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Letter from the Editor
Dear Reader,
Welcome to the first edition of DRAGGED* (*dragging the complexities out
of drag)! As a magazine we hope to use feminist lenses to explore the discourse
(dominant discussion and narrative about a topic) around the drag community
regarding identity, self-expression, and the impact on its audiences with queer
young adults who are interested in drag. As young queer people we want you to
be able to take pride in your identity and find strength in it like Charlotte
Bunch said, “Our very strength as lesbians lies in the fact that we are outside the
patriarchy; our existence challenges its life” (224). We also want you to think
critically about happenings within your community, such as the prevalence of
and discourse around drag. We hope to be able to provide you with new
information and help you understand the complexities around drag.
Drag is an excellent venue to discuss the ways power structures influence
people because, to quote an especially influential queer thinker, Judith Butler, “I
would suggest as well that drag fully subverts the distinction between inner and
outer psychic space and effectively mocks both the expressive model of gender
and the notion of a true gender identity” (441). Butler’s opinion on drag is not
the only one, and we will engage with multiple different perspectives from
those who view drag as subversive to systems of power to those who believe
drag recreates those same systems of power. We have been informed by Audre
Lorde and her philosophy that, “There is a pretense to a homogeneity of
experience covered by the word sisterhood that does not in fact exist” (290).
Therefore we will give you access to as many view points as we can and we
hope that you will use this knowledge from a variety of thinkers to formulate
your own opinions on different topics. Ultimately, you will find articles that
complicate simplistic notions of drag in this magazine.
In this edition we will be going over some basic introductory material on
what drag is, how you may have encountered it before, and how you may not
have seen it portrayed. Our first article will take you from the nineteenth
century to modern day demonstrations of drag. With that basic understanding
you can find an article on RuPaul and the phenomenon of RuPaul’s Drag Race
on page 14 as well as an article on drag kinging and exploring why drag
queening has been so much more successful on page 10. We are also featuring
an interview with the wonderful drag queen Porsha DeMarco-Douglas from our
very own Club Q in Colorado Springs. Porsha talks about how they got into
drag and how it has impacted them, followed by a discussion on how power
structures have influenced the drag community in their experience.
This edition is centered around the United States, but future editions will
move away from the US and provide insight on the discourse around drag in
non-Western contexts. We would love to hear from you with thoughts on this
edition and things you might like to learn about in the future!

Santa Claus
325 S. Santa Claus Lane
North Pole, Alaska 99705
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DRAG
LESSONS!
COME AND GET YOUR
INTRODUCTION TO DRAG
KINGING AND QUEENING
WITH OUR FIVE WEEK
COURSE!
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SCHEDULE
Make up
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Mixes
Concepts
Final Show!
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Week 3
Week 4
Week 5

Veronica Taylor-Mykels

Let's Talk
About
Drag
A BRIEF HISTORY OF
DRAG IN THE U.S

By Cameron Bacher
So...What is Drag?
“Drag is everybody’s art form.” (Davies)
“Drag constitutes the mundane way in which
genders are appropriated, theatricalized, worn,
and done” (Butler 1991: 21)
“We’re born naked and the rest is Drag” -RuPaul

Drag means different things to different people and communities. To
some it’s entertainment, an artful way to express oneself, a lifestyle, a
survival tool, and a way to resist power structures. To others drag
enforces gender roles and stereotypes that hurt both performers and
their audiences. In the simplest of terms however, drag is dressing up in
specifically gendered clothes or costumes, usually the opposite of your
own gender expression. In thinking about how to define drag, as well as
its diversity of meanings, we must first look at its history and understand
the world that produced drag.
Drag has a long history that can’t necessarily be traced back to a
singular moment. There is evidence of drag and cross dressing existing
during times as early as ancient Greece. However, many consider the
nineteenth century the first era of drag. Early male and female
impersonators were around in the 1850’s and 1860’s when dressing as the
opposite gender became more of a performance. Female Impersonator
or Male Impersonator are terms that are often used alongside drag king
or queen. Some differentiate by explaining impersonators as more
professional workers while drag kings or queens are seen as more
recreational or glamourous. Impersonation can be seen as the most basic
form of drag with drag queening or kinging as more theatrical and
performative. Additionally, female and male impersonators show up
more in historical and older discussions of drag rather than
contemporary conversations.
While both male and female impersonators were somewhat common
in the nineteenth century, female impersonators (meaning men dressing
up as women) dominated the public sphere. At the end of the 19th and
beginning of the 20th century, female impersonators were featured
publicly in cabarets, burlesques and places like Vaudeville. Vaudeville is
a theatrical and comedic genre of entertainment which has recently been
widely recognized as problematic because of its mockery, racism and
sexism.
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Jullian Eltinge was a prominent female impersonator
who performed in Vaudeville. Eltinge wore drag during
his performances but he fought against the “homosexual
panic” of the time by making it clear that he was a man
in women’s clothing. The homosexual panic reflects the
societal fear twoards gayness which led people to
dissaprove of drag. In Womanliness as a Masquerade, Joan
Riviere discusses the fear men have of being defined by
homosexuality. Riviere discusses how in attempts to
defy
homosexuality
they
exaggerate
their
heterosexuality and masculinity. She says that women
do the opposite, hiding their masculinity in order to
show their femininity. Riviere explains how women “put
on a mask of womanliness to avert anxiety and
retribution feared from men” (146). In that way, female
and male impersonation could be viewed as subversive
or dissenting from the traditional and taught way of
being.
bell hooks however, challenges this idea of drag as
subversive and resistant, saying it continues to oppress
within Black communities. She discusses how drag
reifies white supremacy by making a white woman or
man the ultimate goal for “realness” within drag. hooks
also discusses the “racialized construction of the
‘feminine’” (147), which paints white femininity as
idealized and the connection with a white man as
essential and all powerful. hooks believes that drag that
upholds white femininity is not a critique of patriarchy
and rather a “casual cynical mockery of women”. Despite
hooks's perspective, drag is still frequently viewed as an
act of resistance.
The idea of drag and gendered impersonation as
resistive gained popularity as they both became more
mainstream and attracted a larger following. In the first
half of the 20th century, female impersonation became
linked with homosexuality and many performers
embraced the implications of queerness that drag held.
Male impersonation (or women dressing up as men)
took longer to become connected with the gay
subculture. Male impersonations had a moment in the
1910’s and 1920’s. This was mainly due to popular actors
like Vesta Tilley and Annie Hindle who“specialized in
realistic male impersonations” (Halberstam 106). The
popularity of male impersonators died out soon after
this and stayed relatively dormant during the 1930s
because of the passing of the Hollywood Motion Picture
Production Code. The Code came out in 1933 and
banned all performances of so called “sexual perversion”.
This included dressing in drag and thus banned male
impersonation in media.

While actors like Tilley and Hindle no longer had the
platform of theatre for their male impersonations,
groups of Black, butch women began to produce thier
own form of male impersonations through the platform
of blues music. Judith Halbertsam writes about how
Gladys Bently, “the famous blues singer of the Harlem
Renaissance, regularly cross-dressed in a tuxedo and
sang songs about “bulldaggers” (113). “Bulldagger” is a
term for a masculine lesbian. Halbertsam uses the
example of Gladys Bently, along with other
“blueswomen” to make the argument that the fear of
homosexuality did not have as strong of a grip on the
Black community as in white communities and that
these women were using drag and blues to celebrate
their sexualities. Halberstam also discusses how this is
evidence of a long running and active male
impersonation scene within Black communities.
Sojourner Truth’s speech Ain’t I a Woman, converses with
Halberstam’s point, discussing the ways that feminine
expectations have never included Black women. She
celebrates the strength that Black women have instead of
trying to hide the “masculine” labor she has done as
Black woman and the traits that are not viewed as
womanly. She discusses the power that Black women
have and celebrates women like Gladys Bently who are
not necessarily adhering to expectations of femininity
but still claim their identities.

Photo of Julian Eltinge
in the Broadway
production of the
musical The Fascinating
Widow (1911)
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As time went on, drag continued to grow in popularity and become increasingly more separated by race. By
the 1960s, drag had become more mainstream and took the spotlight from female and male impersonation. The
hub of drag had become New York City. The Ballroom scene, an underground, Black, LGBTQ, performance
subculture, flourished. Balls often took place in Harlem and were the birthplace “voguing.” Performers formed
houses through which they would compete for prizes in “realness.” The ballroom scene influenced much of the
drag of that time, chiefly for queer Black communities. Though the Ballroom scene today is recognized
popularly by T.V shows like Pose, at the time it was viewed by mainstream society through the lense of
homophobia and the fear of AIDS.
Drag queens of that time were representations of that stigma.
They were publicly heckled and were subject to arrest at any time
for being dressed in drag. After constant harassment from the
police, drag queens became a driving force in Stonewall, a group
of riots against the police that took place at the Stonewall Inn, a
popular gay bar in New York City during 1969. Stonewall was a
turning point for LGBTQ rights. drag queens received more
recognition and the difficult conditions of homelessness and
poverty in which many of them lived, were brought to light.
Additionally, Wigstock, a drag festival and celebration, was
created. Drag balls and performances became more popular,
prideful, and mainstream.
The drag scene continued to thrive but also change throughout
the 70’s and into the 80’s. Halberstam described the drag king
scene during this time as having a “rich variety of masculinities” (
113), with mostly white kings presenting theatrical performances
in gay bars and clubs while Black kings performed more within
the queer community in settings like balls. The performances of
white kings in bars and clubs were seen as more theatrical and
performative. Halberstam accounts for this by saying that white
masculinity is viewed as the norm and therefore needs more
theatricality and drama.
Out of the 90’s and Wigstock, a defined drag scene bore
RuPaul, a famous drag queen who later created RuPaul’s Drag
Race. Events like Wigstock, which later died in 2001 and Drag
Race pushed drag from being solely situated within the LGBTQ
subculture and brought it to televisions and households
everywhere.
Today we see drag in many different forms. Melissa Mcarthy’s
role as former White House Press Secretary, Sean Spicer, on SNL
exemplifies drag that is not within a gay bar or LGBTQ contexts.
The use of drag and cross dressing in movies like She’s the Man
and Mrs. Doubtfire exemplify how some argue drag has become
less about resistance and more about mainstream entertainment.
However and wherever you see drag today, you can now think
Annie Hindle
about it within the context of its own long and complex history
and how those histories have been influenced by culture.
Through the years drag has changed and morphed to create
many different forms that accrue a variety of meanings for
different communities.
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Since RuPaul’s Drag Race first aired in 2009,
drag culture has been on the rise. With each
year, the amount of revere for the artform has
gained significant traction. Historically, we
have lived in a world where inconsistency in
the performance of gender is met with fear
and confusion. Even though this is still true to
some extent, people are beginning to
understand drag as a way of displacing
expectations of gender performance. However,
RuPaul’s Drag Race exclusively features queens,
people exhibiting femininity in an exaggerated
fashion
through
their
appearance
and
performance. Drag kings, on the other hand,
seem to lack the widespread appeal of their
campy femme counterparts. While performers
utilize drag to different ends, kings around
America have a mission to subvert gendered
expectations and to prove that masculinity is
not only reserved for white, adult men, but can
exist and manifest uniquely within an array of
different bodies.

A Lineage of Kings:

TO LIVE LIKE
A KING
BY LILI WHITTIER
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Academics have traced the lineage of the term
“drag” back to the 1850s, in reference to men
costumed as women whose skirts dragged on the
floor (Halberstam, 233). In the time of
Shakespeare there was frequent “genderbending” within the theatre, but women were
usually relegated to playing boys, which left
mature, masculine roles reserved for adult men.
However, the men were not restricted from
parodying any form of femininity. This dynamic
planted a seed for what the politics of drag look
like today. The tradition of drag kinging in
America began in the 1860s when kings and
queens alike shared small stages in order to
realistically portray “a plausible impression of
sexes to which they did not belong” (Halberstam,
233). Throughout the early twentieth century,
performers such as Annie Hindle and Radclyffe
Hall began to politicize the practice of kinging by
wearing drag in their daily lives, intentionally
confusing the people that looked at them and
wondered “What’s going on there? Is that a man
or a woman?” This confusion of gender is what
Judith Butler refers to as “gender incongruency,”
when gender boundaries instituted on the body
by centuries of social performance are breeched.
It is difficult to construct an exact definition of a
drag king because of the fragmentation of the
artform over the past century. Kinging, based on
the identity of the performer and their intention
for their performance, can manifest in a myriad
of ways. Drag theorists such as Jack Halberstam
have tracked the different sects of kinging and
been able to identify a number of categories that
kinging performances can fit into. In his book,
Female
Masculinity,
Halberstam
draws
a
distinction between male impersonators and drag
kings. Male impersonators and drag kings alike
can be straight women, lesbians, or trans folks.
The
difference
is
that
whereas
male
impersonators attempt to produce a believable
performance of masculinity in their acts, drag
kings don’t necessarily perform to evoke
“realistic” masculinity. Instead, they perform an
array of masculinities (usually with a heaping
tablespoon of irony) in order to make social
commentary.

Hang on RuPaul, where are the kings?
The catalyst for drag’s current popularity in the
United States is RuPaul’s Drag Race. RuPaul, who is
now considered to be the most successful drag
queen in the United States, began hosting the
series in 2009. It is a reality show that is
comprised of a series of challenges that test each
contestant on different facets of their drag
performance. RuPaul’s Drag Race is the most
popular medium by which Americans consume
drag culture. It is campy, loud, and full of tonguepops. Despite the show’s eleven seasons, no drag
kings have ever been featured. It’s not just RuPaul
either. Although kinging culture has constantly
been expanding, the absence of drag kings in pop
culture is tangible. There is no counterpart to
RuPaul’s
Drag
Race
that
highlights
the
accomplishments and intricacies of kinging. In an
interview with Vogue, drag king Gene Jeanie
remarked on RuPaul’s limitations: “One downside
to RuPaul’s Drag Race . . . It’s really a
groundbreaking show in a lot of ways, but it really
only represents a small slice of what’s out there.
My perspective as a drag king is that of a queer,
cisgender woman, but not all people who perform
as kings identify as women. There are many kings
who identify as trans and non-binary, for
example. There are also a lot of drag performers
who don’t fit neatly into either the queen or king
categories. It’s not always about passing as the
opposite sex; that’s not the ultimate goal (Phelps).”
What Gene Jeanie evokes within this comment is
the idea that kinging allows for more gender
fluidity and isn’t as simple as dressing as a man:
the subversive power of kinging is contained
within the performance of masculinities.
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Kings Among Kings!
Despite kinging’s lack of commercial success,
there have been a few kings who have become
well-known for their distinct styles of drag.
Murray Hill is a New York based king and
comedian who began performing in 1995. He
describes his drag style as “Showbiz-meetsschtick-meets-Spanx” (Phelps). Hill’s persona is
a man in showbiz who wears tailored suits and
is vaguely reminiscent of Nathan Lane. He has
opened for rock bands such as Le Tigre and
The Gossip and has performed at private
parties held by Ivana Trump, Joan Rivers, and
Liza Minelli. Hill also does a well-known
impersonation of Elvis, reimagined as a larger,
sweaty, washed up musician. Spikey Van Dykey
is another well-known king with a completely
different style. Spikey’s persona has a dyed
mohawk and frequently sports a full beard
doused in glitz. Spikey is genderqueer and
plays with different gradients of femininity and
masculinity within his performances. His act
isn’t so much about exposing the theatricality
of masculinity as it is about embodying a fluid,
non-binary gender.

Gene Jeanie from Vogue

Why aren’t kings treated like Kings?
Femininity is so frequently the butt of the joke because society has constructed
femininity as something that “reeks of the artificial” (Halberstam, 234). What
makes women subject to parody is all of the accoutrements that are external to
them that are markers of beauty. Because these bells and whistles are visually
recognizable, one is able to immediately read them as female. Jack Halberstam
posits that one reason drag king culture hasn’t been absorbed by pop culture is
that society typically views masculinity as non-performative and “natural”. White
masculinity has been ingrained as the base-state of humanity, and as a result,
anything that departs from that “naturalness” is seen as something extra. This
includes non-white masculinities, queer masculinities, and all kinds of
femininities.

The Politics of Kinging
Jack Halberstam has several theories about the ways that drag kinging can be
successfully subversive. One is that the performer can make masculinity’s
theatricality readily visible. He says that one way that kings achieve this is through
exposing men’s performance anxiety. Performance anxiety is the masculine fear
of impotence or being unable to perform sexually. In many cases onstage, this
doesn’t manifest quite so literally, but can take the shape of masculinity being
perceived as performative rather than natural. According to Butler, the presumed
naturalness of masculinity is due to men’s ability to reproduce. The theatricality
that emerges as a result of this fear is neurotic in nature. Halberstam also says that
Butler’s notion of gender incongruence can become an outlet for gender
creativity for some kings. If one assumes that a “natural” gender assigned to a
person at birth as in the case of biological sex is a socially constructed fabrication,
there are no social rules that indicate how someone can express or embody
gender. This allows for drag performers to have complete fluidity in the way they
perform different genders.
Another way that drag is performed is by means of “lesbian camp”, namely
lesbians portraying gay, male masculinities. In Mother Camp, Esther Newton
argues that this performance is antithetical to lesbian representation as it contorts
butchness into a visually similar male counterpart. Others argue that it is a
method for lesbians to appropriate the power that comes along with white, gay,
maleness. There are many different methods that drag kings utilize in order to
subvert gendered expectations. Camp, after a process of being assigned to both
the gay male and lesbian communities, has been claimed as “essentially queer”
(Halberstam, 237).
Perhaps there is a future in which drag kings will receive widespread
recognition for their social commentary, but maybe that isn’t the point. As a
culture that emerged in the underground world of gay bars and has only recently
come to be recognized, I’m not sure that the goal of kinging is to be commercially
successful. Playing into gender incongruity in all of its intricacies isn’t really
something that lends itself to commercial success. Kinging has the capacity to
inspire queer people and heteros alike to consider the ways in which we all
uphold an ideal of heteronormativity and to examine the role of gender in our
own lives.

12

DRAG
SHOW!
ALL ARE WELCOME!

RUN AND PERFORMED BY
STUDENTS

WED
8PM

WEDNESDAY
@ 8:00 PM
CORNERSTONE MAIN
SPACE

RuPaul's Drag Race from
Billboard

The 411 on

RuPaul
By Cameron Bacher
So, you’ve probably heard of RuPaul, if only earlier in
this magazine, but he is one of the biggest public names in
drag. Though it’s true he’s not flying under the radar in
any sense, RuPaul and RuPaul’s Drag Race have some
controversy surrounding them. Here’s some info on those
points of contention as well as some facts about the star
and the show you may not know.
RuPaul, also known as RuPaul Charles Andres, is an
American drag queen who made his claim to fame in New
York in the 1990’s. He paved the way for mainstream drag
and is considered one of the most well known drag queens
out there. RuPaul was born to an electrician and an office
worker in 1960. Before he was born, a psychic told his
mother he would be a star, so she named him accordingly.
RuPaul’s parents divorced when he was a child and he
spent most of his young life with his mother and three
sisters. His mother and sisters were apparently very chill
with RuPaul’s self expression from an early age. He says in
a Vogue interview: “there was no shade to me playing in
makeup, wearing my sisters’ clothes, doing whatever I
wanted to do.” As RuPaul grew up he continued to dress up
and try out different personas and characters. He moved
to New York in his 20’s where he coped with poverty and
the struggles of being a young queer black man. RuPaul
discusses the ways he as a black man is perceived as scary
because of ideas of black rage and racism. He says he
combats this in his drag by “[dressing] as a character that
says, ‘Look I’m fun, I can have a sense of humor about life
because I’m in drag. I acknowledge black rage, but we’re
going to have some fun” (Aitkenhead). RuPaul has been
known to be a master of camp: an element of drag (usually
for queens) that consists of what Esther Newton calls
“homosexual humor”(3), quirky, witty, and glamorous
taste and style.
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In 1992, RuPaul came to fame through his style and talent
when he released his song “Supermodel (You Better
Work)” and his 1994 MAC makeup campaign. He then had
a VH1 debut with The RuPaul Show and eventually started
the wildly famous RuPaul’s Drag Race in 2009. He also
created RuPaul’s Drag U in 2010, a school style show where
he dressed in male drag and taught cisgender women to
find their “inner diva” and unleash their “fierceness”. At
first Drag Race aired on LOGO, a channel that was at the
time considered to be the hub of gay television. Though
the show grew wildly popular on LOGO, the specificity of
the channel kept the show within LGBTQ circles. It wasn’t
until 2017 when VH1 bought Drag Race, that it became a
mainstream cultural icon. In 2018 Netflix added Drag Race
to its selection, helping it to amass its viewership to
upwards of one million. The show became a global
phenomenon and RuPaul was named one of Time's 100
Most Influential People in 2017. Now on his second
consecutive Emmy, his mother’s psychic was clearly right
about RuPaul’s imminent stardom.
While some people view RuPaul’s Drag Race, Drag U,
and RuPual’s other work as deeply influential in the drag
community, others see it as exclusionary and potentially
harmful to the queer community. RuPaul’s Drag Race was
the first of its kind: a T.V show centered around drag,
homosexuality and gender. Additionally, Drag Race used
the style of reality T.V to cultivate a viewership, showing
contestants interacting with each other and making witty
comments about other queens in headshots throughout
the show. Some have discussed Drag Race’s adoption of the
reality T.V format as a limitation of the show, saying it
makes drag and drag queens look like a catty spectacle
rather than a profession and art form. Others say that the
show provides a space for queer representation and that
perhaps the juciness that reality T.V provides is not a bad
thing if it entices viewers toward queer platforms. EirAnne Edgar discusses this, explaining that “Drag Race is
positioned as the official reality television show for queer
America” (135).

Some sholars and queer activists disagree with this,
though, saying that Drag Race and RuPaul only represent
a specific kinds of queer people and that the show’s
exclusivity has damaging effects on the queer
community. A critique of Drag Race has been it’s lack of
diversity among the queens, many of whom are thin and
represent a traditionalized look of femininity. A plus
sized drag queen, Victoria “Porkchop” Parker did appear
on the show in the first season, but was the first queen to
be voted off Drag Race. There is also discussion of the
ways that Drag Race and Drag U only define gender roles
more. Critics argue that the activities and competitions
within Drag Race as well as the lessons in Drag U, uphold
one dimensional viewpoints of femininity. Both shows
discuss "realness", considering factors like hair, makeup,
clothes and physicality. Many believe that the narrative
of “realness” gives power to the ultra-feminine and
makes a statement that only those kinds of women and
drag queens are valid and successful. Additionally, in
Drag U, many of the tasks and “lady lessons” as RuPaul
puts it, are things stereotypically feminine like sewing,
makeup and dance routines.
Others disagree with this, saying that RuPaul’s mission
has and always will be to self define and discover the
freedom in re-representing one’s gender. RuPaul is
known for embracing the absurdity of life and taking
most things with a grain of salt. He encourages
contestants to make their own identity and scrutinizes
societies vision of identity by saying they are just
“superficial things that this world deems important”
(Weems 98). Lisa Weems discusses how RuPual’s
recognition of the constraints society puts on gender
makes his shows more deep and resistive of societal
confines. She explains how “for RuPaul, unleashing the
power of one’s inner diva is a spiritual as well as political
praxis of healing and representation” (102). Weems also
entertains the idea of Drag U as being a site for gender
education within North American pop culture. Popular
media is becoming more and more of a source of
education especially cultural education. Weems talks
about how RuPaul uses the platform of popular media to
celebrate race, sexuality and identity “that flies in the
face of such bigotry” (91). Weems’ discussion of RuPaul’s
defiant nature coincides with the writing of radical
feminist Valarie Solanas. Solanas describes her viewpoint
that the only men thst should exist are those who “by
their shimmering, flaming example encourage other
men to de-man themselves and thereby make
themselves relatively inoffensive” (189). Though Solanas'
view may be more extreme than most, her main idea
that gay men are helping to dismantle the patriarchy is
held by many, especially in regard to RuPaul and the
effects both Drag Race and Drag U have had on its
audiences.
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Though many people see RuPaul as having
resitent effects towards sexism and homophobia,
they critique RuPaul’s Drag Race for straying away
from the messy and edgy way that drag existed
before the modern day. A shift took place in the
1990's drag scene that moved drag away from more
of the underground scene to more of a mainstream,
popular media form of entertainment. This is where
drag transitioned from it’s so-called “messy” stage,
where drag kings exposed their breasts and queens
yelled crude slang during performances. The
judgement against RuPaul and Drag Race here is that
it exemplifies a cleaner more put together form of
drag that may not be true to its history. Proponents
of this critique say that RuPaul is attempting to make
drag palatable to a wide variety of audiences in a way
it was never meant to be. RuPaul however believes
drag queens have a key role in mainstream society,
explaining: “my job, our job as drag queens, has
always been to remind you that this outfit you’re
wearing, or this label you put on yourself, is just a
label. Drag queens are the shamans or the witch
doctors or even the court jesters—to remind you
what is really real” (Aguire). RuPaul’s commentary
on the role of drag in society reflects his carefree
whimsical
attitude
towards
drag
and
its
communities. Though he believes in the amusing
nature of drag, others within drag and queer
communities do not share this view point and find
drag to have different purposes than just it’s role in
popular culture.

My job, our job as drag queens, has always
been to remind you that this outfit you're
wearing or this label you put on yourself,
us just a label.
-RuPaul
It is clear that RuPaul and Drag Race have attracted a
following of controversy and contradicting
opinions. Whether you have seen every episode of
Drag Race and feel RuPaul is defying the constraints
of identity or you think he’s done more harm to the
drag community than good, the debate surrounding
RuPaul reveals the complexities within drag and its
following.

SSALGUOD
OCRAMED AHSROP

INTERVIEW
WITH A DRAG
QUEEN:
Interview done by Lili Whittier
Drag scenes in different cities each have their own flavor. A lot of what shape they take
has to do with state legislation surround LGBTQIA + rights. In 1992, voters in Colorado
helped to pass legislation that barred local governments throughout Colorado from
protecting people based on their sexual orientation. Twenty-seven years later Jared Polis,
the State’s first openly gay governor, is sitting in office. Despite Polis’ outspoken support of
the community and his commitment to achieving equality, the state still maintains a
tenuous relationship with its queer residents. In an interview with the Gazette, Arash
Jahanian, an ACLU of Colorado staff attorney said: “On the one hand, we’re breaking
ground, and we’re taking steps forward and able to get some victories for people who want
to love who they love and identify how they identify and be who they are ... but to be frank,
I think it’s still a very scary time for a lot of folks in the LGBT community (Mulder).”
Jahanian said that he believes this is a result of the people currently occupying the White
House, and the hate they grant permission for. The Equal Employment Opportunity
Commission has said that Title VII of the Civil Rights Act of 1964 guarantees protections
based on gender identity and sexual orientation, President Donald Trump’s administration
has opposed such protections. Despite Polis’ leadership, homophobic hate-crimes in
Colorado are still occurring. Consider for example the fact that soon after Amendment 2
passed in Colorado, a brick was thrown through the window of Poor Richards in downtown
Colorado Springs that read: “It’s Adam and Eve, not Adam and Steve”. Amendment 2 was
instated to prohibit anyone in Colorado from considering LGBTQIA + people as a
protected class. Clearly, queer people are still the subjects of homophobic and transphobic
violence. The administration’s position has serious implications for LGBTQIA + folks all
around the country, but I was curious as to how that manifests in the queer spaces closest to
us. Club Q is a drag bar in Eastern Colorado Springs. It is the most well-known in terms of
queer night clubs and bars. I connected with Porsha, a drag queen who is very entrenched
in the ins and outs of Club Q. As a participant in their shows and a person well-connected in
the LGBTIA + community, I figured that Porsha would be the perfect person to shed some
more light on the issues that their community is facing. Porsha and I agreed to meet for
coffee downtown. Porsha showed up bare faced, in sweats and a bright red beanie. They
were warm and kind and complimented my shoes. We quickly learned that we had both
grown up in North Carolina and she told me about her decision to move out west. We
grabbed coffee and sat down to get to it.

Lili: Thanks so much for agreeing to meet with me.
Porsha: No problem love.
Lili: Can you start by telling me your name and preferred pronouns?
Porsha: Well my full drag name is Porsha DeMarco Douglass. My preferred pronouns when
I’m in drag are she/her but outside of drag it’s more they/them. I can also accept he/him. I
typically identify as myself. I am me. I don’t really let pronouns define me; I just am who I
am.
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Lili: In terms of pronouns, how do the performers you know like to identify in and
outside of drag?
Porsha: I think for the most part like when people are in their personas, they typically go
by the pronouns that they are performing as. So, like most kings go by he/him and most
queens go by she/her. Some people are all across the board they/them.
Lili: How did you become involved in the drag community?
Porsha: So, I started drag 12 years ago, it’ll be 13 years in February, and the way I started
doing drag was that I lost I bet. When I first moved here, I didn’t know what drag was, I
wasn’t really out of the closet, I was just… I had made some friends at the mall who were
like “yeah come to the bar, come to the club, come hang out with us!” So, I went, and I saw
my very first drag show. And I was actually very much against it. I didn’t like drag, I
thought it was disgusting. I just… I didn’t understand it. And one of the people I met at the
mall was actually one of the performers. Me and her had very long conversations about it…
and there was a football game. And she said, “if you lose, you have to do drag.” Well, I was
gung-ho gung-ho Pittsburgh Steelers. Still am. (Porsha jingles the keys on their Steeler’s
lanyard). But I was like, “oh there’s no way my Steelers are gonna lose…” and then they
lost. And one day she was just like, “Okay, today’s the day, go get some clothes.” So, I
didn’t know where to go, I didn’t know where to look, so I raided my older sister’s closet
for my first dress and my first pair of heels. She didn’t do my makeup for me which I was
kind of mad about, but she was like “Here’s makeup!” And I was like “What’s this?” And so,
I put it on and I looked a hot mess. But then I got onstage, and I don’t know what
happened, everything just clicked. And I was surprisingly very good at it from the very
first time. And then I was like “I like attention. I’m going to keep doing this! Oh, you’re
giving me money. I like it even more! Lemme just walk around and lip-sync to songs
forever!”
Lili: In that formative time were there any performers that you looked to in particular for
inspiration or as role models?
Porsha: In the beginning not really because I sort of saw drag as something I would just do
one time. My friend who got me into drag initially was there for a while though, and she
told me to look at some of my favorite female artists and the people that inspired me
throughout history and the people in my family… and so I literally started to create my
persona in the image of my mother. And it’s crazy because like, I look at photos of my
mother from when she was younger and compare them to how I do my makeup now
and… I look like her.
Lili: So, throughout your time in the community over the last 12 years, have you seen
much change in drag culture in Colorado Springs and beyond?
Porsha: Oh yes. When I started, which wasn’t even that long ago, it wasn’t as mainstream.
It wasn’t like I could get all dolled up before a show and just go do the things that I needed
to. It used to be that the less you put on in public, the better. “Keep your head down…” I
don’t wanna say it was because people didn’t understand… but that’s what it was. Like,
some people can’t quite grasp that the person they’re seeing is just a person dressed up as
somebody else, or you know, what most people see is a man dressed as a woman and their
brain immediately goes “that’s wrong, that’s wrong.” Now it’s more acceptable and
mainstream, everyone and their mother is like “oh look! It’s a drag king or it’s a drag
queen! Can we take a picture?” People used to be like “Hey, I’ll fight you.” Now it’s like you
meet people and they’re immediately your friend. Now people look at me and are like
“Oh, it’s just a six-foot tall drag queen with big old hair and a big frilly dress.”
Lili: Along those same lines, how do you think the Colorado Springs community responds
to your performances?
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Porsha: It’s very much a mixed bag. Club Q is a gay bar, but we’re also an open bar. No one is
going to get turned away, no one’s going to be treated any differently just because they’re not
part of LGBTQIA+ community. Our biggest thing is to respect who’s there. You respect them,
they’ll respect you. And then another thing we try to emphasize, and I’ll say this is mostly for
cisgender men, cause they’re like “oh my god this is a gay bar”. And a lot of them say that
they don’t wanna be touched or hit on, and I always tell people that our biggest thing is that
consent is mandatory. If someone’s talking to you and you aren’t into it, just be respectful and
tell them it’s not your cup of tea. A few years ago people were like, “Oh, I don’t wanna go to
that bar.” And it’s like, no dear, because the thing you have to realize is that just like you have
standards, we have standards too. And you are not everybody’s cup of tea. Come out, have a
good time, if you find something that tickles your fancy, you found something that tickles
your fancy. It ain’t nobody’s place to judge. Do you, be happy.
Lili: How has your identity (gender, race, sexuality, and class) influenced your experience
with drag? Vice versa? How does drag influence the way you see yourself?
Porsha: Growing up I didn’t really have the best picture of myself. I was very quiet; I was very
reserved. But then I started doing drag and I started going out more. Drag legit blew me out
of a cannon because people started to recognize me for the work I was doing which pushed
me to be social and to be more out-there. Because damn, I was afraid of people. I didn’t like
talking, but now typically, you can’t get me to shut up. It’s made me more inclined to reach
out to people when I see them alone and ask them what’s going on and who they are. Most of
the time they’re like, “You’re a little too happy”, but it’s cool. And it’s just forced me to be
more self-aware of what I’m comfortable talking about.
Lili: Which voices in terms of gender, race, sexuality, and class do you feel like are prioritized
in the drag community?
Porsha: Priority wise, cis gay white men are very much on top. People don’t tend to listen to
other minorities. There have been things that I have literally been saying for years to the
same people, and they don’t hear it. As soon as some blonde-haired blue-eyed gay guy comes
around and says the same thing, people are like “Oh my god, you’re so right.” It’s just the
spoon that they have. Obviously, a lot of us are working to change that, it should be an equal
voice all the way around. Also, my biggest thing as a non-binary African American individual
is that I don’t need you to fight my fight. I will fight my own fight. I just need my voice to be
heard. You can walk alongside me, you know, hand-in-hand right next to me, but the thing is
that you cannot talk about my struggle or my experiences to others for your own benefit. I’ll
say it. You don’t know the shit that people have experienced in order to be able to speak to a
certain perspective, so just don’t. If you’ve been through something similar, cool, but it’s not
the same thing. People are starting to learn not to compare so much. Just be an ally and stop
taking up space. People are like “I’m gonna be your knight in shining armor.” And I’m like
“No, I don’t need a knight. I’m my own damn knight.”
Lili: Can you speak a little more to your experience with performing at CC? I know it
happened for a few years and I was curious.
Porsha: So actually, we used to do shows at CC, a couple years ago, but we actually did it for
three or four years. It was my first time performing in a church, and a lot of us were like
“Well, what can we perform? This is a church.” And it was always a great time. I was doing the
very last number of the show, and I was dancing and doing my thing, so I sort of like, bootybumped this guy next to me. And the entire crowd starts laughing. And I was like “What’s so
funny?” And the entire crowd is like “That’s the pastor!” I’m beet red at this point and I leaned
over to him and was like “Just… Don’t tell your wife.” And this little old lady raises her hand
and goes “I’m the wife!” It was such a great time. A bunch of laughs. So, CC if you’re listening,
we WANT TO COME BACK!
Lili: We’ll make it happen Porsha! Thank you so much for today.
Porsha: It’s been wonderful, love.
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"You can walk alongside me, you know, handin-hand right next to me, but the thing is that
you cannot talk about my struggle or my
experiences to others for your own benefit." Porsha DeMarco Douglass
Porsha’s openness with me brought something to my attention
that I hadn’t expected. They spoke at length about wanting to be
able to represent themselves as a Black, nonbinary individual.
Their words about elevating silenced voices reminded me of a
Patricia Hill Collins piece from Black Feminist Thought. Collins
says that because no one collective of people have a complete,
objective vision of the world, each group can only have partial
knowledge. However, subjugated groups of people have less
power in making their voices heard, which gives people who do
possess such power vested interest in suppressing their voices.
What Porsha’s words made me realize is that even within wider
subjugated communities, such as the LGBTQIA + community in
Colorado Springs, there is a struggle for sub-groups within those
communities to elevate their voices, especially along class and
race lines. Porsha also spoke very hopefully about the future of
the drag community and its projected growth. Although they
have only been doing drag for a little over a decade, the amount
of receptiveness and understanding for the artform within the
wider Colorado Springs community has been bolstered. Perhaps
we have media sources such as RuPaul’s Drag Race to thank for
this phenomenon, but it also certainly has to do with Colorado
Springs’ integration of the drag community with other
organizations and institutions within the city. Porsha spoke about
engaging the community with issues of gender in ways that are
fun and entertaining. Hopefully, people are beginning to
recognize the art of drag as something that is not only spectacle
but speaks volumes to issues of prejudice and assumption that
still exist in the world today. Thank you, Porsha!
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Porsha DeMarco-Douglas from the
Colorado Springs Gazette
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