to estatl whether the performers and theorists
considered the same themes, and indeed whethenilezs evident in the performancés.

This would establish whether the mediums were Blatlor comparative analysis.

In the first instance, the criticism evaluatedhiattof key exponent, Judith Butler. However,
it would have been unrealistic to attempt to praveausal link or lineage between Butler's
theories and the community performances becausefter complex tone is far removed
from everyday parlance. Her theories can also bppropriate for direct comparison with
performance as her style is often abstract, lackivegreference to social existence and
emotional thrust that runs through many drag ptasens, particularly when a significant

proportion of these are emotional reactions to gieet! intolerancé® In any case, her

224 Distinction is made between the performers anit fherformances as a result of instances where thei
stated aims were not those predominantly asceddioe the audience reception of the live produrctio

% The respondent interviews of Kerryn Davey (2005aAmthony Rose (2006) and Chloe Poems (Potter
2006) all confirm this assertion.
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arguments (though relevant) primarily concern teenislogical development of social
gendering (Butler 1993). This thesis, on the otiard, is concerned with the way in which
drag performance can be used, either implicitlexplicitly, by the performers as a tool of
social critique, rather than as an indicator of twbe gender is essentialist or social

constructionist. As a result, Butler's direct redage to sections of this work is limited.

To cover this theoretical ‘missing link’, the wool theorist and performer Kate Bornstein
became a major resource. Often complying with Bistleheorisation of the social

activation of gender, Bornstein’s anecdotal, oftetlequial style added a human
perspective to the process. Her work also pre-emnptewumber of topics that were to
feature in respondent interviews, such as the @dsireducate the community, and the
performers’ attempts to understand and develop #edual and social selves (Bornstein

1994).

However, a major sub-current found across all af tespondent interviews was an
unspoken anxiety concerning the changes and clgelennherent in the gender-
development process itséff. Whether respondents became defensive of theiepi@ton

(Rose 2006), or appeared to be consciously — thaagHoubt sincerely — vocalising an
ideology that supported any outcome of gender eéxgertation (Rayne 2006a-c), it was
clear that their self-presentation out of drag, #mas their acceptance into the LGBTQ
community, impacted significantly on their drag gmrae. This was caused by their
perception of their community and, conversely, itipeirception of its perception of them.

The origin of this concern at @D2 is the disruptidrthe stable, non-heterosexual identity

#2° Respondents were not challenged or asked furthestigns in some such instances, as to knowingigeca
distress could be seen as unethical behaviour &neaah of their respondents rights (Gilbert 2005).
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that results from the mixed-sexuality environmditte performers’ attempts to understand
themselves in comparison to LGBTQ stereotypes ehgéls their self-presentation, causing
the reassertion of their perceptions of their oexusl identities as an integral part of their
performances. This is significant as it is indicatof Queer Theory's relevance, and indeed
prominence, outside of academia. Respondent Dagaied any prior knowledge of the
genre, yet articulated the working processes ofeBatmain gendering theories (2006 and
1993) in her observations of her interactions whil venue’s clientele. Similarly, Rose was
aware and, indeed, wary of extreme applicationthisftheory in reference to the cultural
feminisation of homosexual males. Rather than simpiderstanding these issues, their
performances aimed to challenge what they consideie be their audience’s
misperceptions of the possibilities of LGBTQ idéntiThis was done both in the guises of
their primary drag personae and as their secondaparet characters. Indeed, these
characters performed the very aspects of the gergerocess that the respondents seemed
concerned about: Rose’s rancour at — and challehgethe expected feminisation of gay
men was demonstrated by his portrayal of an assdgimme-fatale and performances as a
male character. Similarly, Davey, whose homosefualad been openly questioned as a
result of her feminine appearance, challenged d®gegender presentation using a

feminine, lesbian dominatrix persona as well ag érag roles.

In addition, these identities were performed witlhh @companiment of popular and
humorous songs that demonstrated the potentiab(fically hyperbolic) functionality of
‘queer’ relationship possibilities. These were shaw a variety of social frameworks that
evaded stereotypes and stereotypical conclusidrersiwas not an abstract presentation of
‘gender for the theorist’, or a ‘conscious statetmeh discourse’, but a hyperbolised

actuation that showed characters living and playwmitp butch-femme possibilities in a
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normative setting, which, as Davey stated, wasr tltenscious intention, and was
demonstrated by the costumes and staging of thiedd’ The notion of performance is

itself part of this process. The drag artists amtifieir audiences to perceive them as ‘real’
representations of LGBTQ identity when both in aud of drag, in the same fashion that

the respondents #faris is Burning(Livingston 1990) used the term.

They do, however, make the distinction that thediances have to accept the sexualities
presented as they themselves understand themr thHireas a stereotypical replication of
LGBTQ identity. The research finds that both thdiance’s and performers’ enjoyment of
the performance resulted in the acceptance ofitlaig image, which in turn begins to affect
the audience’s perception and acceptance of thferpears. Repeated projection of these
non-stereotypical images creates a new cannonafakenodels that are shown to the
audience in this playful, if didactic, fashi6ff. The performers, thus, reconfigured their
own self-perceptions and measured their successdatating their audience by the
audience’s reaction to the confidence and beliditsabof their performance. This
demonstrates Queer Theory's potential to impacsariety beyond academia by showing
how its themes can be performed by non-activistsh saas the performers of @D2, and
those whose prime concern is their social exclyseanwith the respondents Béris is
Burning (Livingston 1990). Drag performance, thus, canvegnsophisticated dialogues in
an extremely user-friendly manner. In additionjrtiperformances demonstrate how Queer
Theory is a continuously developing body of workiside of academia that offers the

possibility of developing understandings of geraled the social environment at this grass-

#7The phrase ‘statement of discourse’, implies dopevance that challenges the stereotype by focusing
the individuals’ attempt to embody it in its origincontext and attitude. An example of this is Wk of
performance artist, Joey Hateley.

% As stated in the first chapter of this thesiss tisi demonstrated by the rise in the customersaniio
advances towards the performers.
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roots level. It also has the potential to affee éxternal, local community as a result of the

performers’ and audience’s interactions in thairemment?*°

Continually, the theories of Bornstein (primaril94) and Butler (primarily 1993) guided
this thesis’ rationale. The genesis of the respotsi€oncerns about gender development
lay in their perception of their variance from hetexual social frameworks and images,
which they investigated, leading to the comprefemsf their LGBTQ sexuality. To
continue to function within society, they found ethnon hetero-normative frames of
reference, in this case the LGBTQ community. Jgrarcommunity involves reappraisal of
one’s contribution to society, as Jay and Young9®)9correctly assert. As this study
demonstrates, when communities focus less on @baerg intellectual contribution often
takes its place. As the existence of LGBTQ sexyalitallenges the universal validity of
compulsory heterosexuality, the prime intellectpatsuit is, naturally, understanding the
philosophical implications of gender. The respongeand other performance artists
featured in this thesis incorporate these obsemstiinto their performances. Their
presentation challenges accepted gender possibjlitthich Butler terms “a resignification
of the norm” (Butler 1993 126). However, as Boristebserved (1994), such queries
could engender the contestation of other sociabepted belief systems, leading the
respondents to encourage their community to quesgender presentation and social
expectation in the wider context. She quotes Sddisger, calling such performers “The
Great [Fools]” - “[those] who [make] visible thee embedded in culture” (1994 92), a role

suggestion validated by the actions of this studg’&spondents.

22 The effects of drag performance are, however, miggre on the environment in which the performance
takes place. This is discussed in the first chapfehis thesis with reference to The Duckie Cdllexs
performance o€’est Barbican!
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In addition, this thesis develops Bornstein’s agseithat LGBTQ performers become both
spiritual and political leaders within their comnitigs, what she terms “shaman” (1994).
Considering the term’s religious connotations, &iswessential to examine Bornstein’s
theoretical model and the implications of this [dBBTQ potential shaman, in order to
ascertain whether such a title was appropriaten@®eo would also enable investigation as
to whether Bornstein’s thesis should be clarified developed to provide a greater
understanding of the role and its function withiGBTQ (and possibly mainstream)
society. This was particularly the case as Bornstpeatedly refers to the religious aspects
of the role in her discussion. Anthropological ende does not, however, assert necessary
disqualification from the shamanic category for LIZBpeople on the basis of their lack of
shamanic beliefs, or indeed their lack of any relig beliefs at all. Studies of various
communities presented shaman not as holders oivargal belief system or practice, but
as people who led community functions (Flaherty8)9&he roles’ core purpose was to act
as the communities’ spiritual guide, mediator andtieal leader. All of the respondents in
this thesis performed these core functions — piongidheir bodies as a mediation for
spirituo-philosophical influence (Edelsson in Canls1998), and by representing and, thus,
helping to develop their communities through atterwk at carnivals and other functions.
In addition, three of the respondents stated tieit spiritual interests were an integral part
of their lives, and Anna Glypta (respondent Rayaetjvely considered her performance

and sexuality to be a representation of her be(987c).

However, Bornstein appeared to contend that trantkge people are most suited to
shamanism (1994). While this theory concurs withdence that traditional shaman

participated in cross-gendered activities to gaithlihe male and female experiences that
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enabled them to mediate on behalf of the whole comiy, it is, however, at odds with
Nisker's (and thus Bornstein’s) notion of the grail as society’s Devil’'s Advocate. To
suggest the transgendered are the only ‘true’ shamglies ratifying them as the highest
evolved being® It is a position based on conjecture, and ratificawithout conclusive
proof that leads, ironically, to the acceptancamdther “cultural lie” (Bornstein 1994 89),
however holistic it may seem. In addition, histati€nglish cross-dressing included the
performance of religious plays, as well as theigasion of civic protest. There is no
evidence that the performers themselves were tesulgy. It was their willingness to play
the role that engendered liminality, enabling themalter their physical appearance to
ensure they could appeal to, and thus guide, tdoamunity effectively. Therefore, it is a
mixture of aptitude for the role and willingnesautaderstand other perspectives that are the
mark of the shaman, and the mark of the LGBTQ spod&eple represented in this study

and elsewhere within the modern community.

To test the hypothesis that drag performers cancdmmunity leaders necessitates
establishing whether a random sample demonstrate raessages through their
performances. Venues with clientele ranging frortrigehal heterosexual, to mixed, and
to predominantly LGBTQ were chosen to establishtinwea variety of drag performances
contained such a message, and if so, whetherigdsaccording to the host communities’
lifestyles and tastes. While fieldwork showed d#feces in the content and style of the
performances, emancipation was a recurrent thetttgugh its transparency and detail

appeared to correspond with the performers’ peiwepof their audiences’ levels of

20t cannot escape notice that Bornstein is hetsaffssexual, though now considers herself transgend
neither male nor female (1994).
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receptivity. The more liberal the anticipated and& the more proactive the performance

was likely to be.

Proto-feminism was illustrated in the predominarttigterosexual, but mixed-sexuality,
working-class venue, The Birdcage. As illustratethweference to Charney’'s (1980)
theories, the performers in female roles used cgnteddidactically implore the female
audience members to assume an active role in trdationships by utilising the
opportunities offered by exploring, and indeed explg, their femininity. While these
performances linked female success with male iremaknt, this was in fact a pragmatic
approach considering the client group. By cloaksimgple suggestions for change in the
most continually visually outrageous and flamboygard theoretically more fantastical)
performances in this study, the performers illusttavays in which the female audience

members could increase their personal freedoms.

In contrast, while @D2 is officially a mixed-sexialvenue, the majority of the clientele
are homosexual. This was reflected in the entartam. While effort was made to ensure
the performances were entertaining, they were @ise transparently political, theorising
by demonstration how non hetero-normative relatignsnodels could occur within the
LGBTQ community. Providing these LGBTQ relationsimdels with visibility acted as

advocacy on their behalf.

Alternatively, The New Penny’s drag queen (Annap®y encouraged the predominantly

LGBTQ audience to represent, and thus celebragér, ¢thvn relationships on the stagjé.

%1 The New Penny's drag queen also acts as a fawilita the external community and is a prominent
member at charitable and governmental level.
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While these original and varied English case swidiee, themselves, an addition to the
knowledge base of Queer Theory, they also provideght into the continual growth of the
LGTBQ community. This is both in terms of its setfhnception and, as a by-product, its
physical viability in the local economy. This i&idtrated by the productions staged, as well
as the audiences who attend and support them.dntlez performers appear to perceive a
conflict of interests between the communities’ pafception, their own aims, and their
business viability. This ambivalence questioned twih@ performers truly hoped their
performances would achieve. For while the LGBTQ oamity continue to be associated
with oppression, self-conscious politicisation witltheir performances nevertheless had to
appeal to a broad audience range or be camouflbgegopulism. The respondents
suggested that overt politicisation was rejecteddmge sections of the community who
appeared to perceive it as an obstacle to the nommaing of their everyday lives.
Furthermore, most of the respondents were unawadeapparently uninterested in the
LGBTQ movement’s history, despite its persistenvezage in the LGBTQ media.
However, issues such as intolerance and discrimmaire still clearly relevant, as several

respondents spoke of incidents in which they hashbargeted.

Yet in a community whose common identity is somesndisputed, continual, assertive
politicisation is perceived as a threat to thetegtance into their local mainstream society.
As a result, these regular cabaret evenings atopriedntly LGBTQ venues are a
consolidation, rather than an assertion, of themmunity. They recall the inversion of
Rorem’s (1987) thesis of the essential invisibibfyLGBTQ identity by providing a place
where the respondents challenge oppression in @ sgiéording safe visibility, allowing
them to meet with, and develop, their communityatfTthese refuges are filled with the

glamour, populism and raucous humour so closelgcated with drag performance was
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surely key to their continued theoretical and ficiahsuccess. They ensured the performers

could inform their audiences of the benefits ofeti#nce in the long term.

Consequently, a logical inversion of this theongisdent in this thesis’ conceptualisation
of the overtly politicised performances of ChloeeRs. Performance artist Potter's
interviews, together with his performances, dematsthim to be the most politically

vocal respondent, but then, he can afford to behi8gperformance was part of a one-off
showcase, his act did not rely on pleasing aud®mtehe manner required of the other
respondents. Indeed, in interviews he commentetchibgprimary aim was to affect, rather
than entertain. Nevertheless, while Poems’ poemse warogressively provocative,

intentionally or not, they were performed throughvariety of different narrators,

facilitating the retention of the audience’s trust the prime character. As a result,
potentially contentious issues such as sexualiewewed from perspectives more likely

to engage the audience’s empathy. This is a taftea utilised in political dialogue.

Thus, all of these diverse performers functionedaticalise their audiences to varying
degrees by conveying their messages through therpemces’ superstructures, rather than
through their particular elements. While the raliszdion of early LGBTQ theatre has
largely dissipated, its influence reverberatesuglothe modern conception of the personal
as political. This establishes commonality that icemease the likelihood of the messages’

reception as a result of the audiences’ contintedence.

While these performances filter messages into rraia society via the interaction of
their audience (who act as carriers) they are mt.GBTQ community’s only method of

influencing local relations. Drag performers alsad the LGBTQ Pride carnivals, and this
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thesis establishes the precise effects of thesetewWerough analysis of the theories that
underpin their physical and emotional elementsthase are the key to their subversive
influence. In doing so, it provides Queer Theorytma contextualisation of the carnival's
role in the development of the modern LGBTQ comrtyuntor while the performers
themselves may appear unaware of the form’s hejtdng carnival’s appropriateness as a

tool of political theatre is based on its inherneraperties.

In the first instance, Rorem’s (1987) theorisatadrthe invisibility of homosexuality was
inverted to substantiate this thesis’ claim that ¢glarnival parade challenged homophobia
by proving its existence through the performancd emlebration of LGBTQ identities.
However, as the carnivalesque performance of hoxoadiey is led by the drag queens
rather than by males in supposedly male attireférs to Russo’s (1997) feminist critiques
to argue that the drag queen’s appearance entimeye¢nt also represents an inversion of
the male stereotype, and thus patriarchy and lsdrual sex-role structures, to enable a
cultural re-birthing. Using Russo’s theories in jemrction with Bakhtin’'s (Iswolsky 1984)
conceptualisation of the material bodily principleargues that a primary function of the
carnival is to facilitate the physical and psyctegeneration of the LGBTQ community in
a process equating to a physical expression of de&ltoncept of loop wording (Iswolsky
1984). The drag queen represents the physicalitys&8TQ desire and invites the audience
to participate in the communities’ growth througle tcreation of statements of intent that
can be challenged and discarded or developed thraugicry. The normally ‘othered’
drag queen’s parade is treated with respect wtdchses the audience’s attention on the
lower bodily stratum, and, thus, concepts of regaten. The focus on regeneration
through persons not traditionally associated wetelosexual patriarchy lends the event a

playful and fantastical liminality, which encouragethers to join in the celebration within
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a theoretically safe space. This, coupled with &vents’ celebratory aspect, directly
contributes to the evolution of the concept of sdityi itself, for it invites the attendees to
guestion their perceptions of gender and sexuality, the role these play in their personal

fulfilment.

This enables the parade to become a multifacetpittder of modern sexuality that can
directly influence both the LGBTQ community and itdationship with the mainstream.
This is, in itself, a theory that can be appliedhe use of all carnivals as tools facilitating
community cohesion. While the drag queens’ repiadem of gender is essentially
psychic, in that drag queens aim to give its impig¥s rather than replication, they can
nevertheless empirically affect both their audieand the surrounding environment. The
spectacle of drag queens parading through cleane@ts inspires a fascination that
encourages viewers to pay attention to the patadegtice the role models it offers, and,
possibly, to follow the route. This may lead them experimentation at the parade’s

conclusion, which can expand and diversify the caomity.

This thesis argues that this liminal atmosphere alsgenders the carnival’'s longer-term
effects. While raising awareness and encouragireg gfowth of community may be
laudable, it may be unsustainable if provisionsrareavailable for its long-term support. In
some cases, this support may simply be the loctloaties’ agreement to allow a
community to continue to function, the lack of winikwas the cause of The Stonewall Riots.
Recently, the attempt to gain support has, morenoftrystallised in the community’'s
attempts to co-opt the government into an actiweld@ment of their rights. As a result, a
large part of the effect, and likely the aim, o# hGBTQ and other carnival parades, is to

enlist the support of government agencies to enegislative protection by enabling the
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participants to cast-off their previously ‘otheredatus. This theory has ramifications for
the whole of the social sciences, as is the cade awvide variety of performative events,
from the Orange Marches of Northern Ireland, to Metting Hill Carnival in London.
However, it is important to note that the sensdisbdrder inherent in the carnivalesque has
also been utilised by LGBTQ grass-roots activistichallenge the aims of the carnival
itself. Rival activists acted out their discontertd subverted the organisers’ power to
challenge the community’s own institutions, atteimgptto force the organisations to
develop or flounder. As a result, the carnival ffa mechanism that enables the constant
redevelopment and rejuvenation of the communit@s’sonal development and social

needs.

While the LGBTQ community have utilised the carhif@@mat to press for legal changes
and provide an area that temporarily facilitategugsé experimentation, it also co-opts
mainstream media to challenge oppression by ushag gerformance to critique the
attitudes that promote it. This study offers thestfiever critique of the development of
televised-drag performance alongside its cultunaplications. It highlights the central
paradox of much mainstream-drag entertainment -atldé&nce’s reaction to the characters.
When a character is comic, they encourage engademile the cultural taboos of
homosexuality and transvestism they representtrégjeBoth combine to make the style
enthralling. This is drag’s secret weapon: itsigbtb aid performers and the audience in
the deconstruction of the concept of othernesdf.it¥@is method of deconstruction is
important as it is not merely noted by academindreetters in pursuit of irony, but is also

able to pass complex messages directly back tm#nestream.



As this thesis demonstrates, drag performance enlos$o mainstream entertainment as a
result of Armed Forces cabaret troops who contimedbrming following decommission.
While it has been suggested that audiences attetidedo a mixture of patriotism and
desire for escapist entertainment (La Rue 1988,ptoductions provided a method of
exorcism for social anxieties. These were the édamortality and changes to the social
expectations of gender that resulted from consorniptWatching male, former soldiers
entertaining in female attire entrenched the notlwat drag performance could in some
guises be respectable, while also representingptatimat allowed the audience to quantify
their fears. This service brought them high reghat enabled acceptance, and indeed the

respectability enjoyed by entertainers such as paarRue.

This increasing popularity of such acts graduallgrnpitted the performance of
characteristics - such as camp - that connoted kexuality rather more transparently,
particularly through figures such as Larry Graysés .a result, their remit gradually moved
beyond the covert representation of sexuality awiatds the depiction of wider social
concerns. These performances used the comic vdldeag to critique other aspects of
identity. In the case of drag character, Lily Savatlpis issue was social class. While her
portrayal was not without warmth, Lily's perform@&naonstituted a critique of the
characters she represented. Indeed, the perforrsamadity was itself enmeshed into a
fictitious biography in which the character haddke what she considered to be degrading
work in order to survive. As a result, her perfono@ questioned notions of social
victimisation and deprivation, but did not suggkstv it could be resolved, either by the

character or by the audience.
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The current development of drag’s mainstream cics the examination of the notions of
victimhood and otherness from both the side ofdimgerer and the perpetrator, as can be
seen in the television programnigttle Britain (2003). While this programme informs the
audience of its supposedly factual roots, its abwicomedy highlights its fictitious basis to
encourage them to analyse and establish its tartbsfallacies and, thus, deconstruct the
concepts of otherness its characters represenieWhs issues are portrayed grotesquely
for comic value, their power depends on their gbtio reflect modern perceptions of the
social world. The character of Vicky Pollard is shmoto follow Stephen King’'s (1991)
formula of horror representation, as she signifiescerns regarding the increase in youth
crime and the breakdown of civilisation. Ultimatelyowever, her developed, if comic,
persona suggests these fears to be the embodirh@mnoerns over the uncertainty of
potentially changing standards of social acceptgt@ihd whether the community can (or is
willing) to adapt to embrace such alteration. Wisamore, in a manner modified from
Halberstam’s (2000) theories, this theory suggésas Pollard’s portrayal demonstrates
how individuals can manage change by borrowing frother cultures to engineer
circumstances amenable to their own developmentthis instance, modern media
physically enables the creation of Halberstam’sception of a new body created from an
old one (2000) as it allows the character's poptyldao become objectified within the

market.

The show uses the media to reflect its sociologimadsage back into the populous, so that
(by enticing its audience through its promise ahaootherness and escapism) it consumes
them and they are themselves evolved. The partichi@racter aspects are then enabled to
become representative of this new chameleon btand,enabling viewers to literally buy

into the image and the notions it carries. Thisars important finding as it can be
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generalised to create a blueprint for other causekjes not formalise its differences by
isolation, but suggests they are merely part giecsum of behaviourS? This is not to
state the programme aims to convert its audieneay@articular viewpoint. Its effect is to
encourage the viewer to consider how prejudicedaareed, and whether these prejudices
are appropriate or, indeed, could mask behavicuast ¢ould prove useful if adopted. It

turns its audience into Little Britain.

Thus, as demonstrated throughout this thesis, tfiereht types of drag performance
combine to form a process of political theatre. it inception is the individual who
develops the performance of their sexual personaelation to their community to
understand their own gender perception and cowotEal stigma. This act starts a process
of re-evaluation of other socially accepted behargoand ideation. Their performance
environment enables them to lead their communityatds similar understandings, in a
shamanic role that has spiritual as well as pracgnds. Their realisations develop into
cabaret performances that reflect the concerne@tommunity, but importantly are also
tailored towards the aesthetic and intellectualirdssof their respective audiences.
However, true to the role of the great fool (Boenst1994), the LGBTQ shamans’ task is
to communicate this message beyond their commuRys, the LGBTQ performances are
taken into the sphere of the heterosexual majerdythe carnivals that aim to challenge
their viewers’ perspectives of their own sexuaditieitilise civic protocols to increase
LGBTQ rights and develop infrastructures to supgbg community in the long term.

Finally, the platform is moved to mass media, whitee LGBTQ shaman challenges the

2% A similar approach is taken by the disabled penfance artist, Mat Fraser, whose disability resuitech
his ingestion of Thalidomide during his mother'gmancy. While Fraser’'s acts focus on the ‘noriyiadit
his concerns, this sole reassertion can actuatiease the idea of otherness brought on by theeacels
unease with Fraser’s frankness. Such acts becootegraphic negatives of so-called ‘elephant indbener
syndrome’.
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formulation of otherness itself. Whether or not dmn is a semiological, social
construction, drag can be used as a tool to engerdexivity in, and challenge the

perceptions of, society.

While this thesis has covered many diverse thegiuether research is necessary to enable
our understanding of the brother performances af kings>® As has been seen, drag-
gueen performances have changed considerably beggast fifty years. Originally, they
were primarily conceived as a method of expressing’s sexuality politically, yet a
number of the respondents of this study becamdvaddollowing a rite-of-passage wager
or because of the potential financial rewards. Téwey however, thematically and visually
different from drag king performers. Drag kings smiconographic of vastly different
feminist perspectives, and research is neededstmder how and if the two trends can

continue to impact on mainstream politics.

In addition, much work within the field of drag kjimg is currently completed by those
who remain at the top of their academic field byadeping gender-based theories, such as
Judith ‘Jack’ Halberstam. It remains to be seentidre as in the drag-queen movement,
this has any similarities with grass-roots levelglkinging, which often develops from the
discovery and enjoyment of the sexuality or quimbepsy having fun, often before acquiring
a level of apparently unlaughing seriousness inesparformance circles. This seriousness,
a lack of carnivalesque mockery, might be becauseérformance is resituated as a direct
expression of the individual's perceived gendee rélor example, Joey Hately and Del La

(formerly ‘Della’) Grace Volcano both now identignd appear other than female, while a

23 This phenomenon is briefly explored in the perfantes of respondent Davey in Chapter One of this
thesis. Davey, however, performs as part of a dragen troupe.
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number of others (such as Judith ‘Jack’ Halberstaraject extremely masculine imagery
when not performing in drag. It may be the case thasuch scenarios, carnivalesque
mockery is replaced by the desire to reaffirm sottter-gendered aspects of self. Indeed, it
is intriguing that the only male drag performe@D2 to perform an entirely serious dance
piece, dressed in a revealing costume (and whaneecto take part in this study) later
identified as transsexual. While it is certainlyt tioe case that all drag kings identify as
either transsexual or as butch lesbians, it isbhietan the instances where individuals
product work for both groups and on their own, lthesl of comic imagery increases in the
troupe situation. Maybe this is because it is edsidaugh at the less-socially acceptable
aspects of your identity with the support of likénded people, rather than to risk laughing

solely, and possible be laughed at, by yourseltheu research may tell.

This thesis has utilised performance to examinégasoonceptualisation of the possibilities
of human relationships, the body and the way incivithe society in which we live is
fashioned. It goes, almost, without saying, thas tis one of the main concerns of
academia. The challenge for the future will beettognise and utilise the choices available
to us, and make informed decisions that can dewalwsociety. The proliferation of non-
stable gender performance could indeed impact bardypes of cross-dressing such as
non-LGBTQ festive drag, long-term transvestism alednale-to-male transgendered
display, which have not featured heavily in thiedis due to aim of focusing on drag
performance itself. The author’s own further reskavill examine the tension between the
emotional individual and the construction of theexuality from the concept of the
working body, as that which has to produce (theéwadly or physically) in order to be able

to achieve self-definition. It will examine the pnse and indeed the terrors that the



potential for unlimited sexuality could bring — amdleed, will attempt to understand what

implications this has for what is considered totweman’.
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Appendices

Primary Respondents: Sourcing and Biographies*

Ethical Procedures

Appropriate ethical practices, particularly thosegarding respondent’s rights, were
observed each respondent’s case. Each respondempraxaded with a letter detailing their
respondent rights, such as their ability to leake study at any time, to withhold
information, and the details of the appropriate iesdo contact, should they wish to
complain about their involvement. They were alseegi (and had to complete and sign)
forms consenting to participation that indicatingether any of their details should remain
private.

Each interview was recorded by Dictaphone to enablmurate data-use and researcher
reflexivity. The researcher did not interact withetperformers while they were at the
venues unless approached, so as not to disrupt diogies. Only variations from this
approach will be detailed in the individual respentis biographies, below.

Respondents:

Davey, Kerryn (‘Mingeeta Lickolotopus’)

Sourcing: The researcher met Davey a number oSyeanlier, having attended the same
school before leaving the area. The researcheactut Davey after discussing the study
with a mutual friend who remained in contact witaM@y and knew that she was part of a
drag performance troupe. The mutual friend gainenlsent and passed Davey’s contact
details to the researcher at her request. The rdsacontacted Davey by telephone and
arranged to travel to Nottingham and live with Dayat the latter's suggestion) for the
duration of the fieldwork exercise.

Biography: Davey was a twenty-five year old, Caiumasemale living in Nottingham. She
grew up in Boston, Lincolnshire, and had attendegtla’ grammar school. Both the town
and the school has a marked tendency towards a@tisen of attitude (eighteen-year-old
‘A’ level students required a parent’s note to kedlie premises during school hours and
the few known LGBTQ citizens were generally treawgth caution, derision and minor
violence). Davey was artistic, enjoying paintingdadancing, and had an interest in
psychology, magic and spirituality. She had seyetahg-term relationships with
boyfriends during her teenage years, but movetieccity of Nottingham after completing
the sixth form. She chose not to attend univei@iy instead found work within the caring
services as a psychiatric nursing assistant.

234 s access to the drag performers was often céedirbly the venues that employed then, it was e ys
either ethical or possible to interview them in-telpecause this would take their focus away froair tvork.
As a result, prominent performers such as Miss @ete not interview extensively.
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She began to attend homosexual-run public housbsfiiends and began to work at @D2
as a barmaid, at the time recognising her leskeaadity. She was initially greeted with
suspicion and hostility by the female clienteletba basis that she did not conform to their
expectations of lesbian appearance: she had aifefigure, wore clothing to compliment
her physique, and wore her wavy, auburn hair lesdl her breast bone.

Davey joined @D2's drag performance group origindtlecause one of the other
performers was unable to attend at short noticee $has invited because the other
performers knew she had dance training. She begapeldorming in supporting roles
before becoming more confident and graduating &d kend solo performances, as well as
compeering the show after leaving her bartendingesluShe appeared to earn the respect
of female clients and was eventually propositiong@ number of them.

It was through Davey that the researcher met teeakthe performers at @D2, namely
Hallam, Maddison and Rose. One other drag perfomaesr present but did not wish to be
interviewed for the study.

Hallam, Harry (‘Holly Prick’)

Sourcing: See entry for Davey.

Biography. Hallam was eighteen years old at theetoh the fieldwork exercise. He is
Caucasian. He had dressed in drag to celebratgrthslay at the club as a coming-of-age
rite and had been requested to join the perfortmgidaddison, on the basis that he looked
appropriate. He had been performing for three n®atithe time of the interview.

Rose, Tony (‘Claudia Shirtlifter’ / ‘Claudia Shitabber’)

Sourcing: See entry for Davey.

Biography: Rose was in his mid-twenties at the tiofighe fieldwork exercise. He was
working at @D2 already when Maddison performedagdiegment and dared him to join
in. He then participated on a regular, paid bastha request of the venue’s owner. Rose
appeared to be from a middle-class background an#ted in the information technology
arena. While nervous of being interviewed (owingcading to Davey, to feeling
‘uneducated’), Rose was thoughtful and providedragsdting interview responses.

Maddison, Marcus (‘CherAround’ / ‘Cher’)

Sourcing: See entry for Davey.

Biography. Maddison was in his mid-thirties at ttime of the fieldwork exercise. He
trained at the Guildhall School of Drama and hadked as a dancer and performance
artist. He began performing in drag as a resulivofking in a nightclub that demanded
cabaret performances of its staff. Maddison is @D&ad drag queen.

Rayne, Marcus (‘Anna Glypta’)

Sourcing: The researcher contacted Rayne afterivielers internet page, which featured
information on a number of famous (and infamousigdyjueens, as well as indicating that
she, too, was a performer. The researcher conthetelly telephone, explained the purpose
of the thesis and the scope of her rights, shohkl choose to participate in the study.
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Access was granted instantly, and copies of arldt&ailing respondents’ rights was duly
received via post.

In order to prevent intrusion into the performenactic schedule, a series of interviews
were conducted over the internet, each one prefaatdchecks that Rayne consented to
the interview being saved on to the computer aretl der the purposes of the study. A
face-to-face interview also took place during th#thnegraphic research after the
performance. This initial distance was requestethbyperformer in order to prevent them
being distracted from their work.

Biography: Rayne is in her late twenties. Hailingni Southampton, she first donned drag
as an eighteen year old in order to participateeinpublic house employer’s theme night.
She then worked in a variety of jobs (from managshgps to working in pubs) before
performing regularly in drag upon moving to Leed&st Yorkshire. Performance is now
her career and she spends a considerable amotimieo§upporting charities. She has been
initiated to the third degree in the pagan, Wicebgh system. Female pronouns are used to
describe Rayne in recognition of his ideal, trargaéidentity, despite his male biology (as
is explained in the text)
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Venues Surveyed

The venues surveyed were chosen for their confgrioithe required variables within the
desired sample group. In each instance, the manafgédre venue was contacted and
informed of the purpose of the study and their pgsion sought before engaging in the
fieldwork exercise. One venue declined to partigp&ach venue was given a modified
version of the respondent’s rights information pack

@D2 (workplace of respondents Davey, Maddison, RoseHallam)

A homosexual-owned public house and night club ettiNgham, England. The venue is
mixed, in that it specifically welcomes both LGBT&hd heterosexual audiences. It
presents low-key cabaret and a drag-queen DJ eglhand ostentatious, musical, group
performances on Bank Holidays.

Joshua Brooks’ (venue for Potter’'s performanceCidde Poems’)

An entertainment venue catering for students in dhester, England. It primarily hosts
live music and discos but also hosts other evdnhisaters for a primarily heterosexual,
educated audience.

The Birdcage (workplace of 'Miss Orry’ and Ball)

A nightclub in Leeds (England) that is part of @aichof commercial venues that are owned
by an entertainment agency. At the time of writindpile welcoming ‘mixed’ audiences,
the club advertised for heterosexual audiencesspkcialised in providing raucous
entertainment for ‘hen parties’.

The New Penny (workplace of Rayne)

A public house situated in Leeds city centre and sabe the longest-running, LGBTQ-

orientated establishment in England outside of loondVhile heterosexuals are admitted,
the venue’s placement in the LGBTQ-frequented idistf Leeds and its entertainment
suggests that it caters for LGBTQ audiences rdtiar heterosexual ones.
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