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RE-BRANDING AND HYBRIDIZATION: NEW APPROACHES 
TO ‘DRAG’ IN THE AGE OF NEOLIBERAL QUEER 
“AFFIRMATION”  
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An MC stands on a stage with a microphone, preparing the audience to welcome 
“Drag queen extraordinaire, Victoria Sin”.1 The drag queen walks out on stage, 
greeted by applause, dressed in a shimmering, glamorous blue sequin gown, with 
dramatic makeup. They leer at the audience. As elevator jazz plays, Victoria Sin places 
a packaged loaf of bread on a table. She grabs a cutting board and knife and slowly 
proceeds to butter the bread, presenting it to the audience. Their body language and 
facial expression each convey the banality of the task being performed and express 
the performers own ambivalence to the overall performance. While wearing 
glamorous clothing and make-up, aligned with trends in drag makeup artistry, 
Victoria Sin diverts from the conventional drag queen in their tactics as a performer 
whose very identity is itself a critique and a challenge to the medium. They identify as 
non-binary, meaning they do not ascribe to the gender binary as male or female.2 
They also identify an affinity with femme lesbian identity. Historically, drag queens are 
predominantly male-identified or trans women. When a cis-gendered woman 
performs in drag as a woman, she is often called a bio-queen.3 Sin complicates labels 
and categories in a medium which already toys with and mocks the labels of broader 
society. Furthermore, they challenge homonormativity and misogyny within drag and 
the queer community at large.4 In the short film Define Gender: Victoria Sin, the 
performer sits in a darkened room, painting their drag face, narrating that for femmes 
“the labour of femininity isn’t only in the performance, it’s perseverance in the face of 
our inscribed and ascribed precarity”. Sin’s artistic practice aims to “interrupt 
normative processes of desire, identification, and objectification” using drag “as a 
practice of purposeful embodiment questioning the reification and ascription of ideal 
images within technologies of representation and systems of looking”. 
 

Judith Butler famously wrote in the 1990 book Gender Trouble: Feminism and 
The Subversion of Identity that drag presents the potential to interrogate identity 
categories including gender as social constructs, and expose gender as based upon 
a performance of traits and surface boundaries. Victoria Sin not only works within this 
framework, but rather uses their art to problematize how gender and queerness 
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(along with other categories such as class and race) are represented within drag 
itself.5 This paper observes this rise of new and updated forms of drag performance, 
namely transgressive and subversive drag terrorists such as Christeene Vale, as well 
as the new critical, and self-reflexive drag espoused by Victoria Sin. Both artists are—in 
a sense—responding to a major paradigm shift within drag and broader queer 
representation, largely due to the mass-popularity of the reality television program 
RuPaul’s Drag Race, amidst an era in which queer assimilation into a capitalist and 
neoliberal schema has intensified. What these two artists perform is a hybridization of 
drag styles as a response to intensive branding and the industrial complex of RuPaul. 
This hybridization, which itself delves into a masked-branding of its own, disrupts the 
reification at play in mainstream drag by re-inserting the body; in particular, the 
dispossessed queer bodies of color and those that do not fall into the binary system 
imposed by capitalist gender representation. The self-reflexivity and self-critique in 
these artists approaches to drag requires a re-assessment of the dialectic brought 
forth in 1997 by prominent queers of color and cultural theorist José Esteban Munoz. 
Munoz’s research explored the opposition between mass-cultural icon and drag star 
RuPaul Charles and the “drag-terrorism” of Vaginal Crème. While Munoz famously 
labelled RuPaul’s drag as “sanitized” and “corporate,” Vaginal Creme worked to 
challenge heteronormativity and white supremacy, specifically aiming itself against 
the capitalist mimetic representation of gender as exemplified by RuPaul.6  
 
 In the latter half of the twentieth century, drag has held a historical position 
within the aesthetics and politics assigned, and often embraced, by large swaths of 
queer populations.7 Art historian and cultural theorist Douglas Crimp’s definition of 
“queer,” as the rejection of the capitalist heteronormative assimilation of queer 
(lesbian, gay, transgender, bisexual) subjects, hangs heavy over this paradigm.8 
RuPaul’s Drag Race, the increasingly omnipresent source for the growing 
dissemination of contemporary drag practices, models itself as a pastiche of the 
classic drag pageant. Contestants compete each season to be crowned “America’s 
Next Drag Superstar.” Regardless of victory, many contestants are thrust into a niche-
level celebrity status maintained through extensive touring, sale of merchandize, and 
social media marketing.9 Moreover, RuPaul and the show itself stress the cultivation of 
a viable “brand” for successful drag performers on and off the show.10 This context 
functions as an example of the subsumption of queer modes of artistic and political 
expression into a capitalist framework.  can be drawn between the contemporary 
practices of drag with broader issues of gender commodity production, 
neoliberalism, and the problem of representation and identity in queer discourses.   
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In order to conceptualize drag amongst a backdrop of issues in queer theory—
namely the paradox of representational politics of affirmation and Marxist social 
theories—a careful analysis of opposing forms of drag performance styles and an 
exploration of aesthetic trends is required.  
RuPaul’s career in the culture industry, as an icon in the fashion and cosmetic world 
for more than three decades and as a television personality, presents several 
opportunities for an assessment of the figure’s drag style and feminine 
representation. 11  Queer and feminist theorists have explored how drag can 
potentially function as a means of dismantling gender binaries to reveal gender as a 
social construct and artificial performance.12 Indeed, RuPaul is famous for stating 
“we’re all born naked, and the rest is drag.”13 Thus, drag as a medium can often be 
positioned as subversive and transgressive.14 On the other hand, some see RuPaul’s 
female presentation as mimesis, a mirror act composed of stereotyped feminine 
signifiers that trends dangerously toward gender essentialism.15 As a counterpoint to 
RuPaul, Muñoz offers an analysis of “terrorist drag,” as displayed by performance 
artist and drag queen Vaginal Davis.16 Muñoz characterized Davis’s performance 
approaches to drag as an interrogation of pervasive masculinity and white supremacy 
in the social realm of America. 17  Further, with Davis’ performances navigating 
numerous conflicting identities in her art and in her performances, Muñoz qualifies it 
within an intersectional framework.18 In the two decades to pass since Muñoz’s article 
on Davis, all of the varied theoretical approaches to drag are still applicable. 
However, in response to the mass popularity of RuPaul’s television program and 
growing acceptance of LGBT peoples in liberal pluralist democracies,19 the gulf 
between Davis and RuPaul’s style of drag must be revisited and expanded into 
Marxist theories of the commodity and reification. Through this, readings of RuPaul’s 
critical approach to drag will be undermined. Its subversive power is deemed 
woefully inadequate when its mimesis of capitalist constructions of femininity and the 
relationship to the realm of production in a full-blown neoliberal economy, are 
examined.20 On the other hand, Vaginal Davis’s terrorization of normative identity 
only becomes all the more relevant and nuanced, and closer to a definitive 
manifestation of Crimp’s ideal of what queerness “is.”  
 

Almost every episode of RuPaul’s Drag Race unfolds in accordance to a strict 
formula. RuPaul introduces the challenge to contestants in the “workroom.” The 
challenge is usually a form of dance performance, an acting challenge in either a 
comedy or musical style, or a design and sewing challenge. At this point, RuPaul 
always engages the contestants as his male self, with all of the contestants also “out of 
drag.” Scenes often cut between the different queens as they work away on the 
sewing machine or rehearse a performance. In preparation for the runway, the 
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contestants begin to get in drag, showing the varying stages of transformation as the 
queens become their feminine characters. This aspect of the program is perhaps the 
most unsettling to conservative discourses around gender, as the artificiality of both 
drag and femininity becomes exposed. The use of hip pads, rubber breastplates, 
extensive makeup, heavy contouring, wigs, acrylic nails, and lashes are indicative of 
the amount of illusionism at play in drag. Further, amidst their transformation, the 
queens experience a momentary state of gender non-fixity, one that is often 
embraced in queer discourses.21 The second half of the television show undoes any 
of the deconstructive elements as it moves into pageantry and the spectacle of reality 
television. A mix of RuPaul’s song Covergirl plays as the camera cuts to different shots 
of stage lights, revealing a garishly colourful set with a runway and judging panel. 
RuPaul, now in drag, stands at the end of the runway and walks forward to greet the 
judges and introduce the challenge and runway theme. Crucially, RuPaul is never 
filmed getting ready. The transformation from male to female is concealed and is 
made to seem instantaneous due to editing. Contestants then walk the runway to be 
judged in the challenge, and the bottom performers “lip sync for their lives” to a 
famous pop song, with the loser being asked to “sashay away.” Now in its ninth 
season, the show’s winners reflect a balance of queens whose style is glamour, and 
those who work more in camp and comedy.22 Regardless, the show is frequently 
critical of contestants who are not able to present the glamorous form of drag, and all 
of the more transgressive winners have conformed in order to be named victor.23 At 
times, the program presents a more shocking drag style similar to that of drag queen 
Divine, the star of queer cult-director John Waters’ early films. While such an offshoot 
style may be a featured theme in a challenge, the show’s demand for performers to 
adapt, presenting women as filthy and drag as unsanitary, is merely a temporary 
feature before being quickly disavowed in the following week’s episode. The 
program and RuPaul’s gender illusionism combine to uphold normative ideologies 
around gender identity, in which true femininity is one of glamour, beauty, and based 
upon superficial identity markers such a clothing, makeup, and long hair.   
 

RuPaul’s approach to drag and the ideals upheld by the show represent an 
instance when the queer artistic medium can, according to Judith Butler, be unable 
to achieve subversion.24 In the 1993 book Bodies That Matter: On the Discursive 
Limits of “Sex,” Butler devotes a chapter to a review of Jennie Livingston’s 1990 
documentary Paris is Burning.25  The seminal film depicts the queer, black, trans, and 
Latino ballroom drag culture of New York City. Indeed, many aspects of RuPaul’s TV 
program—from the pageantry, to “reading” challenges and terms like “shade”—were 
lifted directly from the ballroom culture depicted in Livingston’s film. Butler’s analysis 
provided a measured assessment of the film and ballroom drag, critiquing feminists 
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who misread drag as mere misogyny while at the same time arguing that drag as 
gender imitation is often ambivalent and not automatically subversive.26 Furthermore, 
Butler holds that drag can often be paradoxical in that it has the dual ability for 
“denaturalization and reidealization of hyperbolic heterosexual gender norms.”27 
Thus, with Butler in mind, RuPaul’s miraculous transformation between strictly 
gendered male and female categories is a clear example of gender performance that 
strengthens rather than dismantles binaric norms of gender and sexuality. RuPaul’s 
oeuvre functions as an appropriation of approximated identities and subjectivities. Of 
particular importance is Butler’s dismissal of critiques of drag as misogynistic, which 
reflects the limits of certain analyses of gender in feminist discourses. Certainly, Drag 
Race toes the line in this respect, but ultimately focusing on minor issues of sexism in 
the program is unproductive and represents a fundamental problem in the politics of 
representation and gender in some feminist discourses and media studies.28  The 
feminine product that RuPaul presents, and which the show certifies, need not be the 
focus of examination for a potentially negative depiction of feminine stereotype. 
Rather, attention should be drawn to the forces of gendered commodity production 
that lingers behind the sequins, wigs, and painted eyebrows.  
 

The rise of RuPaul as a cultural icon came about as North American economic 
policies fully embraced the policies of neoliberalism and globalization with the 1991 
signing of the North American Free Trade Agreement (NAFTA), marking the point at 
which these forces accelerated.29 In Canada, the cosmetics company MAC developed 
a marketing strategy that would transform its brand from a niche makeup artistry 
label into an international behemoth producer of cosmetic commodity items.30 The 
success of the company is often attributed to the VIVA GLAM AIDS fund, which 
marked one of the first corporate engagements with queer politics issues and drag 
performance.31 In 1994, one year after the major market success of RuPaul’s song 
Supermodel (You Better Work), MAC hired the drag performer as the first 
spokesperson for their new lipstick line. This brought commercial awareness to AIDS, 
with all proceeds going to charities focused on treatment and research for the 
disease that had devastated gay communities over the last decade. 32 In the article 
“An Advertising World Gone Completely Haywire: MAC VIVA GLAM,” Andrea Benoit 
noted how the media campaign cultivated a “maverick” reputation for MAC in its 
partnership with a drag queen associated with the “subversive” club kids’ scene of the 
late 1980s, fostering an image of being “hip” and socially responsible. The most well-
known artefact from this collaboration is RuPaul’s iconic I Am The MAC Girl 
advertisement, which sees the performer dressed in a blonde wig, in red latex and 
matching thigh high boots—the bold red colour signifying the lipstick line of the 
campaign.33 Repeated in a series of three poses, the different Ru’s possess a serial 
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quality, denoting the industrial process behind the production of advertisements and 
commodity products. The ad bears a similarity to the work of Pop artist Andy Warhol 
and his silkscreen prints of celebrity icons such as Marilyn Monroe.34 MAC used the 
art of a queer subculture and the spectral impact of a health crisis to purchase cultural 
capital and further their commercial interests. Indeed, this 1990s commercial 
condition symbolized how queer identity and politics came to be “normatively 
constrained” through the forces of neoliberal privatization.35 Radical queer groups 
such as ACT UP, which sought attention for the AIDS crisis in the early years of the 
epidemic, saw itself excluded from later cultural dialogues due to their rejection of a 
logic of visibility that is based around “capital-intensive” interests;36 the logic of 
visibility being one which sacrificed elements of the queer movement that were 
deemed overly radical and threatened the status quo of heteronormativity . Queer 
advocacy shifted to private campaigns of “representation” that de-sexualized and 
sanitized queerness, and were largely funded through the proliferation of charities in 
response to the growth of the neoliberal state.37 RuPaul’s safe depiction of femininity 
and queerness rendered the performer into a palatable product for commodity 
marketing, mirroring the subsumption of queer politics into a commercial framework.  
 

Art historian Jaleh Mansoor identified the ACT UP movement as one of the last 
instances in which a campaign for “visibility” and “representation” achieved an 
emancipatory victory of sorts.38 In the piece “Representation,” Mansoor describes the 
contours of the problem of political  representation in capitalist societies, concluding 
that capitalism became unable to accommodate the surplus populations of global 
underclasses.39 The transfer of a queer political movement into a capitalist campaign 
of constructed social awareness, as well as the exclusion of groups such ACT UP from 
further discourses, demonstrates Mansoor’s assertion as to the futility of these 
practices. Moreover, the problem of representation must be examined in accordance 
with Marxist theories of reification. Mansoor turns to Georg Lukács’ 1923 book History 
and Class Consciousness, summarizing that capitalism developed to the point at 
which a rift between object and process occurs. The result of this rift is the 
“disarticulation of fragment and whole,” yielding Lukacs’ process of “reification.”40 
Lukács observes the way in which capitalism turns objects into commodities as the 
process through which their fetishistic illusionism “envelopes all phenomena,” 
enabling the concealment of relationships of humans with one another.41 Further, 
these relationships are always obscured and “bound to things and appear as things.” 
Thus, in regards to the performed feminine product walking the runway of RuPaul’s 
reality television program, or his I Am The MAC Girl serialization, the relationship to 
the sphere of production is masked through a futile representation of an inadequate 
queering of gender identification. Mansoor notes that when considering 
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representation amidst the process of reification, capitalist “visibility” becomes 
obscured and representation is often rendered as an abstraction.42  The female 
RuPaul that sells the VIVA Glam lipstick is an abstraction in which the consumer falsely 
identifies with a regime of constructed emancipation that is detached from any 
servable act of solidarity with queer subjectivity, and from the human labour 
expended in its industrial production.     
 

RuPaul’s drag displaces and inverts any subversive qualities in mainstream 
drag practices, especially when considering its industrial underpinnings. Indeed, 
there is very little that is truly performed by this instantiation of drag. As Muñoz points 
out, it is merely a kind of static, glamorous mimetic illusionism.43 In opposition to the 
mimesis, Muñoz offers the drag of Vaginal Davis, whose work spans several artistic 
mediums—from drag performance to the production of punk zines.44 Davis’ name is 
lifted from black feminist and intellectual Angela Davis, as a salute to the era of black 
militancy and aspects of the Black Panther movement.45 In Expose Angela, a zine 
cover, Vaginal Davis’ punk aesthetic may resemble the strategies of Weimar republic 
DADA movement and their experiments with collage and photomontage  Davis is 
seemingly working in the tradition of the Avant Garde artists such as Hannah Höch 
and Raoul Haussmann, who used print media photographs and texts to reconfigure 
meanings and subvert the rationale of emerging capitalism and fascism in post-World 
War I Europe.46  Davis has very crudely taped a cut-out photograph of herself, 
attaching it to the face of a white model—a parody of fashion and gossip magazines. 
The text is confrontational; three headlines address the necessity of revolution, the 
prison labour system and rape as a structural tool in the oppression of women. Unlike 
the commercial campaigns starring RuPaul that mask commercial interests with 
constructed rebelliousness, Davis’ direct approach is a critique of illusionism in the 
realms of cultural production, the media, and advertisement. Davis’ work reveals 
rather than conceals the violence and exploitation that lingers behind capitalist 
discourses.  
 
Vaginal Davis’ drag was most effective at dismantling the reification and stratification 
of identity in her performance art approaches to drag, with Muñoz remarking that 
Vaginal Davis marks a new “terrorist drag” style.47 Firstly, Davis’ drag is a rejection of 
the glamorous style espoused by RuPaul, demonstrating a more nuanced approach 
to drag that to Muñoz, “challenges the universalizing rhetoric of femininity.”48 The 
author identifies the two predominant categories in drag performance: glamour and 
its contrasting clown style, identifiable in its over the top and humorous approach to 
performance.49 Muñoz classifies Davis within the contours of clown drag, but aims to 
illustrate how the artist  nuances and transgresses the category in their social 
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critiques.50 Muñoz’s analysis of Davis is contingent on the theory of disidentification. 
Disidentification represents a “third way” in identity discourses, wherein a normative 
conception of identity can be readily absorbed into the dominant ideology, with 
counteridentification often managing to reinstate the discourse it opposes. 51 
Disidentification functions as a resistance of “the interpolating call of ideology that 
fixes a subject within state power apparatuses.”52 Davis, who is queer, black, and 
Latino, navigates within a variety of subjectivities. She uses disidentification to create 
her artistic persona, identifying with aspects of black militancy in Angela Davis, while 
simultaneously disavowing homophobic and anti-feminist aspects.53  Davis’s drag 
performances also function along this approach in her use of “whiteface” to portray 
racist white colonial militiamen, even re-enacting the perverse violence of 
homophobic murderer Jeffrey Dahmer.54 In the context of Davis’ drag style, the 
theory of disidentification is drawn from a fusion of black feminist theories of 
intersectionality and Marxist theorist Antonio Gramsci’s notion of bloc formation.55 
Intersectionality underlines how a subject often interacts with more than one identity, 
while bloc formation marks a Marxist approach that continues to center class 
relations, but which stresses the incorporation of other social formations into 
analysis.56 Therefore, the potential to dismantle systems of representation and point 
to the reification that separates the particular from the whole, is a definitive 
characteristic of Vaginal Davis’ drag. 
 

In light of the now mass-success of RuPaul’s Drag Race, the queer subtext—in 
terms of a turn to assimilation and neoliberalism that Munoz wrote about in 1997 in 
“The White To Be Angry”—has only intensified. As such, the dialectic has shifted and 
drag terrorism has a broader aim and audience. Seemingly carrying the legacy of 
drag terrorism forward are figures like Christeene Vale, an American musician and 
performance artist. Swirling electronic beats accompany a hip-hop style verse in the 
opening shots of their music video for their song Big Shot.57 Vale sits in bed, dressed 
in a pink nightgown with a matching headband, adorning the performer’s long brown 
hair. The walls are painted with the same colors, the bed and shelves holding various 
symbols of a stereotyped female? gendering of childhood – including stuffed bunny 
rabbits, hearts, and unicorns. Two middle-aged men dressed in matching preppy 
outfits hover into the room, smiling in unison at the girl on the bed—at which the 
video’s tone shifts from one of mocking to something more sinister. The three 
engage in a number of looks which are layered with perverse sexual innuendo before 
the men coerce the girl to sit in front of the mirror, passing her a vanity box, and have 
her apply lipstick.  
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A quick analysis of the video would clearly highlight the underlying theme of 
pedophilia and female infantilization. The two men, intended to be perceived as a 
couple, could represent the new, powerful male same-sex couple. In that sense, their 
treatment of the young girl—forcing her to be sexualized—represents the tendency in 
gay male discourses for misogyny and to celebrate female objectification.58 Thus, the 
video functions as a queer critique of homonormativity which cultural figures such as 
Larry Kramer and Andrew Sullivan cultivated in the mid 1990s following the waning of 
queer activism after ACT UP.59  Homonormativity stresses a conservative ideology 
that seeks to position the struggle for gay rights as being tied to privacy, transferring 
capital and political means mostly toward the legalization of marriage and the end of 
the ban of American homosexuals from serving in the military, disavowing the 
rebellious aspects of gender expression and queer sexuality.60 Indeed, a closer look 
at the artistic practice and formal strategies undertaken by the artist, as well as the 
queer contemporary context in which it was produced, reveal Vale’s work as a 
nuanced assault on the representation of queerness, femininity, and sexuality in an 
era dominated by the marketing of a sanitized, easily assimilated queer.  A close-up 
shot of Christeene’s face shows skin that is reddish, denoting decay and disease. 
Instead of highlighting her better features and covering up blemishes with makeup, 
Christeene uses makeup to look unhealthy, unsanitary, and unsafe. She is the 
antithesis to the beautiful, flawless drag queens that will be churned out of the latest 
cycle of RuPaul’s Drag Race. While certainly not a drag queen by conventional 
standards, Christeene, who identifies as genderqueer, states that she uses the 
strategies of drag terrorism.61 By observing how Christeene uses her altered identity, 
from the smeared makeup and minimal attempt at female illusionism, one can easily 
see how she follows in the vein of other prominent drag terrorists such as Vaginal 
Davis.  
  

Troubling this reading of Christeene’s drag practice are the issues of branding 
and hybridization within drag in light of the omnipresence of RuPaul’s Drag Race. In 
many ways, Christeene’s drag terrorism has become a brand in itself, defanging its 
critical prowess. Christeene’s persona as a rapper and the use of popular media 
imagery represent the assimilation of the violent interrogation of identity that Vaginal 
Davis provided, into a more commercial practice. Furthermore, the use of makeup to 
depict disease and violence underlines an exploitative use of cosmetics and 
aesthetics. While the disavowed queer body is simulated in the video, it ultimately 
becomes a kind of object, contributing to another reification. Filth is rendered into a 
glamorous spectacle, neutering its ability to challenge or shock. As such, while 
certainly critically informed, this new commercial approach to drag terrorism 
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contradicts its aims, and ultimately delivers an example of disidentification that is 
incomplete.  
 

Victoria Sin’s drag practice shares the same hybridity as Vale’s; however, theirs 
is a more academic and inevitably more critically nuanced approach to drag. Sin 
returns the queer body into drag representation without a commercial oeuvre that 
consequently muddles its interpolation of the reification of gender and commodity 
production. The artist employs strategies of feminist performance art with her live 
performance of the banal, durational tasks of spreading butter on bread, resembling 
the seminal video-art piece by Martha Rosler in the 1975 work The Semiotics of The 
Kitchen. Rosler’s dull, detached presentation of various domestic kitchen objects 
becomes increasingly violent, associating various kitchen utensils with a more sinister 
subtext. Moreover, Sin also employs the critical theories of Judith Butler in their 
work. 62  Coming of age well beyond the turn to third wave feminism and the 
proliferation on intersectional academic work, Sin has the luxury of knowledge and 
access to media that drag performers in the 1990s did not. As such, their academic 
approach to drag forms a new kind of hybridity, sitting somewhere at the intersection 
between academics such as Munoz and Davis, and glamour drag performers. 
 

The drag embodiment of Sin is one that disguises itself as a glamour icon. With 
flowing white-blond hair, makeup that resembles the face of queer legend and 
classical Hollywood actress Marlene Dietrich, Sin embodies glamour to critique 
reification of gender and subvert identity in the manor of Munoz’s disidentification 
theory. In the short documentary Define Gender: Victoria Sin, the performer walks on 
stage to shining stage lights with a swirling classical Hollywood score. The sound of 
their stilettos is powerful, carefully thudding as the performer walks around the stage 
without speaking or lip-syncing to a song, as a drag queen would traditionally do. 
Remarking on the size of their wig, “the bigger the hair, the larger the space I occupy. 
It was always my space. But now you are aware,” Victoria Sin makes aware the point of 
their drag: to demand space within queer performance practices for femmes, for 
trans artists and for people of color—each an identity their work suspends 
simultaneously. Indeed, in many embodiments there is a level of gender 
transgression in the drag queen product they project. In fact, while they depict 
elements of the glamour queen typically seen in media representations including 
RuPaul’s Drag Race, they also insert reference to queer femme identity with their 
tattoos and exposed armpit hair. This re-associates the body in the abject sight of hair 
on the femme body, dismantling systems of representation that seek to sanitize and 
restrict the queer body.  
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Re-activating drag into a queerer aesthetic has the effect of re-uniting body 
with image, and by extension object with process. Victoria Sin’s purposeful 
suspension of the two, image and body, dismantles reification and the associated 
alienation occurring within capitalist systems of representation. Their work succeeds 
in subverting the branding and cosmetic oeuvre of contemporary drag by disrupting 
the normalizing logic of mainstream drag and queer politics of representation. What 
occurs is a new approach to drag that renders drag terrorism either inadequate or 
into a new hybrid that sees the medium, known for its brash, abrasive and violent 
connotations, into a more quiet, subdued, graceful performance that even in silence 
provides the critical re-queering required and demanded of drag in light of the new 
paradigm. In a new, precarious era of mass-cultural popularity, Victoria Sin asks the 
important questions of femininity, identity, and queerness that drag often asked 
historically, but which is needed now, again, more than ever.  
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1 https://www.youtube.com/watch?v=v_Trd6Vs4SA. Artist performing at Duckie, pulled from 
their channel on YouTube. The name of the performance is unknown.  
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10 Huba, Jackie. Build Fan Loyalty Like RuPaul and America’s Top Drag Queens. Forbes: June 
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11 Benoit, Andrea. 2014. An advertising world gone completely haywire": MAC VIVA 
GLAM. Advertising & Society Review 15 (1). 
12 Butler, Judith. 1990. Gender Trouble: Feminism and the Subversion of Identity. New York: 
Routledge. Print. Pg 140.   
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15 Muñoz, José Esteban. 1997. 'the white to be angry': Vaginal davis's terrorist drag. Social 
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16 Ibid, 86. 
17 Ibid, 87. 
18 Ibid, 100. 
19 Floyd, Kevin, and Project Muse. 2009. The reification of desire: Toward a queer marxism. 
New ed. Minneapolis: University of Minnesota Press. Pg 200.  
20 One aim of this project is an attempt to bring analysis of queer theory and feminism to an 
attempt at totality, joining analysis of both base and superstructure. This is certainly 
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observable as a subtext in the thesis and general approach in the paper, problematizing how 
a queer striving for autonomy in the realm of media and discourse is implicated in issues of 
production, with an attempt to expose the relationship between the two structures. However, 
as Mike Wayne remarks in Marxism and Media Studies, base and superstructure has come 
into question and labelled as “vulgar” and inadequate. Wayne himself attempts to 
reconfigure the base and superstructure model, quoting Frederic Jameson’s call to “Always 
historicize!”. In light of the lack of coherence on these issues, I have not directly named base 
and superstructure in my attendance to the relationships between the two through my 
discussion of reification and other labour concerns in neoliberal policies.  
21 Muñoz, José Esteban. 1997. 'the white to be angry': Vaginal davis's terrorist drag. Social 
Text 52-53 : pg 87. 
22Ibid, 86. Muñoz builds his analysis of underground forms of drag through the ranking of 
drag queens along a spectrum between “glamour” such as that of RuPaul and “clown” such as 
Verla Jean Marman. Muñoz lifts this distinction from the book Drag Queens of New York by 
Julian Fleishcer.  
23 Collins, Cory G. 2017. Drag race to the bottom?: Updated notes on the aesthetic and 
political economy of RuPaul's drag race. TSQ: Transgender Studies Quarterly 4 (1): 128-34. 
Pg 129-130. 
24 Butler, Judith, and Taylor & Francis. 2011;1993;2014;. Bodies that matter: On the 
discursive limits of "sex". Abingdon, Oxon; New York, NY;: Routledge. Pg 85. 
25 Ibid, 86.  
26 Ibid, 85-87. 
27 Ibid, 85.  
28 Power, Nina. 2009. One-dimensional woman. Winchester, UK. Nina Power’s book largely 
criticizes contemporary feminism’s failure to address the role the capitalism plays in a number 
of the major debates in feminism such as the place of Muslim women within the movement, 
prostitution, and pornography. Without a more Marxist approach, these debates are simply 
unproductive and delve into trappings of a less informed identity politics. 
29 González Rodríguez, Sergio. 2012. The femicide machine. Los Angeles, Calif: Semiotext(e). 
Pg 9.  
30 Benoit, Andrea. 2014. An advertising world gone completely haywire": MAC VIVA GLAM.  
31 Ibid.  
32 Ibid.  
33 Ibid.  
34 Hal Foster et al., Art Since 1900: Modernism, Antimodernism, Postmodernism (New York: 
Thames and Hudson, 2004), 534 
35 Floyd, Kevin. The reification of desire: Toward a queer marxism. 200.  
36 Ibid, 199. 
37 Ibid, 200.  
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Late-capitalist Struggle. Fritsch, Kelly, Clare O'Connor, and A. K. Thompson. 2016. Chico, CA: 
AK Press, 2016. eBook Collection (EBSCOhost), EBSCOhost (accessed April 5, 2017). 
39 Ibid.  
40 Ibid. 
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55 Ibid, 87. 
56 Ibid.  
57 https://www.youtube.com/watch?v=NJNDWvLmxbk. Christeene. Big Shot. 2016. Music 
Video.  
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