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Alan Chou has been an important cultural figure in the Chinese-
American Community for over 20 years. As the director of Chinese
American Art Counsil who persistently promotes Chinese culture in the
US., Alan Chou radiates the energy and passion of Chinese culture on
stage. His once frequent, but now occasional performances of Peking
Opera, especially in the ravishing role of "Yu Gi" {the Concubine in the
famous repertoire "Farewell My Concubine”) has charmed thousands
of people across the country.

Inspired by his grandfather who was a connoisseur of Peking
Opera. beginning at age seven Alan Chou started studying the Peking
Opera in Taiwan. Dedicated, but never professionally bound, Alan Chou
has performed hundreds of different roles, mostly female ones. Chou
explains:“In Chinese theater. the designation of roles has nothing to do
with one’s biological sex It all depends on your talent. Someone as
myself was gifted with certain vocal quality which is able to sing the
female tunes, therefore I was trained as a Dan (in the Female role).”

Traditionally in Peking Opera {the most-mentioned Chinese
theater }, the portrayal of women has been an exclusive male domain.
Alan Chou disputed the charge that such representation exemplified
the male projection and manipulation of ideas about ideal femininity.
However, it reflects a severely gender-segregated Chinese society, where
the interactions between women and men were discouraged in pub-
lic space; a same-sexed performing troupe would evade such embar-
rassment or ‘indecency’ as any physical or emotional intimacy between
male and female characters is required to be played out on stage.

What is left unveiled is the eroticized exchange, both sym-
bolically and physically. between the mostly male spectators and the
maletofemale impersonated performer. "It was a common practice
among these Divas,’ even as reverent as Mei Lung-Fan, the legendary
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Peking Opera performance artist, to go out under the ‘calls’ of their
powerful and weaithy patrons. Chinese men have been privileged with
sexual freedom as opposed to the deprivation of sexual hiberty to
Chinese women. Having sex and fondling a man instead of a woman
escalate the decadence and delicacy. It's a statement of taste and sta-
tus.” says Alan Chou.

Enjoying the reputation he has gained through his expertise
in the interpretation of female characters since a young age, Alan Chou
nevertheless, declines the association between cross-gender perfor-
mance and his own sexual preference. I discovered my sexual interest
in men at 12 years old. It was in my nature, I can't deny it. But as to
performing female roles, I acquired the skill through intense training:
an elaborate repertoire of how to walk, talk, gesticulate, raise one’s
eyes and move one’s limb like a lady. It's artistry and craftsmanship. I
can play hundreds of roles and sing hundreds of repertoires without
necessarily restricting myself to only female roles. Don't forget that I
was famous for playing “Monkey King" when I was in Hong Kong."

Off stage, Alan doesn't enjoy the elaborate appearance
required in theatrical performances.”I don't wear makeup or women’s
clothes in my daily life. It is too complicated for me. Men's clothes and
women’s clothes are social codes by which one can distinguish oneself
from the other. That's tradition. I don' like to cross that boundary.”

“The ultimate ideal male beauty throughout Chinese history
typifies itself in the image of the intelligentsia: well cultivated, with
refined features, lean and supple physique cloaked in beautifully
embroidered robes. I don't think that me performing female roles
necessitate any queer association. What I embody is rather this tradi-
tional image of ideal male who also embraces feminine qualities”






be as close to the stereotype as possible.
People can say why are you dealing with
essentialist notions of masculinity, and I say
there's a lot-of truth in them. They're rec-
ognizable. The mustache, the gaze, the
leading from the shoulder, moving from
side to side as you're walking forward, it's
almost like setting up an invisible periphery
or boundary about two feet around your-
self if you walk down the street. And peo-
ple just get out of your way. You see that
in New York all the time. people are
always stepping out of the way for men.
It's just expected”.

Peggy Shaw is a performance
artist and teacher as well. I think I'd step
aside for her; she, too, knows how to be a
man. But she denies it. "T was driving in New
York and she [drag performer Bette Bourne,
of Bloolips] was in the front. and I was
screaming 'you fucking asshole’ and so on,
and she said ‘sometimes when I'm with you.
it's like being with a man’ and [ said Bette,
the only way you can describe anything is
“men.” There are very aggressive women. It
has nothing to do with being a man.”

In her most recent show Lust and
Comfort, which she performed with her
lover and collaborator Lois Weaver, Shaw
played a character based on Tony, James
Fox's character in the 1963 film The
Servant. Fox's character is aristocratic and
delicate, like an early Stephen Tennant.
Shaw has some stereotypically “aristocratic”
features like a small mouth, fair skin, high
cheekbones and a high forehead, but her
nose is less cute and more intelligent, and
her Tony had a swagger that filled the stage.
There was no deference involved. The ser-
vant, played by Weaver, was there to serve,
and Shaw's Tony made his needs known.

Shaw said it had more to do with
class than sex.  “Usually, from my back-
ground, I choose a more working class
image. Studying The Servant I wanted to
play a little bit more with prerogative, that
whole Ivy League thing that disgusts me so
much. That whole image to me is throwing
my tie back over my shoulder.” even though
she wore an ascot. The rest of the costume
supported the character: gray trousers, a
white dress shirt, a blue double breasted
blazer. Underneath, she wore a slip, and
underneath that, men's yfront briefs. She
said they were good for holding some prop
grapes, but the multiple underwear was a
signal to me that my definition of maleness
was wearing thin. Shaw says she always per-
forms as a woman. “After twenty years of
leshian theater I still don't play men. The
most I tried was Stanley [Marlon Brando's
character] in Belle Reprieve [a gender—
reversed takeoff on Streetcar Named
Desire] but still I never believed I was play-
ing a man. I was playing a leshian. Because

of my training as a performer. not as an
actor, I never really leave myself.”

Then to be like Shaw is not to be
like @a man, or even to be masculine. It's just
about being butch. And in their own work-
shops. this is what she and Weaver teach,
mostly to straight theater students. " We turn
everything into butch and femme so they
don't mean masculine and feminine. After
three hours of doing this, everything has a
meaning that has nothing to do with male
and fernale.”

To float in this postmodern ether
of attributes separated from biological sex
is Torr's goal as well. "I don't believe in
those notions of masculinity and femininity,
theyre a complete fiction..Femininity is
something women feel they have to corre-

spond with. It's a male Idea of what women
should be.” The male idea of what men
should be can be equally oppressive to men,
of course, but the way it embodies power is
what Tort's workshop students try to put to
work. With their blazers or sweatshirts or
flannel shirts, their mustaches or goatees
and stubble, and their training in gesture
and movement, they go out for an evening
as male characters, to play the role as fully
as they can.

I spoke to two of them. Marie
Dallam and Crosby, which is her full name.
"To perform as that person, that man, was
hard, "Dallam said. I didn't want to be him.
I just wanted to pass as a man. I should
have kept the details of my life the same
and changed my name.” Since the work-










neighborhood kids be the servants and slaves.

What neighborhood was that?

This was in California. I was around 7 or 8.

So from as early as 7 or 8 you were already recreat:
ing your own version of images you'd seen and liked?
Yes.

What ether characters were you strongly attracted to?
The Addams Family, The Munsters, Star Trek, cartoons,
Sci-Fi and. oh yeah, Horror. That was my thing also. [ was
President of a Monster Movie Club. We found this aban-
doned old house with a cellar and we'd go to the cellar
after school. I went to catholic school so the nuns and
priests were terrified. Theyd be teaching about Christ
and here I was teaching how to cut up dead bodies,
keep rats, suck blood from your victim, you know. But
then at the same time, I wanted to be a nun. I'd seen
that nun story with Audrey Hepburn. So I think I liked
the ceremony, the dressing, the pomp and circumstance.
Reminds me of that Ken Russel film...

The Devils.

Right. So fantasy and its interpretation have always
interested you, which brings me to the fact that
you've succeeded today as a performance artist
whose strong suit is female impersonation.
Historically, this has heen more socially acceptable
and artistically successful in the maleto-female
mode. In ancient Greece, in the performance of
Adamma or Kabuki theater, males have played
female roles. More recently, international designers
have used male drag artists in their runway shows.
In the film Victor Victoria, Julie Andrews plays a
woman playing a man playing a woman. Other than
Dietrich and Josephine Baker who added to
their myths by boldly wearing male attire,
female-to-male impersonation has found little
or no commercial success. What, in your opinion,
constitutes this phenomenon?

[ could say "It's a Man's World.."

Male monopoly?

Yes, male monopoly. There' s always a comic edge fo
men doing women whereas women doing men tend to
be serious and not fun. I've spoken to leshian women
about this, not truck drivers but runway types and they
say "We're serious. So thats it, I guess.

So You're saying it's a social tradition that must
have an element of comedy to it. Is it comedy or
parody?

It could be both, really, parody and comedy. And
now in the 90's, it's not even about impersonation
anymore. It's about who you are, and creating a
whole new identity. I'm not impersonating Billie
Holiday: I'm channeling a feeling of Billie Holiday.
I could have as many visuals as I like, but it's
what's coming out of my soul that is the most
important part.

A reference to your show, Strange Fruit, which relies
exclusively on materials helonging to Miss Holiday and
which you deliver in a voice remarkably like her's.
This is a unigue gift and has become a trademark
alter ego. What drew you to an artist whese contribu-
tion to the world is eternally monumental?

It was the feeling that Billie had. I remember as a kid
listening to jazz music and of course, there were others
like Sarah Vaughan and Ella Fitzgerald who were great
singers, but there was something about Billie's voice. It
was, like someone said about my voice: breathy, elegant.
Billie was painting words with every gasp of air that
came out of her esophagus.

That expression "gasp of air” as if life itself was a

difficult process fos her.
Definitely, it was and in fact that's how I think my life

parallels Billie's a woman, outspoken, AfricanAmerican.

in a time of open racism..
That's right. In spite of her enormous success, she
couldn't enter certain Department Stores; couldn't buy
preperdy in certain neighborhoods, etc. can you relate
personal experiences of discrimination similar in
form, if not content, to Miss Holiday's?
Sure. As a gay male in the 90's trying to make it in the
music industry dominated by a heterosexual, Boys' Club
. We've got RuPaul who finally broke through due to the
determination of a lot of people involved with her. [
also believe that it's easier now for African-American
drag artists to be accepted because people say "Oh well,
it's the result of African-American Liberation.”
That's interesting. is it some subtle form of affirma-
tive action?
Yeah. I think that in the business. they'e sitting in their
corporate offices saying, "0.K. we've allowed so many
Whites, And after Boy George, who's the next one? Well,
RuPaul is the next freak they got.
Freak? Is Ru a freak?
No. I mean, that's what theyre saying. Not me. We're
talking about the mentality of the Boys Club who's mak-
ing the decisions.
And holding the purse strings?
Yes. I've sat in at some meetings and heard these guys
say theyre filling a quota. There's a million talented
artists out there. Who gets to be a success? People have
heard my voice and say "My God, this is incredible. It
should do really well.” But no one will touch me because
I'm a gay male. Ive got tossed, thrown at, beaten up.
I've been called names. I've been told to go through
the kitchen and not mingle with the guests at parties.
‘Oh joey, we don't need you out there right now. Remain
in the kitchen until it's time for us to get you. Then be
fabulous. And then after you're done, don't be out there
so much because it's their party and you need not be
there.' So Ive felt all those feelings.

Ive also had a lot of friends die of AIDS.
When I see people my age, or in their 20's and younger,
dying like fhies, and not of old age. that takes its toll on you.
So at a relatively young age you've already experienced
much Toss.
Yes, and it's affected my perspective on life. This voice
that's coming through, for example. It's not a voice of a
twenty years old. it's the voice of someone who has
experienced a lot.
Joey, of the great sengs in Miss Holiday's
repertoire, why Strange Fruit as the name of
the show?
Actually that was picked hy the bass player of my back-
up band called Reefer Madness. One of them said to
me "you've got to call it Strange Fruit because youre a
strange fruit. You're exotic, you're delicious and you're
definitely strange.” I've always loved that song so when
they gave me the opportunity to do the show, I imme-
diately decided to call it Strange Fruit.
So it was chosen rather to describe how society per-
ceives Joey and not in the way Miss Holiday used it nor
the way she was perceived. Right?
Exactly. She used it to speak about African-American
men being lynched and hung on trees by White people,
but today, in the 907s, it can refer to gay people being
hung by a jury, whoever that jury might be. Or people
contaminated with AIDS, who then become strange
fruits. One doesn't have to be literally hung anymore.
The song has transcended its original meaning for me.
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I'm using it as a metaphor for our time just as she did.
Ot course it applied to her own.
The night I saw you perform, the audience was pre-
dominantly White. You'd think that because of its con-
tinued relevance and the fact that Miss Holiday was an
African-American, there'd be a wider ethnic cross sec-
tion, Any ideas why that isn't the case?

I have 1o differ there. There's a really mixed group. of
people in there: young, old, straight, gay. white and
African-American. Bar d'0 is in the village. I'd probably
get a larger African-American audience in Harlem, per-
haps. And I think that what I'm doing might scare a lot
of African-Americans.
How se?
Because theyll think it's twisted: a white-gay male doing
Billie Holiday. Again, it's not an impersonation. It's chan-
neling a feeling. I keep insisting on that. I sing the songs
my way, and it happens to-have a lot of the same feel-
ing in there. But it's my thing, you know.
That night, T could almost believe I was listening to
Miss Holiday at one point. However, you hitched up
your skirt and moened the audience. You also made
liberal use of the words 'Fuck’ and 'Dick’ in your ban-
ter. I admit to some confusion. what was that?
It was Joey coming through, Joey having a good time.
but then again, the places where Billie hung out were
speakeasies. People would sit there drinking and doing
drugs. They were good time bars. That's how people
communicated and that's what I'm doing. We're not in
a library or church, so every so often you throw in the
word 'fuck’ or something funny to give people a good
laugh, to break up the monotony of their day at the
office. Of course, if I'm at a business meeting with them,
I'm not going to say "Motherfucker this or that” but
when they come into my turf, I'm going to cut it up.

Do you believe Miss Holiday was ahout a "good
time"girl?

Definitely. there is this fallacy that she was just down and
ouf. She was so talented but people only point out the
tragedies in her life. We've all had personal tragedies.
There is a biography which will soon be out that reveals
that she was really a fun person. Sure she had problems,
with men, drugs, and drinking but so were most of the
other artists of that time. But because she was a woman,
and in the public eye, that was a no-no back then. She
was so outspoken and out there, the press magnified
that so she wouldn't get ahead anymore.They finally put
a cap on her growth.

A cap on her growth, her career, and ultimately, her life.
Yes. She was strangled in every direction she turned,
even though she'd played Carnegie hall. After that, her
drinking became heavier. I myself had to stop drinking

2 months ago. In the last couple of years, I found
myself drinking 4, 5 bottles of wine a night, followed by
Vodka, then coke.

So you no longer drink?

Not right now. I wouldn't say I've quit but I don't need
a drink to achieve that feeling, otherwise I'll be gone in
a couple of years.

Is there any lesson as a result of all these?

You've got to take control of your life and guide your
own way. [ don't want to go so fast now, I see a lot of
young kids come to the show. They love the sense of
humor. the unnatural naturalness, the lyrics. They want
to be taught. I've got to be careful, like a teacher in a
way. At the same time, [ just want to do my thing, I'm

about dealing with whatever comes at me.
(continued on page 28)










Deborah Drier

The notion of male beauty, of men as
beautiful. is suspect in this Eurocentric culture. "X" had hair like
coarse gold rope, high cheekbones, a pink, wet mouth, and
light blue eyes. He was beautiful. You couldn't look at him long
enough, though I tried, through touch, to do so. “Y"s chest was
hard and sculpted as a kouros. I knew I wouldn't have him for
long, but I carry the memory of his triangulated flesh in my fin-
gertips.

When I described "X" as beautiful to a famous shrink
he told me I was “perverse.” (It was not meant as a compli-
ment.} Men were handsome, women beautiful. It was ver-
boten to muddle the categories, not right (even immoral} to
imply that gender boundaries might be made for crossing. It
was forbidden to look at, think of, or enjoy men in that way.

You don't have to want to fuck a man to find him
beautiful. though when you want to, he will often become so.
Women (straight and lesbian) are allowed to look at and
appreciate other women. But there seems too much at stake in
our culture to comfortably permit most straight guys to appre-
ciate a man in a physical way, in other words, a man as an
object of desire. We “het” {or bi) girls and gay boys enjoy the
pleasure and feel that tightening between breast bone and
groin, that contraction of desire that could be the death of you
(and you sort of hope so).

It is about desire after all. and about power: who
should be allowed to desire whom. Which is why, perhaps.
Robert Dornan, the Californian Republican described Marlon
Riggs's film Tongues Untied on the House floor, as a "porno-
graphic, profanity-filled, pro-homosexual documentary . ... in
three words, “absolute utter garbage.” That's not how I saw the
film. For me, Rigg’s film is a luxurious pleasure; the camera
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on men being beautiful

itself seems to caress the flesh on the screen. It's not simply an
occasion for voyeurism, but it certainly may be seen as a cele-
bration of male beauty {among other things).

Men should be allowed to take pleasure in their beau-
ty, and need not project it onto the female. Beauty, like knowl-
edge, is part of eros, a term equated with love.

If beauty is seen as extreme, and the careful boundary
that separates the male from the female is threatened. then
we're really talking danger, in short really posing a threat. I have
to admit to initially being disconcerted whenever confronted
with a person of an indeterminate gender. Transvestism is one
thing; it may seem almost domesticated these days. But if the
difference is carried in the body, not the clothes, and that body
is not immediately legible as male or female, well. watch that
anger rise, even among gays and lesbians.

The beautiful, according to Webster's dictionary, “stirs
emotion through the senses.” The handsome. on the other hand,
is about what is deemed “appropriate and proper.”
Handsomeness is seen as relating to “proportion, symmetry, ele-
gance™—think of da Vinci's ideal man, “the measure of all things”.
Yet beauty is percieved as unstable—one can loose it. whereas the
handsome remains fixed, in control, undisturbed.

To return to my original contention: men, like women,
cah be beautiful. This beauty, however, is not about shiny hair or
perfect pecs. It is not about the dewy freshness of untouched
youth. The present crisis of masculinity is more a crisis of belief.
It is no longer clear what it means to be a "real” man. The blur-
ring of the lines between the genders has caused much reaction
and resentment. But, for some of us, it may equally be a cause
for celebration. Pleasure is not only about gratification, it may
also be about rights, about the freedom to he. o)



thierry
mugler

conversation with
Marcus Leatherdale

Marcus Leatherdale: Considering the extraordinary book
you put cut a few years ago on fashion, lots of people
weren't aware of the fact that you actually took your own
photographs:

Thierry Mugler: It was almost ten years ago, this book.

It is an extraordinary group of photographs in terms of it's
menumentality. overwhelming, and exotic locations you shot
them at. I think all these efforts set you apart from many
other fashion photographers.

1 always try to look for the most inspiring locations. Actually this
book wouldn't be possible now because it's too expensive, to go
to China, or Africa.

How did the book come ahout?

I started doing my own art in collaboration with Helmut
Newton. I'd always admire Newton. He was very good for my
style. We share the same style: very sexy. tough women. Before
I started my company. I'd always hoped that one day I will have
the budget to do art with Newton. We did a few times. We had
lots of fight. He'd always said to me, "Why don't you do it your-
self? You know so much and you know how you want things to
be."I told him: " Fine. next year you'll lose a client (me).I am
doing it myself.” So I started like that. My first shoot was in
Japan. The first campaign was half in Japan and half in the
Moroccan sahara.

Have you been to Morocco before then, or was that your intre-
duction to Morocco?

Oh, I have been all over Africa, except South Africa. I still have
to discover that. I'm happy that there are still places I haven't
been. I have done special collections, special clothes; I need
locations to go with it. And the studio doesn't inspire me at all.
I need real environments, vibrations, sounds, adventure.

What about the iceberg picture you did?

That was the most exercise ['ve ever done.

Where was that like?

These icebergs were floating in the north sea. And we were very
close to the North pole. I never could've imagined that icebergs
are so huge; enormous. miles and miles. They flow and
explode, going upside down, making big waves. It wasn't pos-
sible at all to approach this monstrous ice. The most dangerous
thing was that two of my models were on a small iceberg mov-
ing closer to the higger ones. Furthermore when these icebergs
move, they are capable of cutting someone into two. It was very
dangerous, but my models did it very quickly.

Then there is this other problematic photograph in which
you used Vladamir and, who is the other model with him
in the picture?

She is a young model that I discovered. Her name is Charke.
She is from New Zealand. She's absolutely beautiful. We assem-
bled the set in a parking lot. Everything was fake. I just used
one lava wall from the parking lot, in addition we added some
plants, plastics and lights.

Was the combination of Vladamir and the hlonde a pure aes-
thetic decision or what?

It's the story of the last show I did. I like contrast, extreme con-
trast; or wild, natural energy in contrast with high sophistication.
So it never occurred to you that people associate such pairing
with racial implications?
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I just love all kinds of beauty, all'kinds of races, and the con-
trast in between. I like the energy between races. The energy
that different, extreme kinds of beauty can create, and the sex-
ual attraction of different extreme types.
I am sure black and white always work for that aesthetics.
Classics and rock music work too,
Lots of your location shots came frem your personal travels.
I document every place in the world. The first time I went to
Russia it was absolutely amazing. There were all kinds of stat-
ues on the subway gates
Where else have you not been yet that you would like to go?
It'll have to be south of East Africa. It's close to South Africa.
I was going to shoot a commercial there, but the war tak-
ing place there prevented us from going. Instead we went
back to the Sahara.
Do you ever come across anyene wearing your clothes outside
of Europe?
Beside Iman in the middle of the Sahara desert?
I mean, outside of the familiar context of London, Paris, or
New York.
Yes. one can see my clothes worn in Hong Kong, Shanghai,
Peking and of course, Japan.

(continued on page 77)
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Around "Dracula” the fastest puns in the
West have drawn in the blanks: Batula,
Blacula, Spermula, Suckula, and. twice in
the seventies, the era of the other's bad
taste, Dragul e it starts putting itself
on, the drag urning is not transmit-

lancholic ‘or haunted delegations.

To finetune the screen of small
differences in mourning style one could
review the cases of H.G. Wells, Rainer Maria
Rilke. or Andy Warhol. in which the little
boys were caught, under their mother's
funereal direction, wearing the clothes and
look of a dead sister. Mother, who couldn't

let go of her missing child outside the group
context or contest of mourning drag, thus
granted the sons her captive audience.

The Stoker crypt has not yielded a
full body shot of loss. the kind that can be
rebuilt, let go and put to rest. The mternal

took before he, While
he was lying“th seven-year
hitch, the catc Stoker's

mother supplied the audio portion, the
mother tongue, the clitoral reading, that was
implanted inside her son, savior, safe. In the
captivity scene she told not only the usual
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ghost stories but also "I was there" historiss
of cholera outbreaks that continued to
plague them with a turnover too fast on the
intake for those standing by to wait and be
sure before burying the bodies dead or
alive.  Stoker spent the better half of his
life managing PR for actor Henry Irving.
Their bonding at first meeting climaxed in
Irving's reading out loud the ballad "Eugene
Aram” {some Cain-and-Abel, murdered-but-
undead-sibling special). It sent Stoker into
"hysterics” ~ he hit the floor running with the
recollection or identification that he had not
been in this same position of motor uncoor-
dination since age seven.

Stoker assumed the vertical con-
trols only after the youngest sibling and sev-
enth child George was born {who, like all
the Stoker sons but one, became a physi-
cian). Even in the fine-tuned, upstanding
mode Stoker always had to be patient to the
siblings playing doctor. When Irving for his
part needed to know how to carry a corpse
across stage, Stoker called in brother
George, who had served in the Russo-Turkish
War, to give the demo - which George
agreed to, only if. as though by default,
brother Bram would fill in for the missing
corpse.

But by 1910. near the closing time
of his collected work. Stoker published his
casebook Famous Impostors, a series of
studies that celebrated its season finale with
a rerun of rumorological accounts of
Princess Elizabeth’s sudden death in Bisley:
the blank was secretly filled in. rapid-
turnover style, with a lookalike boy ( The
Bisley Boy.” which is the legend's name or
nickname) who was then raised incognito
to give continuity shots to the virgin queen-
ship. "For convenience we shall speak of
the substitute of the Princess as though he
were the Princess herself whom he
appeared to be, and for whom he was
accepted thenceforth.”

Complete cryptological treatment
requires that full-corpus immersion that
doesn't uphold boundaries between work
and life. Freud's diagnosis of where the
wound goes in any vehicle for wish fulfill-
ment doubles as another way of locating
this fall of the_ . all literature that has
any kind of story 1 is, bottomline, trivial.

ture shows its Ilfehnes

life. The crypt effects that then float to the
surface are the same ones Bela Lugosi rides
out. But it's yet another film that brings the
disturbance full circuit; the undead projec-
tion or ghost will in time, in turn give way to
a displacement of the mourning that could
never be conducted in its proper place. So
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when Ed Wood, Jr. claimed that his post-
productions filmed real life he was right on
the shifting line of that continental divide
between life and work that's Hollywood.
Even the most campy construction, as
though its mobilization of immunity against
the outside chance of invasion from any
dimension other than the two-fold or two-
faced kind amounted to an ominous denial,
must soak up the invisible blood of a crypt
transmission, the floating or flying crypt,
sighted somewhere over the corpuses of
Stoker. Lugosi, and Wood. What makes the
crowd of Oedipal plots and equally prefab
unburial plots in Plan Nine from Outer
Space is the accident of Lugosi's death early
on in the filming. But Wood wouldn't let go:
he worked the leftover recognition value of
Lugosi the vampire through to a posthu-
mous end. In the movie he thus completed
with Lugosi as lead in spite of the star's
death, unused trial or stray footage of
Lugosi (which has the posthumous status of
every home movie) gets spliced into the
makeshift plot and filled out with the conti-
nuity shooting of a body or forehead double
{who passes for Lugosi by keeping cape
raised up to the lookalike eyes and fore-
head). When Lugosi dies, then, his or the
protagonist's mourning sickness gets
plugged into the film posthumously by over-
voicing footage of Lugosi in the front yard of
his bungalow. Wood is inspired to give
voiceover to images of the crypt. When the
beam from outer space is lowered on the
dead melancholic he is already — through
the accident of Lugosi's own death - part of
a series of resurrections and not the model
source of {nor even the diversion from) the
posthumous terms of haunting which his
mausoleum and recognition value have set
up. The outer-space government later sin-
gles out his second resurrection as target for
demonstration to the earthlings of another
power - that of beam-induced instant
decomposition. This time around, as ene of
the undead. the Lugosi figure is the first to
go, but only as a diversion from Lugosi's
multiple deaths. Actual Lugosi footage gets
folded in around the subplotting with the
couple living next door to the cemetery (the
husband is the airline pilot who first saw the
news flash across the sky of alien invasion},
a plot pulled up short before the final
encounter with recycled melancholia at the
moment scheduled for the Lugosi figure's
disintegration demo. What we see decom-
posed and superimposed is what Lugosi got
according to the selfimposed conditions of
his own burial: what's left is a skeleton in a
cape.

The reception that came together -
- in short circuit, skirt, and sweater ~ in Ed
Wood, Jr’s career was still staggered, stag-
gering across long distance in the case of
Lugosi which it took Wood to open and
shut. Wood entered the Stoker legacy into
the drag race of mourning over Bela
Lugosi's dead body, and thus lined it up with
the machine delegations which were getting
the work done in the cases of Wells, Rilke,

and Warhol. Lugosi was on a role: even
when he was the first to be made the offer

no one could refuse (re-fuse), he turned .

down the Frankenstein parts on grounds of
incompatibility with his Count persona. But
he was stoked — just one upbeat away from
lying down with the Dracula legacy in the
crypt mode of motor uncoordination.
During the making of Dracula, Lugosi began
to double over with terrible leg pains which
he could only stand by shooting up with
morphine. It was a double addiction that
followed the role of a lifetime: the identifi-
cation with Dracula’s look and the drug
habit. In the end his final request, that he
be buried in his Dracula drag, was, at last,
fulfilled.

Towards the living end of Lugosi,
when drugs and the recycling of the role
had him at the disposal of his identifica-
tions, he had a couple (and couplification)
of breaks or near misses. His fifth and last
wife Holly, who, having revved up for
decades within the fan ranks before up and
joining Lugosi for his remaining two years of
drug freedom, had the bedside track on his
unblurred identifications: "He was always
acting” she told the National Enquirer after
his death. In intraview she also recognized
his fans who were all along acting out in
front of the crypt or screen (or scream)
which they sealed. consumer-style, with their
approval: “all boys — no girls. They wear
makeup and hang around funeral parlors.”
And there was Ed Wood, Jr.'s attachment to
Lugosi, the other break that articulated
what Holly Wood finally had to offer: a
makeshift compromise formation between
perversion and reproduction in the name of
gadget love or "TV.

We'd be skipping a step if we
passed on any mention of Wood's own case
of transvestism. It was the occasion for
Wood's first movie break, Glen or Glenda, in
which Lugosi played the sex-change doctor
and omniscient voice over. In Glen or
Glenda Lugosi opens and shuts the cases of
“TV" in person and, then, still as host or
ghost, haunts the often encrypted, recycled
footage with Genesis-style voice over "bring-
ing to light” "many startling things.” Street
scene footage: "people going somewhere
with their own personalities.” Then the
turntable between audio and video gets its
volume of life in death turned up full blast:
a new day is begun; a new life is begun; a
life is ended. We're at the scene of a suicide
case that's under investigation. The suicide
note left behind by the "TV" (played by
Wood) leaves funeral directions: "I was put
in jail for wearing women's clothing. Let
me wear these things in death if I can't in
life.” The narrative frame or contract
between the inspector in charge of the case
and the specialist he consults must rise
above the contradiction between the whole
story, which lies in the "depths of a man’s
mind,” and the shock people still thrill to
when they come across headlines of sex
change or cross dressing. This shock, which
is also always the inoculative shot that gets
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us in the ready position for the changes that
are already upon us, recalls our earlier
recoil, in the name of God, from the
prospects for artificial flight or, earlier on,
from the outside chance or change repre-
sented by car travel (the blank stares of
resistance are filled in with readymade
footage of planes dropping bombs and cars
jamming on the LA freeways). "Yet, to this
day. the world is shocked by sex change.”

In Killer in Drag, Wood’s contribu-
tion to an ADULTS ONLY series (Original
Imperial Books), the "TV" (also named
Glen/Glenda) is not exclusively straight up
with a twist (or, for that matter, otherwise a
good citizen), but is shown in all kinds of
ready positioning: deciding now for, now
against the transsexual operation, sleeping
with men or women but always as a man in
perfect drag, murdering for pay and then,
one time only, one last time, to get funding
for her way out of the syndicate or, by any
other name, the underworld. But when
Glenda leaves her purse behind at the scene
of a murder she didn't commit, she's fram-
able and her drag cover is blown in public:
“Then it hit her. Hit her as plainly as if the
picture were being projected on the wind-
shield in front of her; like on the screen at a
drive-in movie theatre.” In the drag of
another woman, Glen/Glenda does finally
escape to California. But the underworld
aims its assembly line of double agents at
the Wood figure's outside chance in
Hollywood: Glen/Glenda’s "TV" replacement
is sent to the Coast to make the hit.

One of Wood's parting shots was
the sexploitation film Necromania that
brought to consciousness Hollywood's stan-
dard diversion and deviation from the crypt
of narcissistic disturbance to and through
the couples therapy that treats sexual prob-
lems between partners and leaves them
there in the afterglow of cure-all: the con-
summation of couplification that the haunt-
ing had only interrupted, like some easy-to-
bust symptom of sex repression, always
comes at the end of Hollywood versions of
Dracula or Frankenstein. In Necromania
the couple that is shown to be sexually dys-
functional is separated for the duration of
the wife's leshian diversions and the hus-
band's encounter with an “other woman.”
But the Oedipal plot gives way to the extrav-
aganza climax: the husband is healed by the
Madame of the clinic who, without leaving
her coffin, shuts it tight on top of the two of
them going at it. The crypt-enforced posi-
tion of downright lying is thus married to
the upright takeoff and flight of the man’s
reset erections, set via the crypt-transmitter
of techno-haunting back on the straight and
narrow path. This was a different way: it
allowed Wood, Jr. (Young Stoker) to live or
get around in (rather than work through,
survive, or transmit) the crypt of carried-
over losses. Rather than drag around the
missing corpus at the burdensome remove
of projective displacement, Wood over-and-
outed the ghostly legacy via the live or life
transmission of "TV." @
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conversation with k& Udé

m To see RuPaul is to encounter a molded masculine tower
whose smooth svelte and feminine excess radiates genuine and unpre-
tentious warmth and conviction. A paradox, but the truth. She stands
at 6 ft. 5 in. plus—except this time she was sitting, signing her recently
published autobiography: Let It All Hangout (Hyperion Press; 1995).
Unfatigued, her eyes were perfect and open, supported by a smart
nose, full lips, even matte complexion and a lovely smile that reveals
perfect teeth. Crowning and framing her head and face was an exotic
blond wig, partially tressed.

I certainly must commend Ru’s tact with makeup. Her makeup
concealed and revealed with sheer economy, all that she wanted. Seated,
her long limbs found balance on a pair of extra high-heel shoes. In short
Ru's overall appearance was a complete harmony in femme drag.

Ru clearly has divested herself of the vulgar cult of vanity
plaguing the drag world. Her bearing is a wo-rk of wrought beauty. a
fusion of exquisite interventions, that succeeds in disrupting “gender
apartheid”. By collapsing the categories of "he or she” Ru/she or
Paul/he employs both sighs of gender to serve his/her needs as
he/she sees fit.

"Hellol" Ru would purr at the steady procession of her fans
eagerly awaiting their turn for an autographed copy of Ru's Let It All
Hang Out.

I had seen Ru performing at the Pyramid, Wigstock and
other venues in the past. But never have I seen her performing at a
bookstore. So I knew this special performance at Barnes and Nobles
with its quaintly posh ambiance will be perfectly different.There was
no microphone, stage platform, special lighting effects, and no spec-
tacle or chaos.

It was all business. RuPaul's "stage” was replete with stacks of
Let It All Hang Out waiting to be picked up and signed, "Ain't no
(mountain?) high enough.” RuPaul the singer/actor/actress/writer/
model's performance at Barnes and Nobles consisted mostly of vary-
ing degrees of purring at her fans "Hi hon,” "Hello babe,” "Hi gorgeous,”
or You really look great” etc. It was a successful performance.
Everybody (men, women, "women,” "men,” etc) who stood, waited,
and snaked through the line, to get to RuPaul, were rewarded with a
signed copy of the diva’s autobiography.

What a work. One can say RuPaul is a venture capitalist par
excellance, and he/she is her/his major asset. Just remember, Ru cau-
tions, "go ahead and be the things you need to be, be whoever you
want to be, just as long as you are not hurting anybody.” But which
RuPaul am I talking about? Ru the "woman" or Paul the "man?” The
towering femme fatale or the coy dramatist? The writer or model?
The actor or actress?

Whatever, RuPaul has shown a rare union of wo-rk ethic, in
its discipline, variety, glamour, and reward of fame and fortune. He has,
with astute artistry collapsed that socialized "Gender Apartheid,” that
most of us {especially men), have to abide by. Is RuPaul an outra-
geous drag queen? Ahl

Stripped by RuPaul, the construct of gender reveals itself to
be thread-bare, anachronistic, dusty, unbalanced, and in constant flux
and useless. "You Better Work”™ RuPaull

Iké Udé: What is your understanding of the term Gender?
RuPaul: I don't know if I have an understanding of it. I don't real-
ly think about it that much. I think that women can have children.
Men have the sperm it takes to fertilize the egg. I think there are
other things in there that are probably important. But I throw the
whole gender issue out the window. Basically, I think of every-
body as a unique organism.

In other words, the individual matters more than the sex?

Yes. I think so. I really do. I don't like to define myself by gender.
I like to think of myself as Ru.

When you are not in drag as a performer, do you find any use
for men's clothes/drag?

Sure, I utilize all drags. I make clothes work for me, because peo-
ple put so much importance on outside appearance, even though
the truth of what matters is inside. But since people are going to
put so much importance on visual appearance, I'm going to make
it work for me. For instance, when I do my banking during the
day. I wear khakis and denim shirt, or something conservative
looking. And when I need to meet people for business, I wear suit
and tie. When I go on stage to perform for an audience, I wear
my glamour drag. I make the clothes wo-rk for me.

Does your sense of self differ greatly when imperson-
ating women?

I feel like I'm the same person. I think it's in different degrees.
Obviously when I'm doing banking, I'm not shouting "Everybody
Say Love."

Or everybody say money.

(Laughs) Right. Every human being alive has so many facets
to their personality. It's the yin and yang. There's all these
other things mixed in there. I think different clothes and dif-
ferent outfits you wear can sort of regulate the energy that
exudes from you.

When you are performing the feminine, do you feel less manly?
No. Quite the contrary. As a matter of fact I feel more masculine
in drag than [ do in a pair of chinos.

Do you mean it?

Yes. I think because there is so much power I have when I'm
in drag. I can really regulate situations. People give me so
much energy. And I feel like a conductor of that energy. It's
very powerful.

You are also an actor/actress. What films do you have coming
out or up?

Recently I had a TV movie on USA network called a Mother's
Prayer. It premiered on August 2nd. I'm out of drag in this movie.
It stars Linda Hamilton.It's about this woman who has AIDS. She
also has a son and wants her son adopted before she gets really
sick. But the only catch is that she wants to choose the family he
goes to. So I play her friend who helps her get through the whole
thing and gets her the information that she needs.

Of all the films you've heen in, which one do you like the most.
and why?
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Well I'll have to say. Toe Wong Fu. it was
really fun because I had a spectacular
EN-TRANCE into the film. I get lowered
from a swing in gorgeous gown to a
thunderous applause from the audience.
It's really an EN-TRANCE that will rival
any Lana Turner entrance into a movie.
That's wicked. Funny, I mean. What is
your new album called ?

My new single came out in July, and was
the first single from the Wigstock movie
soundtrack. It's called "Free To Be."

Did you write the song?

Yes I wrote it. The song really say all the
things I want to say to people—which is, go
ahead and be the things you need to be,
be whoever you want to be—just as long as
you are hot hurting anybody.

Just do your thing.

That's right. Actually we are shooting a
video for it next week. ,

So you are a songwriter as well?

Yes. I write all of my songs, except obvi-
ously the duet with Elton John. I write all
of my songs.

I was about to ask you if you have any
duets in your forthcoming album.
Actually we are talking to a few people.

There is this one song I want to duet. It

hasn't come through yet. But I think there
will be a duet. I can't say with who yet.
If Sylvester was around, will you like to
duet with him?

I love Sylvester. In fact, she was the first
drag queen I ever heard of. My sisters had
sort of introduced me to him (not per-
sonally), but they told me about him it
was [ think in 1974, It would be such an
honor. I love him.

I do teo. What led you to write your
autohiography at this peint in your life?
I wanted to clear up the misconceptions
that I... . I wanted to have a forum to
help a lot of kids who write to me, who
feel disenfranchised from the rest of
society. I wanted to show them my strug-
gle and how you can turn adversity into
opportunity. I wanted to basically let it
all hang out. I wanted people to see the
soul and mind of the man behind the
paint and powder.

What do you think of the late but grand
Dorian Corey?

I love Dorian Corey. Il love to portray her
in a movie. In fact that's something Il
love to do. I thought she was really won-
derful and shrouded in mystery.

How are you coping with yeur enormous
success so far?

It's been fun. It's been a lot of work. I
really have been working towards this my
whole life. In the book you'll see it. It's

something I've always wanted to do. I love

it. In fact it's really the same thing I'd
always done, but now it's on a more big-
ger level.
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Ru woking Barne Nobles

Is fame all you had expected it to he?
Yes it is. I've always followed pop culture
and some of the first books I read were
biographies of stars. Even with the short
comings and rewards of fame, I knew
that this is what it will be like.

What advice will you give to famous
stars like Prince or Madonna. Or
extremely famous superstar like
Michael Jackson?

G-o-d I don't think they need any of my
advice. I love them. I think they are
fantastic.

Has it become problematic for you to
enjoy basic privacy?

No. It's not difficult. because of the nature
of my business, being a drag queen. I still
walk around and nobody knows who 1
am. Some people do. but I can handle
that. I think it's fantastic.

Ever had a role model in your life?

Oh! T've always used role models. I've
always used the stars as my guiding light.
My first role model was probably Diana
Ross. and then... I don't consider myself a
christian. but 1 really. really dig Jesus
Christ. I think he’s really cool. He's always
been a role model for me. I'll like to be
forgiving, and loving and to be able to
access all of my God given power. I think
that's what I'll like to do.

De you have any favorite singer/singers?
My favorite singer is Diana Ross. And I love
Luther Vandross, David Bowie, Taylor
Dayne. I love powerful singers. I love
Dionne Warwick, Martha Walsh. I can go
on. In short I love music.

Favorite film/films?

My favorite film of all time will have to
be Wizard of 0z because it really talks
about this life here on this planet. About
how you can go on searching for some-
thing very substantial only to realize that
you have it inside of you all along. Yes I
love Wizard of 0z Grease, Mommy
Dearest, Mahogany and Network. All
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those movies.

You are quite thoughtful and philosoph-
ical. Do you find enough time to read?

I do. I read a lot. I've always been sort of
like an observer on this planet, sort of like
an outsider. I've had the time to be
thoughtful. I've not been one to stick with
the pack. I've always been my own person.
I have to attribute that to my mother who
was very thoughtful, very rebellious. She
was the one. The thing I learned that I
wasn't aware of before I wrote my auto-
biography. was how much I had gotten
from her in terms of being my own per-
son. She moved to another planet about
two years ago.

Did you in any way make your mother
aware of how much importance she
meant to you?

Oh yes. She knew. I was never shy about
telling her how much I loved her.

De you have any favorite opera?
Madame Butterfly.

Why?

I think because it's such a beautiful story
of hope, want, sorrow and tragedy.

Jazz?

Jazz is powerful, beautiful and great. I
love Billie Holliday.

Who is your favorite person in your life?
I think the favorite person in my life is me.
It's all about regarding the self and the
self only, 1sn't 1t? Whe is your favorite
actor?

I think I will have to say, Charles Nelson Riley.
Who is he?

He's a queer actor.

Favorite city?

N-e-w Y-o-r-k City.

New York City?

Oh yes! the best city in the world.

How long have you lived here for?

I first came to New York in 1982. I moved
back to New York again in 1984, but
couldn't make it, then I moved back to
Atlanta. Later I moved back to New York
in 1987 and I've been here ever since.
You have such great teeth. I wonder what
kind of toothpaste do you favor.

Actually I use lots of different ones. I like
the ones with natural....

Like Tom of Maine?

I love Tom of Maine, but I do baking soda
a lot of the time.

Do you find it easy to locate the right
kind of makeup for your complexion?
No it's not hard at all. I use MAC makeup.
MAC has color for everyone, that's why
they chose me as a spokes model. MAC
makeup is for all races, gender, sexes, etc.
It's everything, and [ think RuPaul really
represents all of that.

Your contract with MAC is truly historical
in that it broke racial and gender bound-
aries for the first time in the cosmetic






When Margaret Wertheim was a lit-
tle gll‘l growing up in Australia, she was fascinated
by physics and mathematics. Her hero was Einstein and
her dream. she writes, was to see "relativity and quan-
tum mechanics.. united.” What Wertheim is referring
to is the Holy Grail of madern physics: a grand “theory
of everything” that would describe all forces in the uni-
verse, from the super-galactic to the sub-nucleic. But
when Wertheum got deeper into physics, in high school

image of quintessential female achievement.
Yet you also felt free to think about a career
in science?

because it's somethmg that's presented to us as the -

Probably from the time I was six, or even younger,
[ loved mathematics and was very good at it. Idid-
n't really know what it meant to be a scientist, but
I did have it in my head that this was something I
wanted to do.

So how did the modeling happen?

It's very simple. 1 have an identical twin sister who, at
one point, was going out with a fashion photograph-
er. When he found out that we were twins he want-
ed to take some pictures of us together, and that

differ at birth.
[ don't believe that differences in intellect have any-
thing to do with biology. Nothing I've seen— and I've
read quite extensively about this- holds up the view
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that there are innate structural ditference
men’s and women'’s brains, What is undouss
true is that there is some sort of feedhack between
experience and physiology- so if people are deprived
of certain kinds of experience, certain kinds of links
don't get reinforced in the brain. And we live in a
culture that does encourage certain kinds of cogni-
tive activities in boys and not in girls. So by the time
men and women reach adulthood, men are, on the
whole, better at certain kinds of things than women,
and vice versa.
So the precepts you cite as having perpetuated
inequality in physics over the centuries- that
Woman represents the material and the earthly
while Man represents the immaterial, the divine-
become self-fulfilling prophedies.
Yes. Perhaps there are emotional differences between
men and women that are due to physiological things,
like hormones, but I don't believe that cognitive dif-
ferences are innate.

In your book, you name lots of women scientists
who have been denied their due, and whose work
did not achieve the fruition it might have done in a
nom-sexist environment- women like Hypatia in the
fourth century, Margaret Cavendish in the seven-
teenth century, Lise Meitner in the twentieth centu-
1y. I'm wondering how different the world might
have been- physically, in terms of inventions- if
these women and others like them had heen able to
work unimpeded.

The main difference, I think is that we would not
have had such a mechanistic world picture. The
emergence in the seventeenth century of the mech-
anistic model, which described the world as a
machine rather than as some sort of organism, was
bound up in the dismissal of an organic world view
as “feminine.”

(an you expand on that as a science fiction writer
might do? What would a less mechanistic, more
organic world view mean for us in everyday life?
Would we have had, say, a medicine that's Tess about
cutting and more about touching?

There’s no reason to think that we couldnt have had
surgery. But we would not have insisted -on seeing
humanity as separate from nature. Thats the main
thing. I don' think that we would have had this ohses-
sion with the objectivity, both figurative and literal. We
have seen ourselves as more embedded in
Now, whether or not we would have devel-
ific technologies is very hard to say..
at's exactly what I want to know.
ing you could say is that maybe we would not
had so much technology thats about cutting
For instance, the modern day mining indus-
try is'very much based on the notion that Man is sepa-
rate from nature, an
nature and thunder

perament,” their “constitution,” and their “function™
that encouraged sexism in science?

Aristotle was the one who really introduced this into
western thinking in a big way. in the fourth century
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(continued from last page)

how hard it is, still, for little girls to find role models in
science. You mention that Hollywood hasn't gone far
enough in giving us role models of saentific women.
There is Little Man Tate but no Little Woman Tate, Do you
see any progress on this front?

There’s that Star Trek spinoff that at least has a woman cap-
tain, but we don't yet have a woman Spock.

There were Uhura and Crusher, too, in Star Trek. Both, I
believe, were promoted to the rank of captain.

Things are definitely better than they were, but what we've
yet to see is a female mathematical brain.

Well, you've produced TV shows. Is that something you
might create for us some day?

I've always done documentaries, not drama. But I some-
times dream of writing a novel that will somehow star a
women in mathematics.

Do you think the fact that women have been closed out of
mathematics and physics helps account for the huge amount
of great science fiction that's been written by women?

I've never thought about that, but it probably does have an
effect. What I notice about women's science fiction is thaf it’s
much more thoughtful about the role of science in society
than mens stuff is. And thats true not just today, but
throughout the history of science fiction. Margaret Cavendish
wrote one of the very first science fiction books ever, in the
seventeenth century, called The Blazing World. It's all about
using science for the good of humanity. People and animals
commune with one another, and Cavendish herself appears
as the queen of this world. This was one of the world’ ear-
liest utopian books. And, of course, there was Mary Shelley.
You've made me think about all the women who may have
been born in rural or inner-city America, or in some third
world country, who will never he able to mature into

productive scientists.

Yeah. I think that is bound to be the case. I mean, if even
people like Marie Curie almost gave up in despair, before she
ever set foot inside a university. then how many worren did
give up? I'm sure that there are many, many, many of them.
The loss in terms of human potential is nothing short of trag-
ic. And it is still going on.

You mention that the Harvard physics faculty extended
tenured professorship to a woman enly in the 1990s.
And, to this day, Princeton still doesn't have a tenured women
professor in physics.

It's appalling. You must be expecting your hook to act as a
force of change.l certainly hope so,

Stephen. There are two things I'd like the book to do. To real-
ly be a book about physics that a much wider group of peo-
ple can understand., particularly women. And to open up the
discussion about physics, which has been protected from crit-
icism in a kind of priestly way. There’s a real need for a much
broader public debate about what we want from physics:
where should our physics dollars be going; how we should
educate physicists, whether we can encourage a wider diver-
sity of people to enter the field- not just women, but all mar-
ginalized people - so it's not just this incredibly elitist, upper
class, white boy activity We have these discussions about pol-
itics, but we need to have them about science, too. @

JOEY AR'AS {continued from page 15)

Other than Billie Holiday, what other voices or personae
inhabit Joey Arias?

There's been a naughty cupid and a siren mermaid from the
depths of water polluted by Man. that was a theatrical mes-
sage about our destroying the Earth and ourselves. And then
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there is Justine. She's a take-off of a Ruth Meyer Supervixen,
more powerful than a man. She's hecome very popular

Actually, I've liberated myself sexually through Justine, pe:

forming live sex shows, fellatio and other things on stage.

So you own Justine?

Yes. She breaks all the barriers. In fact she's in the movie o
Wong Fu. Thanks for Everything, Julie Newmar.

That film is one of a bumper crop of recent drag films. How
do you interpret this current mainstream interest?

Well, England, Japan. Italy have had theatrical gender imper
sonation for a while now. America is a new country and has
started to come into its own. to find its own history. Drag
theater is one of the last taboos to be broken. So now. it
being exploited. Even actors are tired of playing traditional
masculine roles.

Are stereotypes being broken, then?

Yes. Patrick Swayze said it's one of the most challenging acting
roles of his entire career, performing drag. Look at Divine. He
was an amazing actor. He should have gotten an Academy
Award in his fifetime. Maybe in years from now, hell receive
an honorary award.

The John Waters aesthetics was too ahead of its time to
achieve mainstream legitimacy and appreciation?

Yes. although they had their underground following. I hope
Wigstock and the other films will be accepted but there is
still Middle America, the right wing, NeoNazis efc. to deal
with, you know.

What, Joey, has this artform taught you that you might want
to share with others?

Not to take life so seriously. It's way too short. Basically,
it's about coming to terms with your own feelings. Look
at other people as living organisms like yourself. We
are all a speck in this amazing galaxy. all part of the
same energy. @







ith

Lantelm

aRUDE interview w

Brian

.

Tme oall

NQ

¢
O
=




aRUDE: Where were you horn?

Brian Lantelm: I was born in Scranton,
Pennsylvania.

In retrospect, is there anything that may
have prepared you for the work you-are
doing now, photographing drag queens?
Yes. Isolation. Feelings of identification
with people who are considered outsiders
by the status quo.

Are you saying that the drag queens live
in isolation and may he lonely, whereas
people perceive them as happy, glam-
orous people.

Yes. There is lot of loneliness in the
scene. Of course there is the glamorous
appearance.

And judging from the Dorian Corey's pic-
tures you shot, she seemed fulfilled and
glamorous.

Yes, but she was also sick. Those pho-
tographs were taken 4 months before her
death. There were lots of secrets: the
mummy being the main one.

Did Dorian ever wear men's clothes at
“her” home?

No. She wore only women’s clothes, com-
fortable slip-ons and such.

How long do you fancy doing this
work (documenting drag queens and
the Balls), is this a life time passmn
and interest?

~It's a commitment.

How are you coping with the attention
you are getting now from your work?

It might be at odds with some of the con-
fidentiality, orthe trusting relationship
that I have formed with my subjects.
What originally inspired you towards
this genre of photography?

It is an extension of myself. I have been
doing this for a long time. It's a commit-
ment. My subjects are an extension of
myself. They can express certain concerns
that one may-have in a more general kind
of way.

Why did you choose to use camera
instead of video?

Actually I studied film making at Conell
University.

Do you see any relationship hetween
your college films and your photography,
and what were you filming then?

I made this earlier film called Seascape. It
was a three minute film of my aunt on a
beach, inspired in part by this one scene
from a Bette Davis' film where the cam-
era sensually traced her figure from her
feet up. to reveal her glamorous face. I
did a similar film using my aunt. In a way
this film informed my interest in glamour.
What is your work process lile?

I develop and print my own films. I have
no assistants. I know that many photogra-
phers have their works developed and
printed for them, but I believe that part of
photography is printing. Printing is an

important part of photography.
Besides your day job which augment

your income, what is your average

evening like?

Work. Developing and printing films,
going to the Balls and photographing the
events. Now I photograph every sunday at
Sally’s. There's a huge Ball extravaganza
every sunday. It's quite interesting. Then
there’s the Marc Ballroom and various
other locations in New Jersey.

‘How do the drag queens commute to

these Balls, do they go dressed or dress
upon arrival, considering the elaborate
costumes they utilize.

Some of them commute via public trans-
portation while carrying their outfits in
their bag. Some of them dress ahead of
time and would travel in rented trucks or
their own cars. The trucks serve to carry
large props for the “categories” they may
walk. And some of these “girls” are twen-
tyfour hour pre-ops, so they don't have to
worry about “standing out” in public. The
pre-ops especially can travel without
being spooked.

When was the first time you pho-
tographed a Ball?

Well, I've been photographing Balls for 8
years. 1 think the first time I pho-
tographed a Ball was in 1987.

How did it start?

I first-met Dorian Corey in 1983 when
she was working at the Phoenix, a club at
8th ave. and L3th street, which later
became The Greenwich Pub, which was
ran by Sally. Sally later moved uptown and

opened “Sally's Hideaway". The "Hideaway" -

got destroyed by fire, so Sally moved it to
its present location now known as
"SALLY'S 2°, which is where I now photo-

graph all the time. I immediately got-

along very well with Dorian and I main-
tained partial contact with her. Then one
night in 1987 I ran into her again in
Cherry Grove, Fire Island. She invited me
to her Ball. Before then, I've never been to
a Ball before. It was June 5th 1987.1
have the flier. It was the annual "Harlem
Fantasy Ball", which she gave in conjunc-
tion with Pepper Labeija. I attended the
ball, and coincidently, Jennie megstons
Paris Is Burning was being filmed at the
Ball. Dorian was very accommodating,
and generous. She was in the front col-
lecting the money. However, the Ball
ended in a fight.

Was the Ball terribly crowded?

Very crowded.

What was the audience like?

They were mainly from Harlem, some
from Brooklyn, and entirely African-
American Ball crowd. I'm often the only
caucasian in these balls. On our table
(matter of fact) was Paris Dupree and
the film Paris Is Burning was hamed after
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the Ball she threw also called Paris Is
Burning. So the film title of Paris Is
Burning was dn'ect]y borrowed from Parls:
Dupree’s Ball. :

How was the security at the Ball?

There was none. As I said before the Ball
ended in a fight, which was very frighten-
ing. So I didn't go back for a whole year.

In your estimation, do you think that the
BALLS were fairly judged without partiality?
Oh never! They still aren't.

So it's fairly predictable who the winner’
will be. :

Of course.

- Is it accurate to attribute the “Ball

Fights™ to the partiality practiced by
its judges. 4
0Oh yes! Not only does the unfair judge-
ment create an atmosphere for fights,
it's also killing the drag world by dis-
couraging many people from participat-
ing in contests. It's a big problem. It will
never change. '
Are the “mothers” of the various houses
aware that some of the participants feel
disgruntled by the unfair practices
exhibited hy the judgement of the
“mothers” themselves? Does anyone
care at all?
It depends on who's Ball it is. Whoever
throws the Ball wins. It's amazing, but it's
part of the Ball scene.
0f all the drag queens, who was the first
to he photographed hy you?
It has to be Sade. She is a very heavy drag
queen. Even fat. She sings live. She does
this Patti LaBelle kind of thing. She has a
great voice. She's wonderful. Very nice.
She was the very first drag queen I ever
photographed in my studio.
Who was the first notable dragster you
photographed?
The first really notable drag queen who I
photographed at a Ball was probably
Angie Extravaganza. The photo I took of
her at that Ball gave me the inspirafion to
continue. It was such a tableau. It made
me realize what was possible. It opened
up a whole new world for me. -
Did you share the elation you got from
photographing Angie with her?.
I gave the picture to Angie a couple of
years later. I ran into her at the Palladium
before an AIDS benefit. Luckily I had the
picture with me and I gave it to her. She
screamed! All . the other extravaganza
entourage with her all screamed. Later I
gave her a few more copies. Angie love
having her pictures taken.
Between Angie Extravaganza and Dorian,
who did you find more compatible in
temperament?
Oh Dorian was one of the most compatl-
ble people in my life. She was one of my
v'gry, very closest friend ever. She had a
{continued on page 65)
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ween a ‘feminized image vs. a mareriahzed one

~or a consideration of the “strong woman' vs. the pathetic machis-
- mo of bruised male ego. would lead us farther into understand-

culine ,quahtxes and the abuse of 1hem not unproblemat-
aHy posmve They belong to whomever has them: pos«

ukeers;,‘or any group dvsenfran(htsed by s;tralght. whne

male hegemony creates their own sites of power, which

many do through art. music. and political activism, then I
ore power to them.
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1otion of gender

ially a rehearsed dressed
e. The drag queen is a
. a wo-rk stranger to a
yy man. Or one can read the
en as-a scrubbed or exfoliated
f man's edification of a woman.
1? Well -George Sands or Miss
eLarveri€'s imprint hasn't fared
- has it? Within this fusion of
ity and femininity is the seed
n, “Gender Apartheid”.

Mhat is gender? How can it
mined? What necessity does
Is one born an individual or
flar sex? What leads us to
at a man or woman? Given,
€ better to know for sure
¢ an individual is, to better
or spare us a stunning sur-
wrticularly in such intimate
. where a presumable "she”
" to be a he, and vice versa
n an age progressively
by an avalanche of gender-
accoutrements such as Wigs,
s, Cosmetics, padded-Bras,
es. Gowns, Negligees, and
nsformatory devices. gender-
is within anyone's reach.

4 virtual reality is possible

‘he multiple utilization of sil-
1/or hormonal treatments.

0 be sure, the nature of gender
iial, moreso because the binary
on of gender is itself unnatur-
ar words, where a "She” (in a
ndress) turns out to be a "He",
ctively falsifies any presump-
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tions of sexual identity.

This must be very destabliz-
ing, for most people have been
socialized from birth into specific
gender roles, behaviors, emotions,
psychology. goals and appearances.
But this motif of socialization along a
clearly defined "Gender Apart/heid”,
deprives us of our choice to express
ourselves as unique individuals. After
all "one is an individual, not a sex".
Therefore any form of censorship or
policing of an individual to conform
within a "he/she” dichotomy is extreme-
ly rigid, myopic and anachronistic.

Arguably, gender war is a

man's war, by men, and for men. The
mere fact that feminists have engi-.

neered an oppositional response, calls
our attention to the issue of male
hegemony over women’s affairs. It
seems that the dichotomy in gender
primarily privilege men. To be a man
or to act like a man is thus to enjoy
uncontested power over women. To
act like a man is a step-up on the patri-
achal ladder, whereas to be/act like a
woman is a step-down that ladder.
Given the exigent benefits
reaped from performing the masculine,
{not unlike most men), “progressive
women" have had to adopt/appropri-

. ate signs of masculinity in order to be

treated, paid and respected like men.

- However, the mere act of performing

the masculine has its limitations, and in

no way garauntees patriarchal privi- -
~ lege. What dangers. are there when

women take to performing the mas-
culine in order to share in patriarchal
spoils? What happens to men who are
performing/practicing the feminine?
Does femininity then succumb to mas-
culinity? Or does it subvert its power?
Why can't femininity dominate or
thrive on equal basis with masculinity?
If gender division is eschewed alto-

gether, what is the next space?.

Or is it really about one gender
serving as an alternative for the other?

~ If one is born .an individual and not a

sex, then -the issue of Gen/der
inscribed in our psyche begs for a
sound impartial reevaluation. We can
begin by advocating and promulgating
for an unconditional, constant and

- fluid interpretation of gender identities

based ' solely on unique individual
needs. No one gender is necessarily

-superior to the other. Nonetheless their
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reciprocal . difference ought to be ¢
cause for celebration.

Undoubtedly, contemporan
cross-gender practices: have virtualh
been the -domain of women
Nonetheless, when men perform the
feminine, it's only as parody or a
spectacle. Why are women readily
allowed to perform masculinity
unlike men? Are women ‘in thit
instance prone to some kind of patri
archal osmaosis.

What is a man? Is one ever ¢
man? Where is the need for a man tc
"act like a man’. Is it net enough thai
one is born.a male? What can accoun
for the fact that virtually all men are
directly/indirectly invested. in- per
forming the masculine? One can of
course see that acting like {and nof

" necessarily being) a "man”, reinforces

a "Core Gender Identity”, thereby
maintaining the patriarchical edge.

“For the love of rouge,. mas
cara or lipstick we are all wémen. But
for the love of moustache, toupe
suit/tie, "stuffed crotch”, we are all
men. There is often the false assump-
tion that drag queens have greater
sympathy for women, more than the
average man. Yet upon close examina-
tion, drag queens reveal themselves to
be just like the average man they pre-
tend .net to be. Drag Kings, while
“gaining” in authority by parody-
ing/performing the masculine,
ambivalently underscore the feminine
status as lack. If. we are to indulge the
"drag" appetite and see it in the
framework of its contradictions by
connecting it fully with its feminine
and masculine distinctions, what pic-
tures of a man or a woman are we
Teft to look at?

To be sure, the drag queen
with all that makes him/her lovingly

To act like a
mom is a step-up
-on the patri-
achal ladder,
whereas to be/
act like a
woman isa
step-down that
ladder.



‘ierce and real, is the ultimate site of
axtravaganza, the sphere of excesses,
he matrix of ultra-femme glamour,
the locality of inverted desire, the
domain of "womanhood” par excel-
lance. In a typical "Ball” the average
'girl’s” costume requires special atten-
tion. What with mile-long plummage,
lengthy press-on nails, broom length
false lashes, impeccably wor-ked coif,
deliciously glossed lips, "perfectly
improved breasts’, then there are
those delightful screams, lewd laugh-
ter, the variations on "SNAPPING", the
"throwing of shades”. and great
heights attained courtesy of high heel
shoes plus!

Past this spectacle, and intox-
ication; the decadent revelling; past
this arena of glitter., fragrance and
frost,the masquerades amid the clam-
or and allure of the "queen’s” space,
is the absence of women. Excepting ‘the
occasional presence of a handful of butch
dykes who ironically through affectation
privilege masculinity in the "Queen's"
space. Seen against this "drag” framework,
women ({as represented by the “girls’)
become but mere artifacts of patriarchy.
Then one is almost tempted to prod the
subtext of the term "Ball" as doubly gain-
ing-in significance: are we speaking about
the testicles or extravaganza (?). But
the extravaganza of "Ball” is not sepa-
rable from the testicles.

During an -interview with
Brian Lamtelm, known for his intimate
portraits of drag queens, he explained
that "we don't need women because
we have our own "women" and that's
all. we need”. By his own admission,
Brian maintains that "it's just the right
thing, the right way for drag queens to
be, amongst themselves, all  real, all
men". In other words, the virtual reali-
ty of :the "girls” becomes a glamorous
substitute for real women, equally
ensuring the” drag queens their
“Absolute ‘insignia of maleness: a
penis’, neatly tucked beyond bounds.

It will be refreshing to know
there are places where male practices
or appropriations of femininity carry
none of the stigmas of queerness asso-
ciated with it in the West. We can
locate the fluid nature of gender for
instance among the Wodaabe of Niger,
in the Igbo-Nigeria Adamma Theater,
in the Japanese Kabuki Theater, etc.

In the Nomads of Niger. a

recent book chronicling the Wodaabe,

though with an unstinting ethno-
graphic gaze, the western eyes are
treated for the first time to the exquis-
ite, malleable nature of gender as
something peculiarly unbalanced, in
constant flux, and necessary.

 For the Wodaabe men, per-
forming the feminine is thus a ritual-
ized act of divine beauty, of vivacious

Wodaabe .
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pomp, of serious pleasure. an astute
mode of reckoning the feminine with-
in the masculine—an act of fate that
neither denies nor problematizes the
so called "absolute insignia of male-
ness: a penis.”

In performing the feminine,
Wodaabe men believe that ugliness is
exorcised, rid of, for only then can
grace be redeemed in men. In this

“fluid atmosphere the love of beauty

and-everything for its own sake informs
the human race of its finer nature,
devoid of barbaric impulses, rid of
"gender apartheid.” Ultimately, if noth-
ing is secure on where we stand on
issues relating to gender, then all of the
learned  theories ceaselessly espoused
by “experts,” are-but in vain.

-So.in this case, the Wodaabe

““men and ‘women are exemplary in the

fluid manner in which they have suc-

_ cessfully managed to do away with the

conundrum surrounding gender speci-

- ficity. In marriage, for instance, the
- ‘Wodaabe men must perform the fem-
*inine with such excellency. in order to
- seduce potential brides. The rule being
“that a Wodaabe bachelor must satis-

factorily - exhibit -grace, elegance, and

" finely wrought - beauty, before a bride
‘can’ even -consider him fit for a hus-
‘band. For this rare exquisite man, the

graceful and ceaseless performance of

. the feminine is the yoke of man’s ideal

nature, as opposed to that accepted

" brutish machismo cultivated here in

the West. which is:-anachronistic;-a ver-

itable carcass of the Victorian sense of
"man or woman.”

Nonetheless there are excep-

~tional men/women.in various parts of

e-world who have had the courage to
petrform ‘the” masculine/ feminine.

- - 'Whois the one' person that readily
- comes -to- mind? To be sure, only the
. o great artist—Michael Jackson—who has
- - with*resilient grace collapsed the Great
- Wall of Gender. We almost hear Michael

- Jackson imploring his servants to "bring
‘on the mascara and oh! the lipstick, eye-

liner and den’t forget that I'm a gentle-

“manl” But of course, Michael has
.become an ideal hero because he has
‘debunked the ‘false notion of typical

masculinity..plus like the "feminized”
Wodaabe men, he's married.
Perhaps if Michael Jackson is

: appreciated -enough in this part of the

world. he will without doubt serve as a

. luxuriant laxative—making it pessible
. for the masculinely constipated fo ease

themselves with a touch of femininiy

- however little. Forget the preva’eny wul-
* gar masculine attempt at femnirw o
" asmen using bronzer. ch;p:ucy

tiredl The new male. L'
must adopt flexible gand=r
abolish “Gender

Ultimately. it's &1 goo= =






vag

Tell us about the origin myth of
Yaginal Davis?

She emergeth from my mother's womb. The
spirit of the woman we all know as Yaginal
Davis was there from the very beginning—I
came out of my mothers womb. .. raging.

When my strikingly beautiful
divorcee mother was in her forties, I was
born out of wedlock, as the youngest child
with four sisters. My father was a handsome,
young man in his twenties from an aristo-
cratic Mexican family. They met at the
Hollywood Palladium one night, and
although she wanted a baby, my mother did-
n't necessarily want a husbhand. She was a
modern woman. I'm writing a novel about
her titled Mary Magdalene—which is her real
name—an epic about a Black woman's life
and struggles.

From my earliest remembrances, I
was always putting on a show. Amidst all the
ugliness of people whacked out on drugs
and alcohel, I was trying to create some-
thing beautiful. I was a very unusual child. I
had an innate love of gracious living. . . cas-
tles, music and art.

What was it like growing up in South
Central Los Angeles?

I wasn't interested in the same things as
people of my social class and background—
I was into really grand things. I was always
at the library—I lived at the library—because
there 1 could have the glamour and the
beauty. I would read myself from being
poor, not having enough food to eat, not
having any nice clothes to wear. I could be
haute couture through books. I always felt
like I was put in the wrong family~I should
have been born into a rich family, not a
poor one. I was a friendly child, but I was
shy—I was always in my own world.

How did that affect the person you
are today?

T've stayed centered in the knowledge of
who I am. I have a strong sense of self. I'm
very critical and moral. For example, I
believe there are some people that are
inherently evil and you should stay away
from them. I'm very aware of my surround-
ings and people in general. People who can-
not be trusted tend to avoid me—they can'
look me in the eye. I'm like the oracle of
Delphi—1 sense people's energies, good and
bad. And people who have agendas aren't
too anxious to get close to someone they
can't manipulate. My friends look to me as a
barometer of people and situations.

You've created so many personas and char-
acters as a performer.

Ever since I was a little child I have attract-
ed attention—people were always looking at
me, so [ decided to give them something to
look at. There are so many different levels—
I'm a little bit schizophrenic obviously. We're
all warped or messed up in some kind of
way—it's what you do with it.

That's where the art comes in.

Exactly. I take my longings. my pain. my frus-
trations and put it into something construc-
tive. Otherwise I'd he killing everybody.
because I'm very angry. When the LA riots
happened. I could have easily just gone on a
rampage killing people because I have so
much anger.

But you've found a good way fo deal
with it.

| wasn’t interested
in the same things
as people of m
social class an
background, | was
into really grand
things. | was always
at the library, | lived
at the library.
because there |
could have the glam-
our and the beauty.

If it wasn't for my art and and my music I'd
probably be in jail like all the other kids I
grew up with—either dead or in jail. At least
when you're in prison you get three meals a
day—and lots of hot sex! But I have an out-
let—can you imagine all the kids that came
from my background that don't? People will
find out about them when things erupt and.
honey, they will erupt. The recent riot was
just the tip of the iceberg of what's going to
be—this system can't go on in the way that
it's going. All the things that people hold so
dear are going to come crashing down on
them. None of us really knows what's going
to happen. because we're all alienated from
God. I just do my little sexy shenanigans—
because I have to. It's so beyond me, being
able to put a stop to it—] keep creating all
these characters, my little movies, my bands,
my writings. drawings, paintings—I just keep
on because I have to do it.

What got you started?
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INnal davis

interviewed by Tommy Gear and Mike Glass

In the inner city. there's a program for kids
to go to the opera for free, and that was one
of the things that really influenced me—The
Magic Flute—that was the big kick. T was
transfixed. I would put on shows with the
neighborhood kids, turning someone’s
garage into a little theatre for staging my lit-
tle performances. and charging ten cents to
all the families in the area who would come
by. When I moved out of South Central LA.
I met up with the emerging punk rock
scene in Hollywood. Though I wasn't really a
punk rocker—it all just converged when I
realized that you could get on stage and do
whatever you wanted—you didn't have to
know how to sing or play an instrument. You
just expressed things. When I first started it
was just a kind of conceptual thing—dressed
in some scruffy wig and outfit, I would just
go stand someplace for hours and sing my
crazy little songs. I met Andy Warhol once.
and he said to me: "You're going to be big—
despite yourselfl”

How did you acquire the name
Vaginal Davis?

It came trom Angela Davis—I named myself
as a salute to her because I was really into
the whole late ‘60s and early '70s militant
Black era. When you come from the inner
city and you're Black, you go through a stage
when you want to fit into the dominant cul-
ture. you kinda want to be White at first—it
would be easier if you were White.
Everything that's negrified or Black—you
don't want to be associated with that. That's
what I call my snow period-I just felt like if
I had some cheap White boyfriend. my life
would be perfect and I could be some trea-
sured thing. I could feel myself as projected
through some White person. and have all
the privledges that White people get—vali-
dation through association.

Then there was a conscious shift,
being that I was the first one in my family to
go to college-I got ultra-militant. That's
when I started reading about Angela and
the Panthers. and that's when Vaginal
emerged as a filtering of Angela through
humor. That led to my early 1980s a capel-
la performance entity, Vaginal Davis and the
Afro Sisters (who were two White girls in
afro wigs). We did a show called "We're
Taking Over” where we portrayed the
Sexualese Liberation Front which decides to
kidnap all the heads of White corporate
America so we could put big black dildos up
their lily white buttholes and hold them for

(continued on page 77)
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