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 1969 ǈ 6 ˉǎóǿϯΌ٨Stonewall٩բѭ�Ǵ٪ѪĩՄӺϐõ
٨drag queen٩ώؔՍ͵T1ٱ λ<>ɍʉȅƠʛӇôώʉǭƋÏ٫Ȩ
�٨Nan Goldin, 1953-٩٪į 1970ǈ< ˏʉǭέ͌ώ̮Ƅȅբ̖׵
̝٪ʥ̹ŋؠǧէΟՕİε�ӞʥϸˈֱїώՄӺϐõώՈƏؔՍ�

Ȩ�>؈ǭҦʵƢʉǭɍʉšȅْ¶ģƘ٨glamour٩ώȳ̸٪ɞɜŢ
̹ƽШ.ώˋÝgįҭ؅ώӞńǎ�٪2 ׾��ʵى�Ӏٙ�٨ˊʵ٩
ǋ٠ώՄӺҦӰͤ٪9gэǁ́CǼ�šʮʰȬốώАӇҨ̓٪É

�ҢȧİʹѲҢƷʮʰҬʫْ¶ģƘÛʖ ٨ˀCamp٩ώ׽؀óهǪՊ� 

Ȩ�έʥѪĩӀϓؠΑÈώ�ή׵мΗŕƋǒ٪ȩזʥ̹ŋؠ�

į 1965ǈ�$ƤʴȨ� 13̘ʵ٪ŢώŪŪҠյҢ̞֒��įυŘȗ
Ūώӭʁ��٪Ȩך�ũթǈгշœώγ3дˈҦėֹ�üœٛ٪׸

ǴѰƋ�R¤ƍسƋǒ٪ѶǴ¤ٛӒԸłư٨Massachusetts٩Ɵה˝
҈٨Lincoln٩ώŷϑſ˦��ӒΑ.ϸÈſ ٨˦Satya Community School٩
Đ˄�3 Ȩ�į 1968ǈэαѳƾ6тɨԑʉǭ٪ŢֱɥȵʥŘÙŪŪ
ώzυ٪ֱ>ɍДǶҦٟόϛ΍ɍʉŢҦó˦؏ƠšˋÝgį˦�ō

ώ�1ʵ�٪Ƿ֐-ȁ;ƸэϞǶ�ŢӔαǭ}°֔�fϸѬώß÷٪

 �ß÷ƙ֎ͩϋƨȩŢ�͢óǿϸѬÚҦΑҮώʉǭ°VҦϋӰ֐

Ȩ�į 1970 ǈ< ˏˆэ¤ʢҶ〉ӛʉǭſ˦٨New England 
School of Photography٩dѯŏל԰І٪įʉǭƋ؊˝ʡĴ٨Henry 
Horenstein, 1947-ח٩�àʕ�įѳƾ6тшŢώʉǭƋ『ǻ٨August 
Sander, 1876-1964٩�ҿǻ΋٨Lisette Model, 1901-1983צ�٩»ʡ٨Diane 

                                                        
1 ˕ʜƙ dragՁ͵ՄӺ٪>ąэǁίįšȅմ�ώȹӺ٨masquerade٩È��˕ʜ
ȲˊώҶʜǡίՙʞ٪Ϗ͵VѵȲѱՁ� 

2 λʵՄӺϐõįϸˈ�ȼ�¤ƱV٪��ТƙǷ̙ëԏǐԮʮ֐-ՄӺϐõώҭ
؅Ӟń� 

3 Elisabeth Sussman, “In/ Of Her Time: Nan Goldin’s Photographs,” in Nan Goldin: I’ll 
Be Your Mirror, eds. Nan Goldin, Elisabeth Sussman, David Armstrong, Hans Werner 
Holzwarth (New York: Whitney Museum of American Art, 1996), p. 27. 
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Arbus, 1923-1971٩��ɋ�٨Larry Clark, 1943-٩Н3ώVć�٪Ȩ
�Ɲ�ɋ�ʥ 1971ǈ�Ύώ�ŀ΋Ӓ	٨Tulsa٩Ș¤�ٗˇ͵ǦͶ�
�ɋ�ɍʉ9ώ�έİѻ͟ʥʾ¶٩�̢【˼٨ć>Üȅȗώ؏Ơǈ

ˋÝ�ʬǁέ̓٪ҢyǟİԖ׎ҢƷώέĄэق٪>ʉǭɞɜǈպέ

Ąٟʻ�ώѪٙ٪ǭؙ'Ȩ�ʭˏʉǭ͸Ȧ͸uώӰΡ>ÜƝϸѬȘ

ώ̻ס�؊˝ʡĴ©ԩ͵٪Ȩ�ώ;΍Ҧצ»ʡ��ɋ�օN٪Ϗɿ


<٪ȏȘǦǐİɍʉȆҋ٨freaks٩͢�זȶϱѪĩƼ΋Ę.έ̓ώ
Ӱؔ��4 

Ȩ�ʥ 1969 ǈįӒΑ.ϸÈſ˦хԾ 14 ̘ώœӬ٨David 
Armstrong, 1954-2014٩٪5 ѶǴįȨ�ώʊɖ�٪œӬ÷Ţ�̇͵γ
óǿ٪�3Ƿ̕ȩ͵уέϛ+ȺɖҦɍʉώƎÝ٪�Ϛ¤œӬ 2014 ǈ
֡�͵̓�Ȩ�Ĥȡ٪ŢǷĐŷϑҢα�ſךũ٪ƤҦœӬ�բŔŔ

Ϟ؈ǭ٪ŢgǁϞƁ˚ƥşƥ٨Michelangelo Antonioni, 1912-2007٩�
˷͇٨François Truffaut, 1932-1984٩ҦՖׁƥ٨Federico Fellini, 1920-
1993٩Н3ώ̑͂؈ǭ�Ɓ˚ƥşƥώ�ʲ� Ρ	٨Blow Up, 1966٩
ՅŢךũȓλʉǭƋ٪ĥ͵ϋԌʉǭé>ɞɜ
ʙfώȗ̍ҧŠҦْ

¶ģƘ��Ȩ�ƣ�ǦԲ٪ŢgՄǶ
Ɲ 30ǈ<Ҧ 40ǈ<ώţӂŃ
ϟӇ։٪ȪgϞěƖ٨Garbo, 1905-1990٩ͤ ώȲˊ˚Ԇ٪� ٨Joanغ¿
Crawford, 1904-1977٩ͤώȲˊ˚Ԇ٪١ǻٙ٨Marlene Dietrich, 1901-
1992٩ͤώȲˊ˚Ԇ٪Ȫgϟώ֙�գмšʰώ�Ǽ��6 

Ȩ�ҦœӬְ͑àʷʷӗӪ٨Pop art٩ͫ ͅǎ�ëƎʡ٨Jack Smith, 
1932-1989٩Ҧ̯Ҽ٨Andy Warhol, 1928-1987٩ώİ؈�ǭĒӊ٪ŢҢ
ֈҦœӬį 15̘Ʋì٪Ƥį̹ŋؠſ٨תBoston College٩ώΑ̛ʍ
                                                        
4 Sussman, “In/ Of Her Time,” p. 30; Marvin Heiferman, “Pictures of Life and Loss,” in 

Nan Goldin: I’ll Be Your Mirror, p. 280. 
5 αʥȨ�ώҢֈ�ԗԳҦĭԮНН٪Ϗ>ôŻЉăŢώˋÝ٪Ѷ�ŢώǳŎˋÝ
$ȼ�¤ū̦٪ʏ˕ʜį�ՁȨ�ώˋÝʵ٪�˺æѱՁôŻ�Oʴ٪Ҵį׮ֈ

Ȩ�ώˋÝ�ʵ٪Ӈׂώʴ֐f3ώƚ˸٪7ŤӨʜ�ѱՁӗӪƋ�ſѵНώV

̸٪>շ͵̔ǟώū̦Љ�� 
6 Nan Goldin and J. Hoberman, “‘My Number One Medium All My Life’: Nan Goldin 

Talking with J. Hoberman,” in Nan Goldin: I’ll Be Your Mirror, pp. 135-136. 
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ʱˈϞ֡İ؈�ǭ٤ϺëƎʡɍώ�ѲϡώwI	٨Flaming Creatures, 
1963٩٪��ӰϷλʵ
ȪȓԇȪώέĄ}�ѲϡώwI	�٪7� ΍�

œқȶ֔ԙŎ׽؀ՄÄ�͕ώՄӺ3ΐ�Ȩ�įԩϟךũɍ;ώ

1971-1973ǈ٪˃͑à̯Ҽİ؈�ǭҦӗӪ°VώͬÁ�̯ҼǷ 1962
ǈךũ٪į˅Ĉؠэ΅̹ƽШ.ώ؈ǭƱVƈ
Ʊ×�٨Factory٩�
Ʊ
×�Ƿ 1968ǈךũƝՄӺϐõȘҧզ٪̯ҼҦҿׁԆ٨Paul Morrissey, 
1938-٩�ф؈ǭĮ״٪>έήӾ؃ώκȅՄӺ؈ǭӇЉ٪Մȅ�ՄӺ
ώFǻ¿ȉ٨Holly Woodlawn, 1946-2015٩�֣Τ٨Candy Darling, 1944-
1974٩Ҧ。Ӊʡ٨Jackie Curtis, 1947-1985٩НН
Ʊ×�šž٪Ϗҍ
яɖ˕ҮѶȩ·İՄȩ=3ϙϠϼ։ώİ؈�ǭʮʰ�8 Ȩ�֊ȡ٪
ŢҦœӬÙϞ
Ʊ×��ć�αՄȅs}Fǻ¿ȉ�ͤώ�͗	٨Trash, 
1970٩٪ˊ
,ȬÉ̋��Ŏ٭
ȪgАǶ}؈ǭ�ώ3ΐ٪���Ѷ
���Ѷ�İÙϞ؈ֵ֐ǭ��Ȩ�$ɮ¤٪ŢgְĖȗ̯Ҽʪ�ώգ

мƴʰ٪ÃɒՄȅώ֣Τ>ÜšʰϽȄ٨Jane Forth, 1953-٩�Ę�
٨Donna Jordan, 1950-٩Н3٪��ƽˎé>Ť̯ҼҬ٪ȼ¤ҢƷώգ
мƴʰ�$ƤʴՑ̧Гšϼ٨slum goddesses٩�9 

Ƿ 1972 ǈךũ٪œӬˊʵˈȶȹȩՄӺϐõ٪͒ժʥ>ՄӺϐ
õֹú
å�ֱ�٨The Other Side٩͵ʄ٢ώϸѬ�10 Ȩ�$эǁ�
բį֐fֹú֏ε٪�Ҧ���PՄӺϐõүӐ٨Ivy Twelvetrees٪×
ô Kenny Angelico٪έÍǈ�ԥ٩ȧȗ٪11 ʛˉǴҦүӐ�ֹúӻǌ

                                                        
7 Goldin and Hoberman, “‘My Number One Medium All My Life’,” p. 135. 
8 Parker Tyler, Screening the Sexes: Homosexuality in the Movies (New York: Da Capo 

Press, 1993[1973]), p. 230. 
9 Goldin and Hoberman, “‘My Number One Medium All My Life’,” pp. 135-137.  
10 Sussman, “In/ Of Her Time,” p. 27; David Armstrong, “Preface,” in A Double Life, eds. 

Nan Goldin, David Armstrong, Walter Keller, Hans Werner Holzwarth (New York: 
Scalo Publisher, 1994), p. 6; Nan Goldin, “Preface,” in A Double Life, p. 9. 

11 B., “Remembering Kenny (1992),” in Nan Goldin: The Other Side, eds. Nan Goldin, 
Alex Kwartler, Alex Nelson (Germany: Steidl, 2019), p. 39. Ȩ�į֐˕ĭ׎ώЛ
*ؚ٪ƙ�ΚшģôįŢέĄ�ώՄӺϐõƎÝ٪͕˷Ӱʮ҈ƥʴŢį
å

�ֱ�ֹúϛԾώЛ�Pȧ3�ʜЕôǴʤɒǤ�ǈB͵̋ظ�Ύǈ٪>�

 �Ϗó\ه
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PĖ̒ՄӺώ̹ƽШ.óǿҦ٨ȳӪ«٩ՄȅˋÝįӈѩFӫ٨Grove 
Street٩Ѓ�ƐóR٪�фåث
Ƌǒ��12 >֐f
Ƌǒ�͵�Ǽ─
Ѷœ�٪Ȩ�ҦǗ͒ʥ
å�ֱ�ώȅƠʛˋÝgךũǪȩϸѬ��

Ϛ¤ 1974 ǈ٪Ȩ�ĥҦœӬ�բ�ʵƤՃʥ̹ŋؠѪӪضſ˦
٨School of the Museum of Fine Arts, Boston٩٪ȴɸ؄ŢώՄӺϐõ

Ƌǒ��13 

Ȩ�ɖѣ�ǈ>ٟόʉǭ͵�٪ƙ;΍λVԊԌʬԖ٪ǌ!ŔŔ

г׎ҢƷҦ
Ƌ3��ϸѬώȏȘ֖х�14 ŢԋƎİɍʉ'ՄӺϐõ
ώʬǁέ̓٪>Ü9gϓӺį
å�ֱ�Ú¸̡֘�ʶ�ҨӨώ֬Ѫ

̣ՠ٪$s΋ɞɜ9gՄӺįӫأώؔՍ�̡λȨ�ǷRӞսԏώӘ

ŦǏɕĤ̾ţώ;΍٪įľώˋÝgќʴҧֿوͶİѱϞ٪��̣ɔ

ԯ�ΡˇŎ̋�Ȩ�į 1973 ǈώЛ�̋fƨ٪Ƥʴ>մֱώՄӺϐ
õϸѬ͵��ՄӺׂ׳ǄʵȲˊį;΍�ε�jǭώˋÝ٪Ϗך٪ا

ƿ�15  

Ȩ�į 1980 ǈ<ĥßô�ȅ^՟̐Ի	٨The Ballad of Sexual 
Dependency٩ώǊ΂΍Ͽįλ<ӗňà¤Ϫϙ٪֐в�ǫҮʉǭɞɜ
Ţ 1978ǈɸ¤йдƻ�Ǵх/ώ̹ƽШ.ȅƠʛϸѬ�Ȩ�ѯί
ֵ
Ӆ�٨tribe٩Љ֐fϸѬ٪Ţ£ίט�΂΅֔ΆΈώ�ѕʐ˞٪ȿȏ
İɞɜҢƷҦˋÝgįԋƎסa�
Ң�Ҧ^՟�לώɥȵ��16 Ţ
Ƿ 1970ǈ<ʶˏךũ٪ƤэǁįҢƷЃώ٨˿םloft٩>Ü�˚Èώ
٦�e˽ֵ٪ƨϷ�ʣՄÄώҢʉǊ΂΍٪ԎϢƤʴǊ΂΍�ώ
ֵ

Ӆ�ȩĉ٪֐ЈΙ̃�ǅώǊ΂΍ϿZǶŢ֎ͩҁôœĠ٪�į 1986

                                                        
12 Sussman, “In/ Of Her Time,” p. 29; Nan Goldin, “Preface (1992),” in Nan Goldin: The 

Other Side, p. 5. 
13 Goldin, “Preface (1992),” p. 6. 
14 Nan Goldin, “Preface,” in Nan Goldin: The Ballad of Sexual Dependency, eds. Nan 

Goldin, Marvin Heiferman, Mark Holborn, Suzanne Fletcher (New York: Aperture, 
1986), p. 6. 

15 Sussman, “In/ Of Her Time,” p. 29; Goldin, “Preface (1992),” pp. 5-6. ֐ľȨ� ԟ
ēҁώʉǭƨ٪į̹ŋؠԆÅ´̄ˡƋİ�ƈӗǕҨտ� 

16 Goldin, “Preface,” in Nan Goldin: The Ballad of Sexual Dependency, p. 7. 
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ǈ�ΎȩӇôĭ׎�ȅ^՟̐Ի	�юԎȨ�ȩô�Ǵ٪ˊǌfв�

ώʉǭVćэǁà¤٭̻סǴϯΌʵ<ՄӺϐõ̋ʜÄ�ŢҢƷ�͢

ȅȗχ։Ҧο؄ʾ¶ώκȅȧȏ�ŢҦšȅώԋƎ֖хס�ȥȗ͠σ

ƝŢ
ֵӅ�ώ҃ӝ�17 Ţį 1987-1988ǈ¤ת־ȫ̢�Ǹ×�18 Ţ
ҦšӗӪƋ£ǻ΋٨Siobhan Liddell, 1965-٩į 1986-1994ǈלώóǿ
ȧȏНН� 

Ȩ�ώՄӺϐõʉǭ٪׫'˕ʜȲѽ͹ 1970 ǈ< ˏώ̹ŋؠ
�ō٪ְױѣˊŎՄ�Ոϲώή��Ţį 1980 ǈ<ɍ'ԙŎՄȅƎ
Ý〉ׁ΋٨Greer, 1958-1996٩ώЀ3έ̓ҦԋƎסa٪ՄӺʴǁ�Ρ
ώ��įا 1990ǈ< ˏ٪Ȩ�ĥ͵œӬ�Ƽٕʡ٨Bruce٪έÍǈ
�ԥ٩ώїʏ٪įйдх/'�ѬՄӺϐõʢˋÝ٪ɖѣ���ǈɍ

ʉ9gįֹú�Ҫˈ�Wigstock،ŔՄӺТ�>ÜƼٕʡRӞ̡֘�
̋ώʶƊНН�Ȩ�ώǫҮʉǭ΅֔ΧٙѶǦͶώҮǫ٪ƨΡŢƝ֐

-ѪٙˋÝՄӺώ?Ț٪$эǁ>Ǌ΂΍Ͽώʤǟ�1֐-;΍�Ȩ

�ȩô�Ǵ٪ĥƱV؉ԇэǁį̑�.�͂ʨӨ٪$ɍʉ'ˠ˝ػ�

ƥɋҦ˅ՇНİώՄӺϐõ�Ţį 1992ǈЮ֬ҢƷώՄӺϐõʉǭ٪
ϋӰ͵�å�ֱ	٨The Other Side٩Ǌ΂΍ϿҦĭך٪׎Зֵ�Ƥʴ
ŝДŢʉǭέ͌ώ֐Ȼ 1970ǈ< ˏՄӺϐõʉǭ� 

                                                        
17  Ȩ�ɍʉŢώ̹ƽШ.ȅƠʛ
ֵӅ�ĥ͵ȗ͠σѶ̟Ŋ٪=ˇŎ3Ș½�Ţ$
ʥ 1989ǈįйдӗӪƋЏ٨לArtists Space٩٪Пƨ'
ԉԽ٭ÞƝȪgώ͊֒�
٨“Witnesses: Against Our Vanishing”٩٪Çצ׿ŨʡŌ٨ÔœӬ٩�ëƎʡ٨Kiki 
Smith, 1954-٩�ҿׁʡѩ٨Mark Morrisroe, 1959-1989٩�̯EиѩяŚ٨David 
Wojnarowicz, 1954-1992٩НŎPʉǭƋƝȗ͠σÓ̅�͢Ƞȃ�ȍz�ŘӅҦȎ
ȂώVć�λʵ٪Ȩ�хԾÉ�ǈώמƎЊ¼٨Cookie Mueller, 1949-1989٪VƋ
Ҧͤĉ٩ĥȗ͠σ֡�٪Ţƨ� 15 ǥŎǈɍʉЊ¼ώ<ӰV�Cookie Vć׿	
٨Cookie Portfolio, 1990٩٪гȂŢgį 1976-1989ǈלώÝȏ�ĩƋӗӪĸ׆ˈ
٨NEA٩ώʢA�ƿǢˍ֮΋٨John Frohnmayer, 1942-٩٪ˆэĜԟ̓ץαĩƋ
ӗӪĸ׆ˈȲՙºώƨԍĭ׎�Ύ٪ǡբ٦œώΉՂ�ԉ Sussman, “In/ Of Her 
Time,” p. 38� 

18 Ȩ�į 1994ǈ٪ƙŢȫ̢«ǴҦ֡ІώҢɍ}>Ǌ΂΍ϿƨϷ٪ßô�ΙҢ�
3	٨All By Myself٩� 
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؁ͻįȨ�ώĭ׎λ�٪ՄӺϐõʉǭ�÷SˊּϙώPѧ٪ׂ

ԇώϰЎÕǳƠ�˕ʜƙךɏȅİɵǡʖˀԴֈ٪хñه�ώԊԌ�

˜٪�չ>؈ǭϰЎ�ώʮʰϰЎ΢Դ٪իآķİԢ׀Ȩ�ʭˏՄӺ

ϐõʉǭįѪſҦʎ̶�ώȖ͍�  

〈ʄМѵώѸ˲٪փ5ˊ�PſѵˆįӨʜ�>ʖˀ�ԝǪƌȬ

٢�Ȩ�ώ;΍ΑҮ٪OϏ͵ɧԕ�ƀԴاʵ؝ǀɮÜ�Ӓʡ˅

٨Elisabeth Sussman٩įюԴȨ�°V�ʵ٪ˆэǪƌŢ 1970ǈ<�
ǥ;΍�ώœӬ٪ʈ�
АӇš3ˌӺώʖˀώ٨campy٩ŭÀ�٪19 
O�̲ˊAT֙�̖ϋɴ�Ñʷӛ٨Louis Kaplan٩į׮ֈȨ�ʥ 1972
ǈ΀�Ĝԟɍʉ̯Ҽǟǭ΍�ʵ٪Ԣ׀Ţ�à̯Ҽ
գмƴʰώʖˀ

ѪſҦՄӺʂͤȅ٨drag performativity٩�üǡ�ÑʷӛɨӇӰϷ٪
Ȩ�ώٟό;΍�үӐҦΦٙӌ٪̹ŋؠ	٨Ivy with Marilyn, Boston, 
1973٩�ĭ 1�٪0àȒʥ̯Ҽώ֐fǭؙ�20 Ñʷӛώסȥ͵ɵǡ
ϸѬ΢ԴԐՃȨ�ʉǭώåثϸѬȘ٪ĥѶ׫'Цϭώǌäԣ�ō٪

ƝȨ�ώʖˀʉǭƒծ�˓֙�̖ɧԕ�ëĊǻÐ٨Thomas Skodbo٩
ώÐŋԴʜ©ԜԴȅİɮ¤٪Ȩ�į 1970ǈ< ˏώ;΍�ƨΡ
Մ
ӺϸѬƝْ¶ģƘώćĂˊԙŎ�óώӰ -٨over-theأǷʖˀҦ֡٭֣
top٩¤ǹť�٪�҈Ƅ
ՄӺϐõƝْ¶ģƘώɁ�٪�|ʴƝô3�
άңš3ώЦę́C٪ƀÃûԵʆ٨parody٩ҦĝԷ٨irony٩ώǦͶ
�н٪͒ñӇƭɑ٪……ʴ×°ώ�°֔ȅώƱV��21 ëĊǻÐ>
իȅ¢ѵ٨transgender٩щЉȨ�ɍʉώՄӺϐõ٪Zίʖˀ�ԝ٢
�Ȩ�;΍�իȅ¢ѵԧǥώՄӺ٪Õ̲ˊƝʖˀVAT΢ԴώԮʮ

Ȭɧԕ�Ƿ9׮ֈիȅ¢ѵƝْ¶ģƘҦ׭ˢ̩՞ώCʐ٪ǀˊ
Ե

                                                        
19 Sussman, “In/ Of Her Time,” p. 40. 
20 Louis Kaplan, “Photography and the Exposure of Community: Reciting Nan Goldin’s 

Ballad,” in American Exposures: Photography and Community in the Twentieth 
Century (Minneapolis and London: University of Minnesota Press, 2005), p. 90. 

21 Thomas Skodbo, “Nan Goldin: The Other Side-Photography and Gender Identity,” PhD 
dissertation (University of Oslo, Norway, 2007), p. 29.  
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ʆҦĝԷ�ώȖĂ٪ȬéԐ׀ȩ9ƝʖˀǁԉώĝԷΑҮ�эԮʮҦ

ԛԐώǡβ�22 

Ƿ�ֈĤجéϬ٪փ5�͸ſѵˊвщİɵǡʖˀԴֈ٪ƚʜԐ

ՃȨ�ʭˏώՄӺϐõʉǭ�Мѵƙ׀ע�ʖˀώŻѭ٪��Ĥجʖ

ˀԴֈǷ 1960ǈ<�ˏ¤ 1970ǈ<ώϋƨ٪ѶǴ֙�̖Ԯʮ˕ʜך
ɏ>óʵ<ώʖˀԴֈ[Ԣ׀Ȩ�ʭˏՄӺϐõʉǭώׂԇȅ� 

ҢǷ『ŀ〉٨Susan Sontag٩į 1964ǈϋӰ'ȩôV�ʖˀ˖Ԗ�
٨“Notes on ‘Camp’”٩�Ǵ٪ɧԕʖˀώ΢ԴҦƒծԴӇ˹Ŏ٪ԙŎ
ſѵך�ũַˈ}『ŀ〉�̂٪ɮ�ʖˀˊӇæéȖˈ�؅>Ԓyώ

ŞϹΑҮ�23 ͻѶ٪œֵ�ώſѵְʴˈԮʮ��˜Ҧ\Ҩ4ٜʴʖ
ˀ�ˊ-ſѵɮ�٪ȬéǷ̸ʜ½ԝ
se camper�[ ̖ɲɺʖˀώ
ȖȄ٪$Ƥʴ
ίԧǥώʤǟӺ́V̂�٪éȓȩ�ЈȘȅ�ćĂȬ

ǁ͵ءФԴʜZί֐ѶՄӺӰͤéԊ͵�ǁԉώӨ½�24 Мѵ٪〈د
ԉώѱՁʖ ٪ˀ�ɦи�Եؘώ̅ ٪̋>Ü�ҦóǿȘȅ٨sensibility٩
ώѿȓ� 

                                                        
22 ƹƼ҅٨Jack Babuscio٩ƙĝԷԊVʖˀώģfĸ˕ΑǺ��٪å�f͵ĎѪ�
ѭ ٨aestheticism٩�²ľȅ>Üǋ٠٪ԉ “The Cinema of Camp (AKA Camp and 
the Gay Sensibility) (1977),” in Camp: Queer Aesthetics and the Performing Subject, 
A Reader, ed. Fabio Cleto (Ann Arbor: University of Michigan Press, 1999), pp. 119-
120. 

23 Susan Sontag, “Notes on ‘Camp’ (1964),” in Against Interpretation and Other Essays 
(New York: Farrar, Strans & Giroux, 1966), pp. 275-276. 

24 David Bergman, “Introduction,” in Camp Grounds: Style and Homosexuality (Amherst: 
University of Massachusetts Press, 1993), p. 6; Fabio Cleto, “Introduction: Queering 
the Camp,” in Camp: Queer Aesthetics and the Performing Subject, A Reader, pp. 2, 9; 
Brian M. Peters and Bruce E. Drushel, “Introduction: Some Notes on ‘Notes’,” in 
Sontag and the Camp Aesthetic (Lanham, Boulder, New York, London: Lexington 
Books, 2017), p. vii. į̸ʜӻ٪½ԝ camper×Ȗ͵п΅�ɭѠ�ǪĿ�《Ј�
Ȗ٪į�«¸�Þմ½ԝ se٪Ǫȩʈ�xͻώ�Ȗ̩ɰɰώŭș�Ȗ٪ſѵgĥ
Ѷح��Ȗ͵
ίԧǥώʤǟӺ́V̂�٪ԉ Beryl T. Atkins, Alain Duval, Hélène 
M. A. Lewis, and Rosemary C. Milne, Harper Collins Robert French-English English-
French Dictionary (New York: HarperCollins, 1993), p. 60. 
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『ŀ〉؁ͻƝʖˀɮ�±ʵ<ώԎ٢٪25 Õį˖Ԗ«أƤ٢ʮ

ʖˀȘȅʴգͻώ�Ùʎ̶Äώ——ȬңƠؑʎ̶ώ�ĎѪ�ѭ�
��į˖Ԗȁх˙ʵ٪ȴɗ�
�ؑȲˊóǿϏˊʖˀćĂ٪Oʴœ

�26 ҢǷ�ʖ�ÜˇĔʥӰ֣ώԎϢ<——׌��óǿ˻ȩʖˀώه
ˀ˖Ԗ��Ò�Ǵ٪Ѫĩ�ͅĽЕ؃ԨƝʖˀώԕԴӍ͵ͫد٪Z�

ȩ͵ʜÄδؓد�ʵΕ΀ƭɑ٨cult٩�ͻѶ『ŀ〉ƙʖˀԊV͸͋ʎ
̶ώد〉٪ÕױѣǡբóǿſѵҦϸѬώȠȃҦ՞π٪9gԩ͵『ŀ

〉ώԮ̸֧؄ȬɈ͊'׈¨ʥʖˀӰΡώóǿ� ٨Estherؠй �27ه
Newton٩Ƥ̩دךظ�Ύ�ʖˀѳŰ	٨Mother Camp, 1972٩٪28 ׂ
KʖˀįóǿՄӺ̋ʜÄώوǐׂԇȅ�Ţ֍֡3ثſώ̧ʩԨ٪ɧ

ԕγȹšӺώӰͤѵį 1960 ǈ<�ӆŤTȩ͵ѪĩγóǿώʜÄs
}٪�į΢Դ�ǝДʖˀҦóǿԩóʎ̶ώƎ�֖х�йؠɗ٭�
)

ΐȬ3gэǁӴԮȩʖˀώ٪Oʴʖˀ�ؑ3gȬ)ΐҢմȲħˊ�٪

Ѷʴ
Ȗɗ)ΐ�3g>Ü̓½Ȭć՞٪ƀgҦóǿ�לώסa��29 

                                                        
25 『ŀ〉ɗ�٪įŢ�«æˊEӑFǻ٨Christopher Isherwood, 1904-1986٩į�Ȳ
ϋӰƟԮ�ŏʶώ�δ	٨The World in the Evening, 1954٩�٪>�ؚώФǃ�
ηֈʖˀ�ԉך Sontag, “Notes on ‘Camp’ (1964),” p. 275; Christopher Isherwood, 
“From The World in the Evening (1954),” in Camp: Queer Aesthetics and the 
Performing Subject, A Reader, pp. 49-52. 

26 Sontag, “Notes on ‘Camp’ (1964),” pp. 277, 290.  
27 Esther Newton, Mother Camp: Female Impersonators in America (Chicago: The 

University of Chicago Press, 1979 [1972]), pp. 105-106; Cleto, “Introduction: Queering 
the Camp,” “Section II Flaunting the Closet: Introduction” & “Section IV Pop Camp, 
Surplus Counter-value, or the Camp of Cultural Economy: Introduction,” in Camp: 
Queer Aesthetics and the Performing Subject, A Reader, pp. 4, 88-89, 302-303. 

28 Мѵƙ֐˕˄ôՁ͵�ʖˀѳŰ	٪�ĥйؠį˄˕ʜ�«Αؚ�ף�шՃѵώ
̻Ԑ�٨“Note to the Reader”٩٪Ԯʮ'˄ôώûȖ�йؠӰϷ˄ôço Mother 
Campˊ؂ׂ͍Ȗظ٭�٪Ţƙ̀̕ا
V͵ʘЉ٪ȖɗγȹšӺӰͤѵҦ9ó
ǿԎϢώסa٪γȹšӺӰͤѵˊʵˈЉҢƷ �͵ѳŰ
٨“mother”٩٪} �ɹW
ѳŰƙ÷WԐ׀Ȳˊم-֐ԣ
���̋٪ŢȾѳŰλǪƌԝ٪Ѷ
ʖˀ©ɗ͋
ʙfǋ٠ώвщ٪֐ÞʱȪώc?٭ʖˀǋ٠ĸ˕�αΊ̊˧ǼƋǒώ��ҤҦ
һԼז�[٪\ŤϼѼώ�΢ȓÄώ̠ԋ٨Mother٩>ÜЫb�͐ Ќώš3٨Woman٩
ώ��Ҥ��ԉ Newton, Mother Camp, p. vii. 

29 Newton, Mother Camp, pp. 105, 107.�ʖˀѳŰ	×͵йؠʥ 1968ǈįҰ¸Ċœ
ſƂȩώÐŋԴʜ٪ Ύʥ 1972ǈđ֐��˕˄̙�ǧʢ٪Ƹэȩ͵3ثſҦ
ȅ٬¢ϰЎώэ��į3ثſώآķ٪֐˕>̧ʩԨϰЎλ<óǿϸѬώف�Ž
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Ƥ֐fȖĂѶԒ٪ʖˀ؉ԇʖˀώóǿ��٪½ÙĒهʴįȈóώʜ

ÄЄǍ�٪֐-ՄӺľķӰͤѵώż̓Пη٪ʴ�ЈóǿćĂώׂԇ

ӨŹǟ� 

йؠɗ�ʖˀˇǁԉώΑҮˊ٭���Ҥ�²ľȅҦǋ٠٪
�

ѵϏҦóǿώȏ̷ҦПηЀƎϛס٪��Ҥʴʖˀώ²٪˗اľȅʴ

ƀώد〉٪ǋ٠ʴƀώПη�ס�ʥ��ҤώΑҮ٪йؠӰϷ
ʖˀ

֑ǁѡʥƝʥ��Ҥώ�ѧ�ϬԌȬ°֔٪óǿȬӔαɗ���ҤȬ

Ԙԓ��Ҥ[�°֔
ʖˀ����٪
ˢώ�ѧλͻʴʖ׭Ҧ¬ײ

ˀˇˊΑҮώ�Ј��йؠԩ͵٪²ľȅώΑҮƨΡį�fєƎϛ֖

ώʤؔظ٭�٪
ʖˀʴد〉�٪ƙׂ٢Ƿ
�ΐʴ4ٜսЅ¤ƀϞ

բ[ŤT���̋٪ʖˀώȯ²ÄǪǟ٪ʖˀќʴΒ͋ӰͤѵҦԎϢ٪

ʴƀώх֐ �˻Л�٪ʖˀǧͧŤ『ŀ〉Ȳɗ�
żˊV͵ԏҮȹͤ�

٨Being-as-Playing-a-Role٩Ҧ
έĄV͵²ľ�ώϬԌ�įǋ٠ώΑ
Үʤؔ٪йؠǦԲ٭
ʖˀʴ͵'˽զ٪ʖˀώϙώʴ͵'ՅԎϢЙ٪

)ƒ�٪ƀʴǋ٠ώвщ�ʖˀǋ٠ʴ͵�f3ώ��ҤPѧϋЙώ

вщ�Ѷؑċ̺��Ţƙǋ٠ԊV
óǿώ̅ ٨̋wit٩Ҧ֏Й٨clown٩�٪

Z�9óǿϋЙ٪Z9gώέ̓Ŏ٢̒ȁ٪$ӔαՅκȅȧ͵9ϋ

ЙѶǝД̄˾��30 ɱäԣԮ٪óǿՄӺӰͤѵэαōӰˌز>Üȅ
¢ԏҮώȹͤ٪Ė²ȅİɋךҦȲȹͤԏҮώը؄٪ӔαҢĝҦΜЙ

ώͤ�[ű˽ԎϢ٪ZǶóǿҦóǿ�óǿҦκȅȧį̒Й�ȶȩ�

΍� 

į 1970ǈ<�ӆ٪Ȱ΋٨Richard Dyer٩ҦƹƼ ٨̔Jack Babuscio٩
Нſѵ٪ɨѣǦԲʖˀ�〈ĸʥóǿώԩóʎ̶٪ʴóǿȘȅˇ˧Ǽ

                                                        
\٪ƂȩǴ�Ϛ̲ˊįATˏ��Ρ֡˄Ԝ٪Oʴ¤' 2018ǈ�$ƤʴƀƂȩ
ȁ,Éǈ٪Õ�Ҩȩ͵�Ѫĩ3ثſƋ	ˏ�ѐñ�Ф˄ԜȲĤجώэ�٪�į
PѧǶ¤֫[ώ҈Ƅ�ԉف�ſώث3 David Valentine et al. “Special Book Review 
Section: Reviewing Mother Camp (Fifty Years Late),” in American Anthropologist 120: 
4 (Dec. 2018): 850-861. 

30 Newton, Mother Camp, pp. 106-107, 109-110; Sontag, “Notes on ‘Camp’ (1964),” p. 
280. 
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ώ°ȖƨΡ��٪Ҧóǿώż̓ПηƎ֖ס��Ȱ΋ԩ͵٪ʖˀ׫'

ʴóǿ̅ʺҦ˽զώӰΡ�ō٪ְ
ʴ�ЈҢӬώǪǟ٪ƣ�ʴį֡

Ù٪óǿҍŤ̕ơ׉Ҧ̒ȁİĝǞҢƷ٪ȖĂӇ9gé>Ɲ:баώ

Ӟń�9g�؉ԇŕԩϟϞǲ)ΐ٪�؉ԇĥƀѶ=9g̰͊��31 ƹ
Ƽ҅©ǦԲ٪
ҵώ̅ʺ�٨bitter-wit٩ʴʖˀˇ�ԇώǋ٠Ǫǟ�9
ɗ�٪
ǋ٠�αԩ�ΐ�3هΐȬΔ̷Ҧ�ҏчǦͶώ��ҤȲ֔

ȩ�٪֐ح�Ј��Ҥˈ֔ȩĝԷώ٨ironic٩ʐ˞�óǿĄ֟�ώΜ
Й٪Ƥįʥϸˈy֣ш9gوǐ��ҤώϫϜԔȊ٭óǿώӞń
Ƥ

}�93�̂�٪ͻѶÕ
ɾˊ�Ӵɨàώƶκ��ĥ̕٪óǿ֬ʀ>

ʖˀώĖ²ϡδ٨vision٩٪[ȣ:֐Ј=9gυҵώʚȖΪń٪Ӕα

��ҤώƝ̣�[
ĕբƝ3֐ΐ�)ΐȬ΢ȓώóȏ�٪>
į֡

І�Ƅѭ̔ؔώԩó�٪ĥ̕Ɲʖˀώ̌՛٪
Ӱ֣'Ɲóǿ�ĵэق

ώó΢Ǽ��32  

lǶ�ɮİ٪Ƿ 1960ǈ<��ʶˏךũ٪ʖˀԴֈώϋƨƤƸэ
֎̖ɗ÷Þȅ٬¢˕՞ԴώȄѴ٪33 ¤' 1980 ǈ<ʶˏֺ�΢Դ֎
ͩįѪĩſӪδدӨ٪ƨΡóǿԩóʎ̶ώʖˀԴֈҦƒծà¤̻ס٪

óʵ٪ƹΑ¼٨Judith Butler٩Þȅ٬¢˕՞Դώȅ٬¢Եʆ˺ȂǙà
̻ϙ�34 ȅ٬¢Եʆ�ʴɗƙκȅȧȅ٬¢*�ΑǺԊV3͵ώǝ˻٪
�¸>ԧœİ́C٪óǿՄӺƤʴʮحώ\Ź�ƹΑ¼ҦйؠƝՄӺ

ώɧԕƨךƝԣ٭йؠԩ͵γȹšӺӰͤѵح�'έ΢ȅ¢٬ϸˈȅ

¢ώвщ�²ľȅώ3͵ǝ˻٪ƹΑ¼ɪө֐fԎ٢٪ɗ�йؠǦԲ

'
ȹͤ٨impersonation٩ώх˻ɳ،'ȅ٬¢ώϸˈǝ˻ήέώס

                                                        
31 Richard Dyer, “It’s Being So Camp As Keeps Us Going (1976),” in Camp: Queer 

Aesthetics and the Performing Subject, A Reader, p. 110. 
32 Babuscio, “The Cinema of Camp,” pp. 117, 126-128.  
33 ѩʡ٨Andrew Ross٩ɗ٭�
ʖˀé>Ԋ͵˃ʭƤ>وǐКӠÄώʤǟɮ�օ
ǈؑ˕՞�ѭώšȅ�ѭѵȲԳԴώȅ¢ƶκđا�٪ԉ “Uses of Camp (1988),” 
in Camp: Queer Aesthetics and the Performing Subject, A Reader, p. 325. 

34 Bergman, “Introduction,” pp. 3-6; Cleto, “Section III Gender, and Other Spectacles: 
Introduction” & “Section V The Other Issue: Introduction,” in Camp: Queer Aesthetics 
and the Performing Subject, A Reader, pp. 202, 356. 
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Äώ〈د٭�ƹΑ¼֙ѶɪԴ���ӟ˻̅¥דՄӺʜÄƒծ٪Եʆ

'×ΎώȬظԇώȅ٬¢ԩó˺Ȃ�٪$ƤʴԮ
į́Cȅ٬¢ʵ٪Մ

Ӻ׺дİɳ،'ȅ٬¢˕մώ́Cх˻��>Üƀώsͻȅ��Ȳ>٪

ǷՄӺV͵ȅ٬¢Եʆ[ɪԴ٪
óǿ�ʥκȅȧ�ؑɓՎ�ʥ×Ύ٪

ѶʴɓՎ�ʥɓՎ�٪ĥѶتԈ'κȅȧ؍ 
̊ƝҢͻÄȬ˕՞Äȅ٬

¢ԩóώƇЉ�٪ZκȅȧŘÙ˕՞Դ�ώ��ȅ�35 

Ȩ�į 1970ǈ< ˏɍʉՄӺϐõ�ʵ٪̔ʴ『ŀ〉�йؠ�Ȱ
΋ҦƹƼ҅Н3̕բǯӅİɮ�ʖˀԴֈώʵˏ٪ŢgַÚҦ'óǿ

̊£֟½ώʜÄ�ϸˈҦ̙ëώϋƨ�؁ͻ٪Ȩ�°֔'هΡՄӺϐ

õʖˀƒծώΟՕǭ}٪Õǳéȑİ�˓à¤ԤˊώԐՃ�ɨàҦׂ

Ԋ�МѵĜԟƙƀgʍ¤ 1969 ǈϯΌբѭ«ǴώʖˀѪſҦʎ̶ϋ
ƨҏчԢ׀٪>ɧоƀgهΡʖˀȘȅώ؂ׂȅϡδҦПη٪įóǿ

                                                        
35 Judith Butler, Gender Trouble: Feminism and the Subversion of Identity (New York 

and London: Routledge, 1990), pp. 31, 136-138, 160, 169. ƹΑ¼ˆЦϭɮÜ٪ȅ٬
¢Եʆ7ͻˈ̜ż�Ȳ́C̊؍ώØšʜÄ�ſѵgƝóȅȧՄӺʴùØš٪ώ
ϴżį˹͵�˹ÄώϞ̸�Ƽׁ٨ؠAndrew Britton٩ҦǢΥ٨Marilyn Frye٩Н
3ɦßȻ¡Дľ٪ԩ͵ՄӺϐõƝšʮʰώԵʆ٪ƙ׭ˢ̩՞Äдȩ�ҢͻώҦ
ȆԪώ٪�ʴƝš3ĝǞ�άңѫւώCʐ�ÐӒƥ٨Leo Bersani٩©ɗ�٪γ
óȅȧʖˀİԵʆ׭ˢ̩՞٪؁ˊɳ،ȅ٬¢�͵ϸˈǝ˻ώتԈͪ¶٪�éǠ
ԡİӴԢ׀͵Ԑ˻šȅȖՊ٪OÕóʵʴӔαбձšʮʰώ׭ˢ̩՞٪[ϋ 
́γ
ȅƝšȅώʚȖ��ϛÞİ٪ł�£٨Laurence Senelick٩̂ эЦϭĤȣǢΥώȻ

γóȅȧ٭¡АӇ׭ˢˌز٪͸ԴŎȆԪ٪éҍʴ�ЈҤʘώԎȂ��̸Φ΋
٨Brett Farmer٩©ǦԲ٪ȻؽγóȅȧƝšʮʰώʖˀ́C͵Øš٪�ʴ>˕՞
Դ[ϞǲšȅҦ׭ˢ̩՞ώ֖х�9�ǥՄӺϐõʖˀİԵʆšʮʰ٪ÞѶխґ
Ҧ՞π'ȅ¢˕՞Դ٪��ƙ׭ˢ̩՞ԊVšȅȲΙˊώУν٪�γóȅȧɧо
9gҢƷҦ׭ˢ̩՞סaώӰΡ٪цؑØšӰΡ�αʥȨ�ɍʉώՄӺϐõǭ}٪
ÔZʴح���Ҥώǋ٠ώVć٪$̲ˊȆԪ�ĝǞȬѫւώӰΡ٪ÞѶƨΡ'
ҢĝώέżПη٪ʏМѵ�˓įӨʜ�ԴÜ֐-;΍ҦØšώסa�ԉ Marilyn 
Frye, The Politics of Reality: Essays in Feminist Theory (Trumansburg, NY: Crossing 
Press, 1983), pp. 137-138; Andrew Britton, Katharine Hepburn: Star as Feminist 
(London: Studio Vista, 1995), p. 88; Laurence Senelick, The Changing Room: Sex, 
Drag and Theatre (New York and London: Routledge, 2000), p. 429; Leo Bersani, “Is 
the Rectum a Grave?” October 43 (Winter 1987): 208-209; Brett Farmer, “Chapter 3 
Camping under the Stars: Gay Spectatorships, Camp, and the Excessive Female Star 
Image,” in Spectacular Passions: Cinema, Fantasy, Gay Male Spectatorship (Durham 
and London: Duke University Press, 2000), pp. 129-133. 
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ҢȪӰ֣>ÜɘȮκȅȧŉևώׂԇՐΚ�Мѵ׫'ˊвщİɵǡʖ

ˀԴֈ�ō٪$ƙÚ;йؠį�ʖˀѳŰ	ȲԲ、œдóʵˏՄӺϐ

õώϸˈӞń٪>ÜȨ�ƝŢώՄӺϐõˋÝώ׮ֈ٪>ˏ͑�ԐՃ

Ȩ�;΍�ՄӺϐõؔƝȈóϸˈώż̓Пη� 

αʥȨ�ɍʉώՄӺϐõэǁCʐšʮʰ٨Ȭố٩ώْ¶ģƘ

[ʖˀİƨΡóǿԩó٪Мѵ$ƙչ>؈ǭϰЎ�ώʮʰϰЎ΢Դ٪

�Ӕα֊͞Ҧ�ѧ֐-ՄӺϐõéҍ́CώţӂŃšʮʰǪՊ٪իآ

ķİԢ֐׀-;΍�ΙΑώʖˀѪſҦʎ̶�МѵȓǦԲ٪˕ʜ͵ʉ

ǭ٨ë٩ϰЎ٪�նƙǷʉǭώŴ6ΑҮӇȳ٪ӔαԊԌ�˜ح�Ȩ

�ŤTį 1970 ǈ< ˏךɏ'ʖˀώ׌�ʉǭƒծ�МѵƙįЛ*
Тɧ˜٭«ֈǭؙȨ�ώ؈ǭҦʵƢʜÄ٪�ƒַƨΡ'ʖˀȘȅ٪

Л��ģТ©ƙԐՃȨ�ʖˀƒծώ°ʢՐΚ�Л�Тѽ͹ʥȨ�ɍ

ʉՄӺϐõįآ�ķώՄӺ٪МѵϋΡ9g�ƒ�˓�ͻŤйؠȲɭ

ѠʮϙǥқİƝɂκȅȧ�δ٪ѶʴįԿʎϖɩώϸˈ>яťя҅ώ

²ľȅՄӺ[ϩ͒֡٨סpass٩͵ š3֐�Јײś֤׭ώ؂ׂȅПη٪

óʵé>ȘèóǿϸѬĮхƝɂȈóϸˈ٪>ÜتԈκȅȧϸˈȅ٬

¢˕՞Դώ̊؍mԘ�ЛģТ̻סȨ�ɞɜįÌך�ώ
å�ֱ�ֹ

ú>ÜЀآķώՄӺϐõ٪׫'ǜѣ9ح�gįآ-֐ķώՄӺ0Ɋ

Ԑ'ȅ٬¢˕՞Դ�ō٪МѵƙԴ˜9gĥ�؉ϩ͒֡סѶįԊԌؔ

÷ɏƨ'ʖˀǋ٭٠йؠȲɮ�ώʖˀǋ٠٪�ԇʴɗγȹšӺӰͤ

ѵį½șͤ�ʵťԬŤΠώԦԵԒԳ٪Ȩ�ʉǭ�ώՄӺϐõÕэǁ

Ӕαԧœ֔Vİ́Cšʮʰ٪��ˊʵƨΡ9gҦȲCʐƝՊώ��

Ҥ٪>ʉǭŴ6ɏƨ'ʖˀǋ٠ώʢ÷ǐ�Мѵ$ȓǦԲ٪˕ʜįʖ

ˀԴֈ>ÜʮʰϰЎ΢ԴώͬϘ��٪ʤҍƝȨ�ώ֐-;΍έή�

«Ȳ˓ԉώ½3ѪȘҦ¶ׄ� 

*�ǭؙȨ�ՄӺϐõʉǭώʖˀ؈ǭҦʵƢʜÄ 

Ȩ�į 1970 ǈ< ˏɍʉ̹ŋؠՄӺϐõ٪֨֕óǿ̊£֟½
»ҧ�׷�į 1969 ǈ 6 ˉ 27 ʬ͑ŏ٪αʥԿƑƝйд〉˝Ů̶˘
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٨Greenwich Village٩ϯΌֹú٨Stonewall Inn٩ώҡ̆٪Ѷǡϋ'Մ
Ӻϐõ�ȅƱVѵ�šóǿҦӫ̧įԺׁϊǙľ٨Sheridan Square٩͵
ˏ�ŔώɂՂ̓½֐�ʴˊë>[Л�fه׿Ɲóǿ�̧̊ˇœҁώ

ςă٪ȩ͵λ<óǿ̊£֟½ώϋЗ)@٪ĥѶӴЉVϯΌբѭ�36 
Ȩ�ˆэǳʮόİɗ�٪ŢͿԾώՄӺϐõįϯΌբѭ�ǴώƱVҦ

ϸˈӞń٭
͵'έż�Ù٪ˊ�-ՄӺϐõؒϸˈʒͮέ̓٪ˊ-

՜͐٪�9͵ǯ̕њӯˌȬ՜9gįҩՒǏ͏¤ώãӇ�ֳʵՄӺȩ

κȅώ3g̲ˊƱV̅ˈ٪9gάңӴœֵ�γóǿϸѬʍ֎��37 
Ȩ�ώՄӺϐõˋÝ٪λʵĥ͵ʪǅٖʮİƨΡҢƷώմB٪Ѷįϸ

ˈ�ȼ�¤ƱV� 

ÚѴйؠώôӇ�ʖˀѳŰ	٪é>˃ϨԐȨ�Ȳɗ�ՄӺϐõ

ώ¹ÀӞń�〈ʄйؠώΰ׃Բ、٪į 1960 ǈ<�ӆѪĩ�ԇˊ�

�Ź٨street fairy٩;أӫ٭γȹšӺѵثҪê�γȹšӺӰͤѵ٨“stage” 
impersonators٩�
ӫأ�γȹšӺӰͤѵ٨“street” impersonators٩�
ӫأ;Źʴǈպώ͸˸ՄӺϐõ٪�γóǿ�δώˇ׵�м٪�ͻʹ

Ϸ`ηȅώ׭ˢد〉�αʥ9g֖įآ�ķՄӺ٪ַéҍˈӴԿƑß

і٪��PƧϸˈǎƩ٪�$̲ˊ4ٜé>ŘÙ٪Ȳ>ϯΌբѭœַ

αӫأ;Źϋ½�38 йؠϰЎώ͹٢©͵ƚ˸ώåō٭ث�
Ҫê�
γȹšӺӰͤѵǈгշœ٪9gįŏǏҦֹúǷ)ΡľӰ 
ٮͤӫأ�

γȹšӺӰͤѵœֵ�ʴ�É̘>�ώǈպӰͤѵ٪9gǷ)ƝĞώ

                                                        
36 M. McGarry and F. Wasserman, Becoming Visible. An Illustrated History of Lesbian 

and Gay Life in Twentieth-century America (New York: New York Public Library, 
1998), pp. 4-17.  

37 Goldin, “Preface (1992),” p. 6. 
38 Newton, Mother Camp, pp. 7-8, 18-19, 38. ѩʡ$׮ֈ٪ϯΌբѭώɂՂѵˊǳŎ
ʴАӇšӺώӫأՄӺϐõ٪ԉ Ross, “Uses of Camp (1988),” p. 309. ӎǻΥ٨V. 
Varun Chaudhry٩©ȻԜ٪йؠƙӫأ;ŹԊVóǿ�δώˇ׵�м٪ح،'Ţ
oΰ׃Բ、ώѪĩ�ԆֵγȹšӺӰͤѵώϸˈ٪>ό3͵�ώԊ׃٪͸Ԋʥį
ЈʩҦ׵м�˃͵ֱїϸѬώɧԕ٪ٟ ϑҘώγȹšӺӰͤѵæ�ΡįԗԳώֱ
ї٪ԉ“‘Street Fairies Have Nothing to Lose’: Reading Logics of Difference in Mother 
Camp,” American Anthropologist 120: 4 (Dec. 2018): 859. 
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ȲǝДώϸˈҏч[Ϟ٪Ȩ�ώɍʉƝՊؠӰͤҦҪկ�39 Ƿйؘ׎
 �Ź٪$ƤʴϸˈİPÉ�QӅώγóǿ;أώӫؠͻ͵̹ŋح

ʫͻϯΌբѭώɂՂѵˊǳŎʴӫأ;Ź٪͵ TȨ�ˈӰʮ 1970
ǈ< ˏώՄӺϐõ
Ӵœֵ�γóǿϸѬʍ֎�Āٱ�ƒ٪įϯΌ

բѭ�«٪óǿϸѬƝՄӺϐõώ�Ɓ٪ƤƸэˊǳזώ̙ë�40 λ
óǿ̊£֟½ךũբ̖٪ӫأ;Źį֟½ώآƞİPà¤ΉՂ٪óǿ

ʎƆgƽˎ֟½Ƕ¤ϸˈœϢώƛʘ٪և�ȓƙՄӺϐõեĤ̇�٪

>�9g�Γ�ͅϸˈԎȘ�_ւšȅ�ѭѵ>ÜŇǦóǿʴ϶ϡώ

μ3ÒՊ�41 L̹֐׸γóǿ«֙ң̔ǁÄῴͫ٪ԙŎ3ʌأɱؔ
ȩײ¬ōĵ�ˇǁԉώ͵ 1970 ǈ<ӴЉ͵óǿ�٨clone٩ώΖγ׳
٨macho٩Ӻȹ٪9g֌սՄӺϐõώōԎ٪εǇأ�Ӌٌٍ٪ɾˊג
�ÌմȬАҊǼ�ȬӇG˒ƱɟӳԄӱ٪�Ìմɹ٪ّهώǦq֡ב

ָєմΏ8ԀҦؕŹ�óǿ̊£֟½Ҧĸ֙šȅ�ѭѵώѿϔǦÄ'

ƝՄӺϐõώɖѣÞȘ٪γóǿ�ͅսՄȩײ¬Ɲײ¬ώęؔ÷ȅü

ǡ¶�42 йؠį 1979 ǈ�Ύώ�ʖˀѳŰ	ʌΎǍԒ٪Ƥʮόİɗ
fγóǿ�δį֐� 1970 ǈ<ώƴœսՄ٭ĥ͵ՄӺϐõ׭ˢÄώ
̭ô٪ԙŎγóǿ3كİǷ׭ˢد〉ս÷د¬ײ〉�į〉˝Ů̶˘ώ

ӫײ٪أ¬γóǿß<Éǈ«ώՄӺϐõ�43 

ϯΌբѭ�Ǵ٪į>حϙد¬ײ〉͵ͫͅώγóǿ̋ʜÄ٪ӫأ

;Ź�
Ҫê�γȹšӺӰͤѵ>Ü
ӫأ�γȹšӺӰͤѵ٪׫'

įŏǏҦֹúНű˽�δώӰͤ�ō٪ַӴɣʅ¤γóǿϸѬώˇֱ

ї�44 Ƿ֐f̙ëՄÄ[Ϟ٪Ȩ�ʉǭ�ώ̹ŋؠӫأ;ŹϸѬ٪×

                                                        
39 Newton, Mother Camp, p. 7. 
40 Carole-Anne Tyler, “Boys Will Be Girls: The Politics of Drag,” in Inside/Out: Lesbian 

Theories, Gay Theories (New York and London, Routledge, 1991), pp. 34, 37. 
41 McGarry and Wasserman, Becoming Visible. An Illustrated History of Lesbian and Gay 

Life in Twentieth-century America, pp. 4-17. ˊ-šȅ�ѭѵȻԜՄӺϐõАӇš
ӺώȆԪ́ ٪̂��ЈØšώӰΡס�ʥՄӺϐõùØšώΉԴ٪ԥԉ˕ʜԛ 35� 

42 Senelick, The Changing Room, p. 428.  
43 Newton, Mother Camp, pp. xi, xiii. 
44 Senelick, The Changing Room, p. 400.  
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˕Ƥȩזʥ>κȅȧ͵�ώϸˈ٪9g<Ӱ'γóǿώ¨˛ÒՊ٪$

Ƥʴזˏĥ׭ˢ̩՞ѶӴ̭ôÄώ�Ѭ���٪įóǿ̊£֟½ώͫ

ͅǎ�٪9gȘà¤ώŉև�̲ˊĥ͵Ȕ[ȔŎγóǿΡմѶշ͵͊

ӿ٪ÞѶĥ͵9g7ĹɖγȹšӺ٪֬ʀ�>د¬ײ〉Ρմ٪ѶȘ¤

ӴγóǿϸѬɣʠώυҵ٪ȩ͵ʫӴκȅȧÛӴγóǿɣʠώ˹ǐֱ

їżį� 

Ȩ�ˆэĤج٪ŢλʵƝ֐-ӫأ;ŹώȘà٭
į 1970ǈ<ʭ
ˏ̹ŋؠώՄӺϐõ٪Ƃ�ο؄ʥóǿҦκȅȧϸѬ٪͵ϟώ̓įİ

�ώżį�Ȫթ9gέ̓'ʛǈ٪Ѷ�Ȫȓԇȩ͵ՄӺϐõ�ȪȗՄ

Ӻϐõ٪ĥ͵9gʴ�δ�ˇѪٙώ3g٪��9gƝ�f؂ȅȧώ

3ʴƂѪώ��45 Ȩ�͕˷Ӱ֣ŢV͵؂ȅȧ٪ƝՄӺϐõʫԩóÛ
ȞˎώǼȏ�؁ͻ9g
̓įİ��٪ʴQ׵мώך�γóǿ٪ŢÕ

ʴ>ƎÝ�ȗ3�
Ƌ3�ώԏǐÙɍʉ9g٪ӰϷŢώʉǭʴסʥ


ʢώéҍȅҦգդȅ�٪ɍʉƝՊ
�ؑ͵ȅ¢͹țτ٨dysphoria٩
Ȳҵώ3g٪ѶʴӰΡ'ȅ¢ֻׯȘ٨euphoria٩��46 

į�œӬį〉ѩŖӫ٪̹ ŋؠ	٨David at Grove Street, Boston, 1972٩
�ĭ 2��٪Ȩ�ε�įՄӺ�δ �ҷǚώœӬǈպ։3ώ׽؀ó
մǭ�įλʵ٪ՄӺˋÝĨэǁƙœӬ̣ʆȩѪĩšʮʰ٨ố٩ه

Վk ٨˵Marisa Berenson, 1947-٩�47 Ȩ�>ˊŤιȖ ٨̈́Pictorialism٩
ʉǭώˢ͹ȳ̸٪ɞɜœӬ�մǹǀ SĵİǷːˑώƈ�͇Ρ�įǋ
ʻŘ͹�ʸ͑˹͓ώҊʸԄʱ�٪ѧ�ώœӬϞբ[ءɨօԎѵ٪Õ

Ûĥ�͢ئЪώ́Яιؔ٪Ѷήέ͝ą։؄ώȘԌ�9ьӇώÌيז

ηǹً&٪ʗӅώيъ͵9Ň͔ȜȤ̩Ȋ�9ώմهrƝϛ̅٪3/4ؔ

                                                        
45 Nan Goldin and Taka Kawachi, Nan Goldin: Couples and Loneliness (Kyoto: Korinsha 

Press, 1998), p. 20. 
46 Goldin, “Preface (1992),” p. 8. 
47 B., “Remembering Kenny (1992),” p. 39. Վk˵į 1960ǈ<͵�ʵƢ	٨Vogue٩
؃Ԩώố٪į 1970ǈ< ˏ٪įяʡǓļ٨Luchino Visconti, 1906-1976٩ƞ
ͤώ�ِʣŮƥʡ	٨Death in Venice, 1971٩>ÜUԆ٨Bob Fosse, 1927-1987٩
ƞͤώ�ֹǏ	٨Cabaret, 1972٩�ʃAԇԏ� 
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ώŬţ,ƃ©ս÷؂٪أוϡˎӇ�؂أוčպĒ٪ǀ٢ԚԮȬԫȐ

ώ̨Ī٪Ѷѹ؜�زĨώ׆ƪ2٢©Ň͔'҇לإώ׾�Ă֢�œӬ

АӇʵƢ؃ԨǁԉώٟҮ،ҔòҐɈҌ٪48 ح�շ͵Öƒώ҇Ҋ�Ғ
�>ÜȳҞѕ【٪Ѷ�9ώ�մǇĴ�ѥ"šȅБ�ώҌֵ٪ʗϋӇ

�ÃɒγȅȳҞְ٪Α٢هó׽ȅȘ٪Ҧ�ϛʱώ؀ثώåهó׽؀

ώр̤Ɲ̣šȅώԧزȳΪ�9ȳɯӇҔ٪ɗơřӇ�̝ͼ� 

Ȩ�ȲʉՄӺϐõ׽؀óهώƨͤ٪ŤœӬْ¶ģƘώՄӺ٪�

ʴƙŢgįȩ֡זІ٪Ȳà؈ǭҦʵƢʉǭ�ʖˀćĂώ΀ͶȘè٪

֎ͩսÄȩҢȪӰ֣Ҧ°Vώس��«Ԓɮ¤Ȩ�ҢֈҦœӬӇ։ʥ

ěƖ�١ǻٙҦ�Нգмšʰ٪ְ˽̕�ρİ��ԎϞëƎʡҦغ¿

̯Ҽώİ؈�ǭ٪֐ӻƙ֙�̖ɳ،Ȩ�˓ˆɮÜώׂ֐٭٢-�ƒ

ַʴγóǿΕ΀ƭɑώʖˀšʮʰ>Üİ؈�ǭ� 

『ŀ〉į�ʖˀ˖Ԗ��٪ƤϚɗěƖҦ١ǻٙį؈ǭ�ώӰͤ٪

͵ʖˀȘȅώه�ƒծ�įԴÜěƖ׽؀óهώʖˀ�Ѫ٪『ŀ〉Ӱ

Ϸ٭ 


T.	Wc ��AF.C�$��@3U$~&X�H

�=�����aVDAF;8G�&c:�����)

H�……#w�O�!-,rcr�t5�
	qo6�c
����jP�vacancy��#N�AF �pB. �Gz
7_ce[�8�2�Glnc41���8K�Glnc

41�+#B����	c\[8��sex��#��^	�
�Gr�c��Jc�W�#�Jc'	��Gr�c��

�c�W�49 

                                                        
48 įѪĩ٪šȅ،Ҕ�ӯ�Ϛԇ¤ 1960ǈ<ώȅԐʍ�Ǵ٪ȴȩ͵ʬǁАӇ�į

1970ǈ<٪، ҔòҐɈҌӍ͵ǈպšžώʵƢ�ԉ Claudia Mitchell and 
Jacqueline Reid-Walsh eds., Girl Culture: An Encyclopedia, Volume 1 (Westport, CT: 
Greenwood Press, 2007), p. 702. 

49 Sontag, “Notes on ‘Camp’ (1964),” p. 279. 
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Мѵ>ěƖį؈ǭ�Υ�šΛ	٨Queen Christina, 1933٩�Ҝͳ
3âώ׽؀óهՄӺ͵\٪Ţ�|ĥ׭ˢҦ؃¬ײɬώ̩՞Ѷʗϋ։

3ْ¶٪Ѷ�αʥŢ��͑ǐώͤ�٪ح�ȅԏҮ�ͻʴōӰώȹ ٪ͤ

Ѷؑα�ѶōώӰΡ٪ĥѶþΡèĕԎѵɁƘȓ}ҦȞˎώЏ̀�『

ŀ〉ɨӇǦԲ٭
ҦʖˀƝ׽؀óهćĂثNώʴˡЈϞբ[N!ǳ

�óOÕ͸�óώ)ΐ٭ƝԧœώȅΑǺȬ3〉֔V٨mannerisms٩ώ
ȗţ��50 ƤМѵώ΢ԐѶԒ٪ʖˀد〉ǦԲ��ַʴ²ľÄ�ÙҢͻ
ÄώԏҮȹ ٪ͤĥ̕ث֐ʮʰώӯزҦƨͤé>ʴ׽؀óه٪Ȭʴ֡ͱ

İ׭ˢȬײ¬٪ȬʴϮɬ֔VώōӰ�йؠįԴÜʖˀ�『ŀ〉ȲԮ


żˊV͵ԏҮȹͤ�Ҧ
έĄV͵²ľ�ώϬԌ�ʵ٪ƤˆэԢ̼׀

¼٨Parker Tyler, 1904-1974٩ƙěƖώӰͤȓȩՄӺ٨drag٩٪51 �ĥ
Ţ�-Ѿôώ׽؀óهƨͤ٪��įȹͤҤĄš3�ʵ٪эǁد〉Ä

İ�άңԧœİʦƨšȅْ¶�52 

『ŀ〉$ЦϭɮÜ٪١ǻٙȲ� ,٫ʡϊĻ٨Josef von Sternbergؼͤ
1894-1969٩ƞͤώ�ֵѪĩ؈ǭ٪͵3كώĎѪ�ѭʖˀƨͤ�53 ٚ
�ӂk٨Diana McLellan٩>
ϼ;Ҭώʖˀ׽؀óه�٪[ɗЉ١ǻ
ٙSʄȅ¢ҦȅȞל�PѧώʮʰǪՊ�54 ҈ƥ ٨˵Rebecca Kennison٩
©>ʖˀʵ¨[Ԣ١׀ǻٙį�ɺ̿Ċ	٨Morocco, 1930٩�Ҝͳ3
âώ׽؀óهȹϛҦӰͤ١٭ǻٙմӇγȅώوǂ�΄Ʀˌ٪ȳɖع

Ӂ٪įŏǏҪê̐و�ˁ�Ǵ٪իդĪ̉¤ԎϢƿ٪֞ȯİшšԎϢ

�ý�҈ƥ˵ƙ׽؀óهώ١ǻٙƝšԎϢ�ɘ֏٪ԐՃȩ֕ľoȯ

ώʖˀ٪55 ��ǡί�ʡ٨Sue-Ellen Case٩ȲԮώ
[Ԣ�мʖˀو

                                                        
50 Sontag, “Notes on ‘Camp’ (1964),” p. 279. 
51 Parker Tyler, “The Garbo Image,” in The Films of Greta Garbo, eds. Michael Conway, 

Dion McGregor, Mark Ricci (New York: Citadel Press, 1963), p. 28. 
52 Newton, Mother Camp, p. 109. 
53 Sontag, “Notes on ‘Camp’ (1964),” p. 283. 
54 Diana McLellan, The Girls: Sappho Goes to Hollywood (New York: St. Martin’s, 2000), 

p. 113. 
55 Rebecca Kennison, “Clothes Make the [Wo]man,” Journal of Lesbian Studies 6: 2 

(2002): 151-152. 
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٭fľʸ֐׀ׂ٢�ʴԇ>å�fϟƒ[ɇԑϟƒ٪ѶʴӔαԏҮ

ҦŢgԫȐώ̨̩>ÜպًʂћώōӰ٪Ɍ˳ϟƒώԎȂ�λͻ٪֐

ʴʖˀώ̨̩٪>�кЭ
ώƳԓ٨artifice٩͡֍ľʸԲǐ��56 

ѩʡ٨Andrew Ross٩Ҧ̸Φ΋٨Brett Farmer٩ϛѢƙěƖҦ١ǻ
ٙННӇôţӂŃʖˀšʮʰ٪ʍ¤γóǿ̋ʜÄώɨàҏч�˜�

̸Φ΋ώ>ث��٪ά�<Ӱȅ٪9ƙγóǿĖȗώʖˀšʮʰÈ¢

 ,Äİ́ʆΊ̊ǎ�ώȅȘs}٪ŤؗʡΑ٨Mae West〈دǐو1٩٭�͵
3٩ӰͤٮӰͤ٪ŤěƖ�١ǻٙهó׽Äώ؀〈د2٩ٮ1893-1980٩
`ηȅώɩ¥ҦҢ�ǪՊ٪Ť�ؔ»٪Ƿ̸Φ΋ώ̚иǶϬ �57غ¿
ɮ¤Ȩ�ҦœӬį؏ʲˏώs}ěƖ�١ǻٙҦ�ʴˇàγ̔٪غ¿

óǿ΀ȗώ׽؀óهÜ٬ȬҢ�ʖˀšʮʰ� 

『ŀ〉į 1964ǈƤ͵ʜɗ�ëƎʡ�ѲϡώwI	ώʖˀΑҮ٪
ƙ�ɭֈ͵
�Ѭš3Ҧ˃œ�Ѭγ3٪9gœֵ�АӇҩՒǏӀٙ

ѲϡώšȅˌӺ٪ŷَ�Ӻ́V̂�ŭșύ�٪�բխҪ٪ӰͤðЈ

҄Șώľؔ٪ȅΕ&�ѩ˅ë>ÜüӦُӰͤ……��ŢǦԲ٪ֵ֐İ

ǭ�ł؈�ՈƏώʖˀyԮɔ՗�٪ɾˊ
ՄӺω٨transvestitism٩
ώԠȅ�٭
įëƎʡώ؈ǭ�٪סʥ3ΐׂԇώ)ƒʴ٪͸̸պʯ�

րֳfʴγ3>Üֳfʴš3�9gʴ΁΃Ӈ͒׽؀óώ

٨intersexual٩�ŎǪșĖȋώ�wI
٨creatures٩��58 حͻ٪Ȩ�į
1972ǈʫȓȩ͵ՄӺϐõ٪ÛҦՄӺϐõүӐȧȗ٪Ѷ�ְƙՄӺϐ
õˋÝgϞV׽؀óه٪ʭƸӃҳʥ؏ƠšʵˏĖȗҦԩóώëƎʡ

ʖˀİ؈�ǭ� 

                                                        
56 Sue-Ellen Case, “Toward a Butch-Femme Aesthetic (1988-1989),” in The Lesbian and 

Gay Studies Reader, eds. Henry Abelove, Michèle Aina Barale, David M. Halperin 
(New York and London: Routledge, 1993), p. 304. 

57 Ross, “Uses of Camp (1988),” p. 323; Farmer, “Chapter 3 Camping under the Stars,” p. 
133. 

58 Susan Sontag, “Jack Smith’s Flaming Creatures (1964),” in Against Interpretation and 
Other Essays,  pp. 226, 230-231. Мѵ^ʄƝ��ʜώ΢Ԑ٪ƙ intersexualՁ͵؀
ԇώȖՊʴγȅҦšȅ҄մώظ
�ǭ؈Ǵ٪『ŀ〉$ӰϷ�óώ�į˕ä͒׽
͎͒٪ɷ½ώ%ȱҦɷ½ώ׭ҽǯ̕é>+ɱ�� 
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̫�ĲŨ٨Matthew Tinkcom٩ƙ̯ҼԊVóǿʖˀώƒծѵ٪ɗ
�̯Ҽ�έַʴţӂŃ؈ǭώγóǿЩъ٪ƝţӂŃʮʰώْ¶ģƘ

Ӈ։٪Ǵ[ϋɴʷʷӗӪսÄœϢʜÄώß÷٪�|ƙҢƷĿ֔ȩʮ

ʰ٪ְʪǅٖʮİƙ�-×[�ʴʮʰώիȅ¢ՄӺϐõ٪ȶ֔ȩգ

мƴ �h̫ �ĲŨ�ǥ٪ţӂŃ΍×ƝʮʰǮǰŔ՝գ�ْ¶ώȶ ٪֔

ՅЩъàʮʰْ¶ģƘώōӰʹȐѶήέΕ΀ƭɑ٪̔ʴƨΡ΍×Ɲ

ϼЂÄʮʰْ¶ώɿז٪ЩъϞ�¤�$�ˈ�˜ҊǴͽՖǼ¶įÄ

Ŧ�ˌز�ȶ�>ÜҚɟННώ΅֔�Oʴ٪̯ҼҦ9ώՄӺϐõŒ

LÕǷγóǿώʖˀϡδ٪ĤȣҦ֌սšʮʰώْ¶ģƘ٭į
Ʊ×�

ώ̹ƽШ.ʬǁέ̓Ҋʸ٪ѶؑţӂŃώƱVƈ٪ƙƧʥϸˈֱїώ

ՄӺϐõЩъՄȩǡ3̻ϙώʮʰ�
Ʊ×�έήώՄӺϐõǪՊʴ

åثώْ¶ģƘ٪9gώتԈȅįʥɳ،
ْ¶ģƘȲ׺Ӗώ¿½

٨labour٩�٪>ÜƨΡϕ¶֊ْ̬¶ģƘÕ͸̸Ťة٪>ÙϼЂÄȲ
CʐţӂŃšʮʰώْ¶ģƘ�59 

Мѵԩ͵٪Ȩ�ҦœӬӇٔҬȓȩ͵؈ǭ�3ΐώӭ½٪̔ʴ̯

ҼȲǡآʷʷЮϼƝʖˀώ΀Ӳ٪��͙ˎé>ǷţӂŃҦİ؈�ǭ

ώЩъՄմȩ͵ʮʰ�ƣ�٪į̹ƽШ.ώ
å�ֱ�ֹú٪>ÜҦ

ֹúӻǌPţÝ�фώ
Ƌǒ�٪Ȩظ�ǐȼ¤'ŢώϸѬ٪$Ĝԟα

ʉǭϋɤҢƷώգмƴʰ�Ȩ�Α¢ǦԲ٪ҢƷ
ˊţϡ¶ϋΡцY

ώ3g٪�>̣̯Ҽ�½ώʤǟ٪Ҧ9gϋƨ�fϸѬ�٪60 Мѵƙ
įЛ��ģТώʋƦԢ٭׀Ȩ�ώՄӺϐõʉǭʴŤT>ؐșʉǭŴ

˗ΑˊώԊԌӰΡȳ̸Ҧ֑ͅʤǟ٪؏�ʥӕİįέή��1Ҧƨ�

ƀgώ֡І٪˃ ͵�½İэ΅ϸѬȘ�Мѵ$ƙįЛģТώƦҁԴֈ٪

Ȩ�ώʉǭҦǭؙŢώʖˀ؈ǭʜÄˇׂԇώƶκ٪׫'˃͵�½İ

э΅ϸѬȘ�ō٪$įʥ>ԊԌÄώʤǟךĒʖˀǋ٠ώʢ÷ǐ� 

                                                        
59 Matthew Tinkcom, “Warhol’s Camp (1997),” in Camp: Queer Aesthetics and the 

Performing Subject, A Reader, pp. 349-353; Matthew Tinkcom, Working Like a 
Homosexual: Camp, Capital, Cinema(Durham: Duke University Press, 2002), pp. 84-
89. 

60 Goldin and Hoberman, “‘My Number One Medium All My Life’,” pp. 135-137. 
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įʵƢʉǭώǭؙʤؔ٪Ȩ�ʮόӰϷŢώ٭ˎة
ȪώɆՏʴ

ȩ͵ʵƢʉǭƾٮȪώϙ̀͵ՅՄӺϐõ��ʵƢ	٨Vogue٩؃Ԩώ
Ɨؔ��61 ŢĖ̒ώ�ʵƢ	؃Ԩʉǭ٪Ãɒǻ٫』Ѻ΋٨Baron de 
Meyer, 1868-1946٩Ҧ̣٨ؠCecil Beaton, 1904-1980٩ώٟόʉǭ٪>
Üѭœ£ΎҦ̸ĩΎώ�ʵƢ	؃Ԩ�ϊώ͇ԧ;΍٪Ťй٨ؠHelmut 
Newton, 1920-2004٩ҦJ�٨Guy Bourdin, 1928-1991٩ώVć�62 Ƥ
˕ʜȲѽ͹Ȩ�ʭˏώՄӺϐõٟόʉǭ[Ԯ٪Ť«ֈ�œӬį〉ѩ

Ŗӫ٪̹ŋح٪�ؠͻءàǻ٫』Ѻ΋�٨ʭˏؠ٩̣�ҏϛȽώι

Ȗ̈́Ѫſ>ÜʖˀȘȅĒϋ�ǻ٫』Ѻ΋͵óǿ�̣؂͵ؠȅȧ٪9

g°֔'ʛ�͕Юљ�ԧز�ŚκώʵƢ;΍٪ƨΡʖˀǁԉώ3֔ȅ�

Ӱؔȅد�〉Ä>Ü²ľȅННΑҮ�63 ̣ؠį 1930ǈ<Ҧ 1940ǈ
<٪͵�ʵƢ	��͇Ӏ�δ	٨Vanity Fair٩Н؃Ԩɍʉ'ԙŎטѲ
ώţӂŃʮʰҦϸˈôͅ٪ÃɒȨ�ҦœӬ΀ȗώʖˀšϼěƖ�١

ǻٙН3� 

Ȩ�Ңֈ¬ךũʉǭʵ٪ŢҦœӬ
æסǼ�ƌ��64 МѵÕȓ
ǦԲ٪Ȩ��ʴæؒţϡ�ȼƝʖˀώՄӺϐõ٪Ѷʴį�ֈ؈ǭ٨ʮ

ʰ٩ҦʵƢʉǭӓׯ�س͍٪�'ʖˀȘȅد�〉Ҧʎ̶٪[ɞɜՄ

Ӻϐõώjǭ�Мѵƙį�ʜɹָ;΍ώԊԌ�˜٪ԴֈȨ�ŤT΅

֔ʉǭ�ѕ�˻ĭҦ̨Ī٪��ҦӞʥκȅȧ�άңóǿϸˈֱїώ

ՄӺϐõƎ�ñV٪�ó̻�ąͬϘʖˀʉǭƒծ٪°֔�ƨΡ
ȅ

 �{ώΙΑǭ�Șֻׯ¢

 

 

                                                        
61 Goldin, “Preface (1992),” p. 6. 
62 Sussman, “In/ Of Her Time,” p. 27. 
63 Donald Mader, “Photography,” in Encyclopedia of Homosexuality: Volume II, ed. 

Wayne R. Dynes (New York: Garland, 1990), p. 995; Elspeth H. Brown, “De Meyer at 
Vogue: Commercializing Queer Affect in First World War-era Fashion Photography,” 
Photography and Culture 2: 3 (2009): 263, 269. 

64 Goldin and Hoberman, “‘My Number One Medium All My Life’,” p. 137. 
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��Ȩ�įآ�ķɍʉώՄӺϐõʉǭ�

Ȩ�Ƿ؏Ơšʵ<ךũ٪эǁȘ¤ҢƷ̓į؈ǭ�٪�ȓг׎Ң

Ʒ̓į��ώ؈ǭ�65 į 1970 ǈ< ˏ٪ŢҦՄӺϐõϸѬÎ¶٪
à¤ëƎʡҦ̯ҼН3İ؈�ǭҦ°VώȘè٪ƙʖˀȘȅǷɨàѪ

ſսՄȩέήѪſ٪ӔʉǭŴ6ҦՄӺƨͤ٪ĤȣƝ؈ǭҦʵƢ؃Ԩ

�ْ¶ģƘώšʮʰ٨ố٩ώƛƭ٪ɞɜՄӺϐõįǊȓ�ӺȹҦ

Ӱͤ�ׂʢ°֔ҢƷ٪ˊŤšʮʰҬȩ͵
ѲϡώwI�٪έήɾˊ

óǿѪſҦʎ̶Ԛ̬ώʖˀǪՊ� 

Ȩ�ҦŢώՄӺϐõϸѬ٪Ƿ؈ǭҦʵƢʉǭȲüʋώʖˀѪſ٪

Ҧ֐�ЈŴ6έήšʮʰ٨ố٩ْ¶ģƘώƨͤƎ�é��ԇɧԕ

ĥ〉Α٨Brigitte Weingart٩ٓٱ�ԇϨԐTԹْ¶ģƘظ٪اfՂ֐
ɗ�٪֐fŻϡ͛Ң̸ٔҦƵӪ٪
ɗ͋ĆԬ�ٔ¶٪>Ü˃ه�ʮ

ϴİɗ͋ԊԌ̎ـώПη�٪օNǻĩϸˈſƋؗJ٨Max Weber٩
ȲɭֈώȘèْ¶٨charisma٩�66 ؗJ>Șèْ¶[ɗЉʎ̶3ΐ
ώ
ˡЈ3〉Α՞٪>Ӕ̕ӰϷ9Ӵԩ͵̣ؑƜǁ٪��ƙ9Ԋ͵Ŕ

՝գҢͻ�գ3ȬңƠɾˊΑ¢κǁώ¶ׄҦΑ՞��67 

Ƿ 1970 ǈ<˔ˏȰ΋>רώʮʰϰЎ٪ǁǡίȘèْ¶˺Ȃ[
ɧԕʮʰώգ�üǡ¶�Ȱ΋ԩ͵٪ʮʰ؁ͻ�}ʎ̶آӳɾˊه¥

ώ٨institutional٩ʎ̶¶ׄ٪OÕҦʎ̶3ΐ�̂ˊǡϋœϢه׿ҧ

                                                        
65 Ȩ�$Ĵԭ٪Ƿ؏ʲˏךũ٪ҤǊµ٨hallucinogens٩ˊºʥŢҦˋÝgȘԌҢ
Ʒ̓į؈ǭӻ٪>ˡ-éǶώŴ6٪§ͬҦг׎Ţg̓į؈ǭ֐��эǁʴįȨ
�ώϸѬ٪ԙŎ3ĚӘώ�ĥ٪Ţį 1970ǈ<˔ʥ˅ĈؠԩԾώVƋ『Α٨Luc 
Sante, 1954-٩٪Ƥˆэɮ¤ĚӘįȨ�ώϸѬȲȹͤώԏҮ٪؁ͻ9gˈ͵'˽
զ�p̓ȍzȬцˎѶĚӘ٪O˃ǁԉİʴ͵'
ǝД3〉ѶĚӘ��Әΐʴ�
įώÄŦ٪é>֔ȩսՄώŚղ٪Յ3ȁ֓ϭʽİՄȩʮʰ٪ÔZæį9gώǼ
��ԉ Goldin and Hoberman, “‘My Number One Medium All My Life’,” p. 136; Luc 
Sante, “All Yesterday’s Parties,” in Nan Goldin: I’ll Be Your Mirror, p. 100. 

66 Brigitte Weingart, “‘That Screen Magnetism’: Warhol’s Glamour,” October 132 
(Spring 2010): 43-44. 

67 Max Weber, Economy of Society, Vol. 1, trans. Ephraim Fischoff et al., eds. Guenther 
Roth and Claus Wittich (Berkeley, CA: University of California Press, 1978 [1922]), p. 
241. 
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ŠώŔ՝գ�ْ¶�Ȱ΋ǦԲ٭
Șèْ¶įϸˈЄǍ�ϴƄ��Ѝ

Ƅ>ÜʿʳʵΑ¢ˊʐ٪ˊȘèْ¶ώ3ΐȬĮهɮ]~l�ЄǍȬ

ЍƄȅÙǇӮ֐ЈȏǪ��ɱäԣԮ٪ϸˈ�ƝʮʰȘèْ¶ώέή

Ҧ͊Ֆ٪�
ŝĸʥȖԾĵșϫϜ�٪ƀgƜ̬ðЈʤǟӞ΢ȬԐ̮

ȖԾĵșϫϜ�Ȱ΋ְɗ�٪ˊˡ-\ōώf」٪ʮʰȖՊώέ-֐

ήҦ͊Ֆ٪Ȭѵɳ،ȖԾĵșϫϜ٪Ȭѵ
ώȬϛÞώȖԾثΡåه

ĵșPѧ٨ƀҢƷэǁʴϫϜώ٩�ت<٪Ԉ�ƉώȖԾĵș�68 

Ȱ΋ԩ͵٪ʮʰώȘèْ¶؉ԇǷԎϢώΑƄȅ[Ѵׄ٪׫'Ӱ

ʮƸэˊǌfſѵɮ�ʮʰҦ؏Ơǈ٬š�šȅԎϢˊΑ¢ǦͶסa

�ō٪9ְǦԲ
įóǿώƠʛʩѬʜÄ٪ʮʰώцƝ�Ǽׂԇȅ��

ĥ͵٪
��1Α¢ǦͶІǐώԏҮ٬ԩóӭБąŉ¶٪ѶַهѬ-֐

�¢İӴȩ3�γȅąκȅȧʜÄώ�ͅԣԬ٨؁ͻʴֵ�İ٩ɣʠ

įō�٪ĥ̕įɧԕت�ԈȅώʮʰȖՊ�ʵ٪
Ρ؏ʲˏ�šȅҦه

óǿȖՊώʮʰ٪ȹͤ˧ǼώԏҮ��69 Ȩ�ҦŢώՄӺϐõϸѬ٪
ώš3�óǿҦ؏Ơǈ٬šʥ�մ٪ŢgƝʖˀţӂح�Ȱ΋Ȳ׿̔

Ńšʮʰ>Üİ؈�ǭՄӺϐõώӇ։٪̔é>ÒԽȰ΋ώԮ̸�М

ѵƙԴֈ٪ŢgñVέήՄӺϐõǪՊ٪�àه�Ä
ȖԾĵșϫϜ�

ώšʮʰ٨ố٩Șè٪>
ɳ،ȖԾĵșϫϜ���
�ԈتƉώ

ȖԾĵș�� 

Ȩ�įʉǭώբ̖̝׵٪ƤƸэ֎ͩϋƨ�ƝϛLƎÝв�ȅ�

ŎؔȅώԩԾ�70 >ŢȲʉՄӺϐõȧ3үӐώ;΍͵\٪Ȩ�ɞɜ
'үӐį��ЏלώՄӺ�į
å�ֱ�ώ̓½>ÜįƋ�ώՄӺȬ

ƨͤ�Мѵ>�ώ�˜٪ƙ>үӐώŎǥ;΍͵�\٪ɹָ�ƀׂԇ

\Ź٪��ТɧԕȨ�ɍʉįآ�ķ�Ìך�ՄӺϐõֹú>ÜЀآ

ķώՄӺϐõ;΍� 

                                                        
68 Richard Dyer, Stars (London: Palgrave Macmillan, 1979), pp. 30-31, 34. 
69 Dyer, Stars, p. 32. 
70 Ȩ�Ǵ[ώʍʱҦƨϷȳ̸٪͸Դʴ>Ǌ΂΍ϿɨѣɁǭв�ǭ}٪Ȭʴ>〉Ź
įΌؔƁɣв�;΍٪ϏǷf¢;΍Ԑʍ�[٪Ŏׂס;ɍʉƝՊ� 
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йؠˆэث�ՄӺϐõ٪Ţɗ�įóǿ̋ʜÄ�٪ՀŤՄӺϿȬ

̈́Ɲľñ٪эǁĪџӇ�Ј+ϛИΉÕэǁ+ӹώՄӺϐõ٪ŢЉ�

͵ْ¶ģƘҦǋ٠�לώ�Ӷ٪ْ¶ģƘώՄӺϐõэǁ͵Ͽٙǈպ

3٪ōӰ�ȅüǡ¶٪ǋ٠ώՄӺϐõ©֑ǁǈгշœȬ٬�ōӰշ

�։3٪O̅ʺώԒԳÕ͑�ȯ²ȅ�°֔ȅҦű˽ȅ٪��ó�f

3�ŕéҍ���ѵ�71 ˊզİʴ٪ǷȨ�ώԏǐ[Ϟ٪үӐώʙه
ǪՊÕéԮʴ�ѵǶ��Мѵ$ȓ�ׅ͕٪įǋֵ֐٠�٪�ʜԇɧ

ԕώʴȨ�ҦүӐ�ó°֔ώǋ٠ՄӺϐõǪՊ٪Ѷ�ʴԇ�˜үӐ

ώǋ٠ԒԳ�ɱäԣԮ٪ŢgхñʉǭҦՄӺƒծ٪͵ʖˀώǋ٠̻

��ˊʢȖώԊԌӰΡ�Мѵį֐�Т��˜٪Ȩ�ȲʉƠʛ؅ҍé

Օӫأ;Źįآ�ķώjǭ٪ѶǴį��Тƙɧԕ٪Ȩ�ɞɜįՄӺ

ϐõֹú>ÜЀآķώՄӺϐõ٪ƨΡ'9gْ¶ģƘҦǋ٠�żώ

̂Ս٪˃¸҃͸Ǿȟİ9ح�gؔƝؔώդյ� 

Ȩ�Ɲӫأ;Ź�͢։ȧ٪Ţį�å�ֱ	ĭ׎ώ�ǍԒ�٪Л�

äƤ֊ȡЛ�̋į̹ŋؠ�Ķӫ֯أ֋үӐ�Ų̑Ӥ٨Naomi٪έÍ
ǈ�ԥ٩ҦЁӂΑ٨Colette٪έÍǈ�ԥ٩ώ؅Ȁȏʸ٪ӰϷŢД¨
Ӈ։ʥ֐�fŢ
ԉ֡ˇѪٙ½3ώwI��72 į�ɻÝō�٪̹ŋ
٨Best Friends Going Out, Boston, 1973٩�ĭ	ؠ 3��٪Ȩ�ɍʉ'օ
Nώľʸ٪ΦΤ٨Marlene٪έÍǈ�ԥ٩�ЁӂΑҦŲ̑Ӥؾէӫأ٪
9gcAİϞӇȨ�ʈɍ٪մ�Аɹ؏ƠšώʵىHכ،Ҕˌز٪̡

f3ώʙ֔هĵي٨ĵ٬Ү��ӯ�ԀӺو�թؖز�ć٩ð�ʹϙ

ΑҮ� 

йؠƝœдóʵˏώӫأ;Źˊ̂֐ώɭѠ9٭gįآ�ķϚɨ

АɹդյώšӺ٪ʵʵ�Ѭ3�֞٪ƙӫأλVѽ׿İ٪>حϡώ׭

                                                        
71 Newton, Mother Camp, pp. 56, 104-105. йؠ$ƙْ¶ģƘҦǋ٠ώ�Ӷ٪ЉVˇ
ѪώҦˇʖˀώ�αʥ͸ԴˇѪώȬˇʖˀώՄӺϐõ٪ϏƨΡ'ʖˀώˡ-Α
Ү٪͵֭�ίԝ֔ȩ�ǽԇώ͎͒٪Мѵ֬ʀZίْ¶ģƘҦǋ٠[È¢٪Ѷ�
�fԝԬ$ҦʙФԴʜȲZίώԝǩշ͵�Ҥ�̕ō٪͸Դ>ْ¶ģƘȬǋ٠֐
[ɗЉˡǥ;΍ώ�Բ٪ַʴϛƝώԮ̸٪Ѷؑȭͻ��� 

72 Goldin, “Preface (1992),” p. 5. 
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ˢōӰҦӨ͵Ҧκȅȧ�δƝɂ�73 МѵϋΡ٪Ȩ�;΍�ώӫأ;
Ź٪įȈóϸˈԿʎϖɩ��٪�ƒʴ>ϩ͒֡ס͵š3[ƨΡ�ͻ

ώդյ٪Ѷؑ�ͻ͵йؠȲԮʪǅٖʮİƝɂκȅȧ�δ�įλʵ٪

ՄӺϐõįآ�ķ̓½7�ñ̸٪Os΋ְʴˈϞ¤�ӇӴ֗ɞ׹د

ώՄӺϐõ�74 Ȩ�Ƥɮ¤٪įŢώՄӺϐõϸѬ٭
әΞ٨Susan٪
έÍǈ�ԥ٩٪ˆэĥ͵γȹšӺѶӴԿƑ֗ɞ٧�75 ֐-ӫأ;Ź
մӞʥԿʎϖԊώŮҎ��٪ĥѶэǁӔἀ؎̓ΡİՄӺ͵ʵى�

٪��ՀŤ٪į�ɻÝōסķϩ͒֡آ��İį֤׭śײ]٪ώšȅ׾

̹ŋؠ	�ώΦΤ�ЁӂΑҦŲ̑Ӥ٪�ʤؔįӫأͼԊŵӨ٪å�

ʤؔ$ǌ!ϩ͒֡ס͵ʵىώǈպšž٪>͖պӴԿƑ֗ɞώ׹د� 

Ȩ�ˆɍʉʛǥүӐ̖ͧʥ̹ŋؠ�īώ;΍٪ɞɜŢ>وգώ

АɹćĂ�Ρį��Џל٪ʫϩ͒֡ס͵ْ¶ģƘώš3٪ÛƝĨ�

3[ԮƨΡ'ȯ²ȅώ�ͻդյ�į�үӐį̹ŋؠ�ī٪̹ŋؠ	

٨Ivy in the Boston Garden, Boston, 1973٩�ĭ 4��٪Ȩ�Ƿrؔɞɜ
į�īӨաώүӐ٪9أ�ʟȰǇ؛Վ؇Ĭǂ٪ҟ٦պѦʟ〉ёл٪

մӇʻҮوмʵƢãӇ٪�ԅ͑Ү̤ϑӀٙӺأ҇ز٪ìȳȰӇʻҮ

                                                        
73 Newton, Mother Camp, pp. 3, 7-8, 13-15, 17-19, 25, 29-33, 38.  
74 λʵæˊįӄѼТ٪γȹšӺʴñ̸ώ٪ƣ�ʴįœĶƻҨտώǈǐӄѼТՄӺ
Ҫ Ҫˈώ�Ǽ)@͵֬Ѫ̣ՠ٪$ˊ-ĶƻˈҨտʢǈՄӺҪ-֐̍٪ �̍̕ ō٪
įйдώͱƬ٨Fire Island٩ώ̈》̃˝٨Cherry Grove٩٪ˈҨտ>óȅȧϸѬ
͵�ώՄӺҪˈҦ̣ՠ٪Կʤώßі�ќʴĢ〉ώ�ԉ Newton, Mother Camp, pp. 
34-36; Senelick, The Changing Room, p. 353.  

75 Goldin, “Preface (1992),” p. 5. įȨ�ʭˏώՄӺϐõʉǭ�٪æˊ�ǥ;΍��
Ρįآ�ķ�ϩ͒֡סώՄӺϐõ�į�̴ͯ�īش׃٪̹ŋؠ	٨Picnic on the 
Esplanade, Boston, 1973֐٩ǥƠԉώǫҮʉǭ�٪Ȩ�ɞɜ,fˋÝį̴ֱЏİ
ïӢа�պً̒Й�үӐPʥ�9˓ʮحՄӺˋÝgώ�Ǽ٪ҟ�ÄӇǫЬ�մ
АQҌ̽Ӻ٪،�ǇҌ�ƕ҇ҦŌҞ٪ʮحİʹϷҢƷ͵ՄӺϐõ�ңʥȨ�͵
Tˈɍʉ֐ǥ\ōώ;΍ٱȬԙүӐϬ֢٪ϛƝʥĶƻӫأ٪̴ͯ�īշ�ǁϳ
¤ԿƑ٪Ѷ�͒ժʥ٨֖Ȩ�٩,PϞ��ՄӺώˋÝλ�٪ԿƑ֧֧$�ʯ̻
Ȗ¤ˊ3ՄӺ�ǷԿƑώԏǐ[ɪ͘٪įϯΌբѭ�Ǵ٪Ɲ֐Јİ٢ҦȏǪ��
ώՄӺ٪ÔZϳƳ׺дϋΡ٪ƤϤ׻�ϡ׻�י�ϡλV̲Ϟ¤С'�éʴ٪Ȩ
�օը؄ώɍʉ٪Õ͵үӐҦϸѬε֐�ǥɝӬįآ�ķՄӺ̊£ώٖʮ;΍�
��٪Ȩ�͵үӐε�įآ�ķʮϙǥқώՄӺմǭ٪˃éǬ9حϩ͒֡סʵՄ
Ӻώяťя҅� 
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ȳŜ٪âɗ�לîřӇ�〈عͼ٪ҨȳɁէʗϋʫ׾�ÛҢcώʮʰ

˟À�į�үӐį̹ŋؠ�ī٭Ҋǭ٪̹ ŋؠ	٨Ivy’s Back, Boston, 1973٩
�ĭ 5��٪АӇó�մӨأώүӐ٪�մҊǭו�٪ְƨ،'9�
ÌմώÜҙВӸ�ٟҮ֍ʮъԂ٪>Üէճǻ ·Ĉяӛ٨Terry de 
Havilland, 1938-2019٩ԘԓώٟҮ٘ϑوթ �ؖ76 үӐį֐�ǥ;΍٪
̓ґİÄմ͵؈ǭȬʵƢ؃Ԩ�АӇ�ʵώšʮʰȬố٪ÔZį

�үӐį̹ŋؠ�ī٪̹ŋؠ	9٪�ŎƠǀˊҶ̩ώ,ƃ�ҟ٦Ҧ

ìѹ٪0�ʯր¢�͵זϛЇ�Ջ̩ώš3�Ȭʴγ3ÄŦȩš3� 

Ȩ�ӰϷ٪įŢλʵώϸѬλ�٪ՄӺϐõώ
ȅ¢ԩóˊǳǙώ

УĪ�٪ǷȶСoՄȅȳӪ�¤׸ʵé>ՄšՄγ�¤ҦĖȗՄӺϐõ

ώš3Ǘ͒�үӐ
Ƿ˓ȓȩ͵šȅ٪OÕ͑�ْ¶ģƘώӗӪ٪͑

�ʵƢ����77 Ѩô͵ B.٨έÍǈ�ԥ٩ώVѵ©֊ȡ٪үӐįÄ
ŦҦيĵ�͑�ӗӪŔB٪į9gώϸѬλ�٪؁ͻœƋˊ�1ώӯ

٪̇O̲ˊ3é>}үӐАǶٜ֐ţϞ�֔ ĵ
͸Ȣéʁ�٨impeccable٩�
B.$ӰϷ٭
ȪԖǶǳŎšžgˈ֬Ƅô3͵å�fҢȪ٪ŢgҦ֐
-ô3�1Ӵ̻Ȗ¤ώϛ}٪͸Դ֐ϛ}ʴ)ƒώȬ Ǳώȓ̸��

үӐ֬ʀ�àˋÝĨ�ԩ͵̑͂وмʵƢốүě٨Eija Vehka Aho٪
έÍǈ�ԥ٩ώ�մ٪үěʴ

мو�ˇмʵӺوώѭœ£Ύ�ʵ

Ƣ	�ώҥ˥٪ˊ¢ʥѪǟي׆Ѫš٪ƨΡؑǁǦͶد�〉ÄƝѪώ

ʢϞ̸�78 

                                                        
76 〈ʄȨ�ҦүӐλʵϸѬ�ώ B.ώԮ̸٪үӐҕ�Аώوթؖ٪͵ǻ·ĈяӛȲ
Ԙԓ٪մ�ֳŜӸӺ©͵ãӇ�ԉ B., “Remembering Kenny (1992),” p. 39. 

77 Goldin, “Preface (1992),” p. 6. үӐǴ[թȨ��œӬ�̂٪ɸ¤йдƻȩ͵�Ķ
«ӬيǕ
á˝еҮƱVƈ�٨Jungle Red Studios٩ώيĵԘԓƾ٪�į 1980ǈ
<ĥȗ͠σ�ǉ֒��ԉ Goldin, “Preface (1992),” p. 8; Geraldine Visco, 
“Reconnecting and Exploring the Love of Looking with Nan Goldin,” Hyperallergic 
(Nov. 8, 2011), ёı٭ <https://hyperallergic.com/40008/nan-goldin-scopophilia-
matthew-marks-gallery>٨2021ǈ 7ˉ 25ʬ̆о٩� 

78 B., “Remembering Kenny (1992),” p. 39. 
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Мѵԩ͵٪үӐˈԩóΙ��〉ώ٨.ӷ٩ѭœ£գ́үě٪Ҧ

9͵ѭœ£ӷѪĩ3ώסaƎ��79 үӐƝүěώԩó٪Ƿ9ǁ>ٟ
؛أ٪ϑ÷�˲ʙأ՗єيأĿĵéԉ�ʝ�˃ׂԇİʴ٪үӐƙي

ʟȰՎ؇ǂ٪œқİ9ح�ώҟĵҦ,ƃ�ѱן 1970ǈ< ˏώ�ʵ
Ƣ	؃Ԩؚؔ٪үěǁ>ث֐ώيĵҦ٬ȬՎ؇ǂ�ΡįJ�ώʉǭ

Ȭѵ̿XҸ٨Antonio Lopez, 1943-1987٩ώɯι̂֐��ώֵأӺȹ
˃ҍǦԲ�үěώҟĵ٪ƨΡؤ��لخوψªώfȅѪ�ȓǽɾˊ

�٪ó�ĵͷȷֵ֔أىNώʵثóҟĵώүӐ͑àĒϋ٪Ңcįث

̂ҍŐɾˊْ¶ģƘώfȅѪ� 

Ȩ�>àǻ٫』Ѻ΋Ҧ̣ؠĒֆώιȖ̈́ˢ͹ȳ̸٪΅֔'�Ј

ιؔ�͢ːˑئЪώʐ˞٪ʸΐǮǰӴ�ѕјȩώѝ׏٪ήέґ؄ϟ

ƒώ։؄Ș�Ţ>ɀɍɞɜْ¶ģƘώүӐ٪ǮǰүӐ͸ԊʥʉǭƋ

żį٪գͻ̱͉įҢƷώ؈ǭ�δ��B.Ƥɮ¤٪Ȩ�ɍʉώүӐ٪

ˊ�ЈőǊ�̪ȇώć՞�٪Յ9į,ÉǈǴְ
ҍȓ}үӐώǋ

〈�80 ٓĥ�į̖ͧ̔٪Ӈ٨perfectly perched٩ؾӁƂѪİpع٪؎
Αį�˜̯Ҽį
Ʊ×�°Vώ�ԟו	٨Screen Tests, 1964-1966٩в
�ǭ΍ʵɗ�٪ÔZʉǭ ٨̅ĥѶԎѵ٩ǳɨօԟוώ3٪Õ�ˈήέ

ԟוώ3օįϡ«ώʐ �˞ʉǭ̅¨Ȗɞɜ9gգͻ�Žę>Ü͸ƒه

ώȘԌ٪Ҧ9gώüǡ¶Ǫȩǥ¶٪ήέ�Јْ¶ģƘȲ؉ώը؄ȘҦ

֥֧Ș٪֐Јʐ˞ˊ٢}ʴ֩֝ǋ؎Ҭώэ3=٪قȓբʮʰώǋ؎ć

՞٪ĥ͵ǋ؎Ҧʮʰַ؉ȽոȪgώɁƘ�81 ̔ŤĈׁʡ٨Daniel Harris٩
٢ʮ
ْ¶ģƘˇу˹ώǪǟ��
Ɏцώْ¶ģƘ�٪82 Ȩ�ҦүӐ
үӐ͸Ԋϛ̅٨ĥح�ϟʳ٪ŢgӔα�ͻ͑Ƕ΅ْ֔¶ģƘȳ̸ح

ѶԎѵ٩żįώȹͤ٪ήέɎцɨօώϼЂȘҦ׶цȘ٪>ȽոԎѵ

                                                        
79 Мѵ�˓Ճ¤ATɮÜүӐʩӷώʜΚ٪ʏ֍֡<΢Ȩ�ώΦٙƁ٫ãǻ˅ӗǕ
٨Marian Goodman Gallery٩ϚɨԞđȨ��〈ʄ 2020ǈ 11ˉ 4ʬώĤԈ؈ ٪ֶ
Ȩ�ӰϷүӐ͵ѭœ£ӷѪĩ3� 

80 B., “Remembering Kenny (1992),” p. 39. 
81 Weingart, “‘That Screen Magnetism’,” p. 65. 
82 Daniel Harris, Cute, Quaint, Hungry and Romantic: The Aesthetics of Consumerism 

(New York: Da Capo Press, 2000), p. 213. 
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ǊȓώɁƘ�B.Ɲ;΍�үӐŤőNǊώȘà٪օNٓĥ〉ΑȲԮʮ
ʰώǋ؎ć՞٪ح���
׬Ӂįع�٪ְɮ٢�ӇؾӁƂѪİpع

ԄүӐώْ¶ģƘȹͤώׂԇԏҮ�ٓĥ〉Αˆʷ֠ȅİ�˜٪
ɉ

ͼʴْ¶ģƘώĭ}Ԩ٨iconography٩���Ρώ�н�٪ɮ]'ɍ
ʉƝՊ
�f�1ԋƎȅώ֥֧ײ�ΐ@�٪ĥѶ¸ǦɍʉƝՊҦԎ

ѵώը؄ʐ˞�83 >�үӐį̹ŋؠ�ī٪̹ŋؠ	͵\٪Ȩ�Ӕα
ƨΡүӐҦâ�ɗ�عלͼώԋƎ+½٪Ƴťİح�ŢҦԎѵώ�؄

Ș٪�¸�үӐҟ٦պЧʟ〉ёл٪>Üˢ͹֔ȩώ։ͭئЪ٪ͷȷ

�ŢʮʰҬ؅>ɜɼ�ْ¶ģƘώϼЂ̨Ī� 

үӐį֐в�;΍ώʙ֔هĵ٪=МѵȓբȨ�΀ȗώʖˀšʮ

ʰ١ǻٙ�ͤ�ŔЏ͸լ	٨No Highway in the Sky, 1951٩ώв�Ƈ
y;�ĭ 6��ϗÑʡ٨Cornel Lucas, 1920-2012٩į 1948ǈʈɍ'١
ǻٙ҅}٪9ƙȯ²ȅώǦ�ȶįŢώҟֵ٪ɹָҊʸα�÷�Ǵʤ

─ʗώد〉ÄԄ�٪֔ȩŢأǴʤώՎ؇ǂ>Üҟ>�ώֵٟ�װ�

ʻ٪ǦͶİ١ح�ǻٙįي׆�ёлԄʱ���ѶƂѪώҟ٦�үӐ

Ҧ١ǻٙ�1'Վ؇ǂ�ǜMң׷٤ώʟ〉ёлӺ̒�ز ҮوмŜӺ�

ʻҮƼȳŜ>ÜɗơřͼНН֔ĵ�н�84 Ɲ;١ǻٙώ׆Үϭɟي٪
үӐώǴ˲˴ٟي�«ֈ̑ǟfȅѪώӰΡ��ǥ;΍Ȳ΅֔ɍʉƝ

ՊҦԎѵסa٪؁ͻ�ˊƳťώƶκ٪OʴÕ�̂þΡ'ɍʉƝՊْ

¶ģƘώը؄Ș�١ǻٙ؁ͻÉ�ɨօԎѵ�ǮǰϞӇԎѵ٪OŢǷ

ʻǭ�БΡώҟأ�٪٦պѦʟ〉ёл٪>��Џ̀ώϡϼˎ÷Ԏѵ٪

�¸�ιֱؔїώɗعלӁ٪΅֔ŢգͻŤǋ؎ҬώϼЂȘ٪ǡԫԎ

ѵɁƘǊȓҦȞˎ� 

ٓĥ〉Αɗ�٪į*É�г٪ْ¶ģƘ؁ͻӴԊVϼɠώգҢͻ

ć՞٪OʴʵƢ؃ԨÕʕƞՃѵ٪ӔαſѯƤҍɾˊąȲƭɑώʮʰ

                                                        
83 Weingart, “‘That Screen Magnetism’,” p. 59. 
84 įóв�Ƈy;٪١ǻٙώ֔ĵ$Ãɒأ�ʟȰՎ؇ǂ٪ȬŜӺ�ɄӇ͑ҮÖׂ
ϑҺ� 
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�̂�ǫʹϙώْ¶�85 Ȩ�ҦүӐحͻ͑ԶʵƢҦ؈ǭŴ6٪Ƕ>
ƨΡ։3ώՄӺϐõǪՊ�lǶ�ɮώʴ٪Ȩ֐�fʵˏώVć٪ˊ

-ɞɜՄӺϐõɎцɨօώϼЂȘ٪ˊ-ÕƨΡǴ[ȩ͵Ţʉǭ�ԇ

ΑҮώЀƎȏȘ֖х�>«ֈ�œӬį〉ѩŖӫ٪̹ŋؠ	֐٪\͵

ǥ;΍įЀ3Џלɍʉ٪ƨΡ'œӬ>ԋƎώϡϼս÷Ȩ��ϞӇȨ

�٪ʉǭƋҦɍʉƝՊώȏȘ֖х�ƞ'ʙfιؔ٪ZǶPʥƲ�ֱ

їώֳƟ̝ح�ϡعӁ٪�Ҵ>��ǥ;΍�ώعӁ٪ˊ֔ȩɍʉƝ

ՊҦʉǭƋ٨ĥѶԎѵ٩ը؄ώʐ˞�Ӓʡ˅ˆԜԴث֐VćώΙΑ

�Ӟ٭
Ȩ�Ӕαʾ،ʵƢʉǭǄǴώƋǒȅҦԋƎȅ٪>ÜӔαɧ

о̓ǶŤóš3ώγȅ�ʥšȅģƘْ¶ώ֛סѧʵƢʉǭא٪gه

դʔ)��86 

Ȩ�ȲʉүӐ�ӫأ;Źgįآ�ķЮ͚ώՄӺ٪é>Ƿ«ֈй

�įȨ�ώϛ̅«ؔ٪үӐ>Üӫ׀Ȳɮ�ʖˀώ²ľȅΑҮ[Ԣؠ

�٨ͪįώ٩ԎϢӰͤ٪>ʵƢ́Α͵ǭ��̂؈ŹgˊŤ̓į;أ

Ҭوǐد〉ÄώЮǼ׭ˢÄŦي�ĵ٨Ү٩�АӇ�ָزҦŭș٪ʹ

Ϸْ¶ģƘώوмʵƢȬʵىʬǁHכАɹ٪ɳ،ȅ¢�ӰؔώҦ3

֔ώԏҮȹͤ�αʥӫأ;Źˊįآ�ķϩ͒֡ס͵š3ώ؉ԇ٪�

̲ˊ}į٨�ТƙԴֈώ٩ՄӺϐõֹúҦRӞ̥͸جǾİƨͤʮϙ

ǥқώդյ�ԴѵȬԙˈπđ֐٭ЈօN�άңКñȅ¢ˏǲώӺȹ٪

įóǿԩó>Üȅ٬¢ʎ̶�ˊTՐΚٱМѵȓǷʖˀώ؂ׂПη

[ĤО֐fđا٪『ŀ〉ǦԲ٪ʖˀ͸ԴλV½ԝȬôԝZί٪ϏӚ

ûՍʴȏؑώӰ֣٭ 

AF�To camp�D�9cL1���]v�c�
��?
��}���Sy{��c(<�.�x	HME��c

�witty�:s�."%	��H�u8c:s�.k0��
a��*�?�|�a	W@�W�AF�a camp��YQy
{���#d	c�`8>c�straight��f.I�	�W

                                                        
85 Weingart, “‘That Screen Magnetism’,” pp. 43-45. 
86 Sussman, “In/ Of Her Time,” p. 29. 
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�something�c;gt5�/mbZ.��	�Wch	R
im��87 

Ȩ�ʉǭ�ӫأ;Źώϩ͒֡̔סʴ『ŀ〉ȲԮώӰӻ��٪؁

ͻįĨō3ώϡ��٪9gώӺȹօNκȅȧȘϬώšȅ̂Ս٪Oʴ

įĨ�3ϡ�Õʴ
Ӏٙώ֔V�٪ʖˀİƨ̣ͤκȅȧš3˃}š

3ώȅ٬¢ȯϵ� 

Мѵį�Тˆэ؞ÿ٪Ȩ�Ҧ̯Ҽįʖˀƒծ�ώƶκ٪׫'ʉ

ǭҦİ؈�ǭŴ6ώ�¢�ō٪Ţ$˃Ћ˹�½İįɍʉ��1Ҧƨ

�;΍ώ֡Іэ΅ϸѬȘ�ÑʷӛƸэƚʜɧԕ֡Ȩ�ʉǭ�ώϸѬ

Ș٪88 Мѵį֐ӻåףհǵ٪ѽ͹ʥȨ��½΅֔ώϸѬȘҦʖˀ؂
ׂПηώסa� 

йؠ〈ʄԲ、х˞ɗ٭�
ʖˀѡʥԎѵώϡ�٪�óώf3Ɲ

4ٜʴʖˀˊ�óώԉԐ�٪ƹƼ҅0�ǥ
ʖˀʴįԎѵώǼ�٪

$ƤʴœҤʴf3ϬԌώ)ȏ��89 λȨ�ҦĨ�3�բįآ�ķɍ
ʉ֐-ϩ͒֡סώ;΍٪ȬʴįåثƋ̋ظ��fƨ�άңǴ[
ֵ

Ӆ�ϛѽώǊ΂΍ϿԎϞҦ�1ƀg�ʵ٪αʥǯ̕įȈóϸˈԿʎ

ϖԊ�ϛóώӞń٪λ˃ҍ͵үӐ�ΦΤ�ЁӂΑҦŲ̑ӤН3ώՄ

Ӻ˕آȲėǫ٪Ƿ«ֈ B.į֊ȡ�ЉՆүӐώՄӺ
͸Ȣéʁ�éԉ
�ʝ� 

ƹƼ҅ԒЦȖ՘İԮʮ'ʖˀώ²ľȅҦóǿӞńώ٭֖סįó

ǿӴ̭ôÄώκȅȧϸˈ٪9gэǁԇϩ͒֡ס͵κȅȧώэس٪ق

ȩ9gوǐԩϬҦ̌՛²ľȅώĘӺ٪ƙȅ٬¢λȩӰؔώԏҮȹͤ٪

>ɪѱȅ¢ʴα�ѶōӰΡ�[ώ˕՞Դ�90 ֐ЈƝȅ٬¢˕՞Դώ

ˢ̩՞ώ́C׭Ԉ٪ƤʴƹΑ¼ȲԴՄӺϐõƝتɳ،'ҍɗ

٨signifier٩ҦȲɗ٨signified٩�̗לʣώסa�٪ĥѶ՞π'κȅ
                                                        
87 Sontag, “Notes on ‘Camp’ (1964),” p. 281. 
88 Kaplan, “Photography and the Exposure of Community,” pp. 81-106. 
89 Newton, Mother Camp, p. 105; Babuscio, “The Cinema of Camp,” p. 119. 
90 Babuscio, “The Cinema of Camp,” pp. 123-125.  
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ȧ׭ˢ̩՞V͵šȅȲɾˊ
�ѽ�Ңմó�ώУν�٪ÙЍƄÄҦ

½șÄ'׭ˢ̩՞ώКӠ٪Ŏ�Ä'֐fКӠé>ȣίώľķ�91 Ɲ
Ĩ�óǿԎѵ[Ԯ٪9g׫'Ƀˌʥӫأ;Źώяťя҅ώʖˀƨͤ

�ō٪ְĥҢƷϩ͒֡ס͵κȅȧώ�մэق٪Ѷ�1ҦهȌ'ӫأ

;ŹgՍʴȏؑώ̅ʺПη٪֐ʴ٨ƙ9gϩ͒֡סԊVҦκȅȧš

ȅ͸κώ٩Ĩō3؅>ЅȏȘϬώ�«ԒˆэĤج٪ƹƼ҅ԩ͵ʖˀ


ЈĖ²İԩ�Ӱӻ��ώ֐ԇώǋ٠Ǫǟ٪Ƥʴظҵώ̅ʺ��Ȩ

�Ӕɍʉϩ͒֡סώӫأ;Ź٪ȘèҢƷώϸѬ��ңʥ٨óȏҦʊ

ɖ٩óǿώԎѵƝ֐Јż̓Пηώó΢Ǽ٪ĥѶ�ѽǯ̕óҫ�ͮƝ

ɂȈóϸˈώȏԱ�؁ͻӫأ;Źgώϩ͒֡ס Ϟ}ʴКñȅ¢ˏ

ǲώȶȹ٪OǷĨ�3ώʖˀϡ�[Ϟ٪֐Ј
Ӏٙώ֔V�ɳ،'

ȅ٬¢ԏҮʴӰؔώ²ľȅد〉٪əЏƙ�ԊVŔέҢͻ�α�Ѷō

ώ։Ȅ٪ĥѶتԈκȅȧȅ٬¢˕՞Դώ̊؍mԘ� 

ģ�Ȩ�įՄӺϐõֹúҦЀآķɍʉώՄӺϐõʉǭ�

Ȩ�į 1970ǈ< ˏώՄӺϐõʉǭ٪œŎʛѽ͹ʥ
å�ֱ�
ֹú>ÜRӞώ
Ƌ3�ąˋÝ�įó͝ϸѬώɨà��٪Ȩ�ƨΡ

'ƝȹӺϐõӰͤȲɁ̻Ǌȓώ?Ț٪εż'ԙŎ9gҢȧİʹѲҢ

ƷŤƴʰҬ׽؀óهώմǭ�йר<ؠώſѵɗ�٪λʵ͸Դįйд

Ȭ�Ԇֵ٪γȹšӺӰͤѵэǁ^f3ćĂ٪ՄӺȩœϢŴْ�ه¶

ģƘώšʮʰȬô3٪[֊̬ōԎώѪٙ٪ՀŤţӂŃƴʰΦٙӌ٫

ő،٨Marilyn Monroe, 1926-1962٩ƤʴѪٙώ<Ӱ���92 Ȩ�ώ
ʉǭ$ÒԽ'֐fͫͅ٪ŢҦՄӺϐõˋÝg>ǋ٠ώϡ�٪ñV�

έή'ԙŎCʐţӂŃѪٙšʰώْ¶ģƘՄӺǭ}�Мѵƙ֬ʀȨ

�ȲʉՄӺϐõCʐő،>Ü̐ذ〈٥ҪĮ٨Ziegfeld Follies٩šִώ

                                                        
91 Butler, Gender Trouble, pp. 122, 137. 
92 Newton, Mother Camp, pp. 41-43, 97; Jeremiah Davenport, “From the Love Ball to 

RuPaul: The Mainstreaming of Drag in the 1990s,” PhD dissertation (Case Western 
Reserve University, 2017),  pp. 26, 32, 392-393. 
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ƨͤ͵\٪Դֈ9gʖˀİɊԐ'κȅȧȅ٬¢˕՞Դ>Ü°֔'�

ˊóǿ�̊٨empowerment٩¶֢ώǋ٠ՄӺϐõʉǭ� 

ՄӺϐõ͵Tˈ>ţӂŃšʮʰ͵CʐƝՊĀ̫ٱ�ĲŨ                            
Ɲ̯Ҽ
Ʊ×�ώՄӺϐõԢء٪׀ҍĤО֐fđ�9اɗ�٪̯Ҽ

Ҧį
Ʊ×�Ư،أԏώգмƴʰַϨԐ٪цœŎʛţӂŃ؈ǭ��

Dĭüǡγóǿ٪ƀgįʔ)�ɣʠγóǿ�Oʴ٪γóǿԎϢÕį

֚�ʔ)�ΑƔšʮʰْ¶ģƘώŚԎأוȼ¤֖х�Ӟ٪΀Ͷȩ͵

�-šʮʰώЩъ���٪į9gñVέήώİ؈�ǭ�٪ՄӺϐõ

ְ΀ͶCʐšʮʰώْ¶ģƘ�ĥ͵٪šʮʰՅ9gϬԌ¤эα�θ

·Ŗ٪�f3é>ȩ͵×[�ʴώ
�ƀ)ΐ�٨something else٩�
Ɲšʮʰ[Ԯ٪֐ȩƤʴɗ΍×�ȑӦ˕İįԊԌʐ˞�·Ŗ٪Ӻȹ�

ȶ֔ҦŇǦŢgɾˊؑ�ώѪٙ�Ɲ̯ҼҦՄӺϐõ[Ԯ٪9g×[

Ӵɣʠį؈ǭʔ)ώκȅȧԫȐҦхñȯϵ�ō٪é>Ӕαԩóšʮ

ʰ٨Ȟˎγʮʰפ]٪٩ӬҢƷӴ؈ǭώ�δʍ֎�93 ǡβ̫�ĲŨ
ώԮ̸٪Ȩ�ώՄӺϐõϸѬ͑àóǿՄӺ̋ʜÄ̾Ͼ٪Α¢ʴà¤


Ʊ×�ώգмƴʰͬϘ�Ţg�̂ӞʥϸˈώֱїPѧ٪é>ǷC

ʐǼ�ώţӂŃšʮʰǪՊ٪ȼ¤įҢƷώՄӺ̋ʜÄà¤̻ϙώʤ

ǟ٪�įȨ�ώʉǭ�δà¤ׂԊ٪>ƝɂκȅȧҦóǿϸˈƝ9g

ώ̭ôÄɣʠҦʍ֎� 

Ȩ�į 1970 ǈ< ˏɍʉώՄӺϐõֹú
å�ֱ�٪ҦйؠȲ
Բ、 1960 ǈ<��ʶˏóǿֹúώľȲΑҮ�Ҥ�λʵώóǿϸѬ٪
ǁįѽˈώ̈́Ɲ�ҪˈȬֹú٪̌՛Ҧ٣ÁðЈՄӺϐõώӰͤ�óǿ

ֹúʴ�Ǽώϸˈ̅ ٪˻>շ͵Qǔώ�ľҦرʞՖί٪ɮ]�fÌ�

؄κȅȧώʚȖ٪ӞʥÝĔ֧<ƆǶجǟώϸ/ľñ٪Zóǿ̔��ך

ώҢƷ3λ֐��-ֹúǌ!ַʴʽʵЃi٪׸ʵéҍˈחס٪ɾˊѵ

>ȁ֓΅£͵ϙώ٪ϕׄį�Ҭ׊ך��ŉQԘvώɁ ٪̔ƞҤƀgЏ

Ș�ƀgǁקշƟ٪ԘvŤҪê��ѕҦ˃ӯƈ©þΡtƱ͖ʞώЦל

                                                        
93 Tinkcom, “Warhol’s Camp (1997),” pp. 350-351.   
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ˈɮ]ՄӺϐõώӰͤ٪ԎϢج٨Ɔ٩ˊ�ƄώׂӾȅ٪9gįշƟώ

ЏלօԎӰͤ٪ƝՄӺϐõώōӰˊؑǁʑ׉ώҧզ�94 

Ȩ�ɭѠ
å�ֱ�ƝŢώϸѬώׂԇȅ٭
Ȫg׫'֘*٪̡ʶ

ַÙ�å�ֱ
……�̡֘�ʶ�٪ϐõ�®ՄӺ٪Ú¸֬ѪաϿ٪
įϐõλ́Α�ƨϷ� ٪ɻ̹ ŋؠώyŚ�ɖ3Ԇǻƥ٨Sylvia Sydney, 
1930-1998٩̏ǲԎϢ٪ԜƓĮ©؟Θшˇْ¶ģƘώÚՠѵ��95 �
�ТƸэԮʮ٪Ȩ�ώӫأ;ŹˋÝg٪ĥ͵įϸˈة��Ĝԟϩ͒


˸Բ、�ώƚؠκȅȧѶȼ�¤ƱV�9g0ؑй͵ס֡Ҫê�Ȭ


ӫأ�γȹšӺӰͤѵ٪͸̸?՟ՄӺӰͤطâ�Oʴ٪9gé>

įՄӺϐõֹú
å�ֱ�ȼ¤Ȗ̩ϛɁώϸѬ٪˸صİįҢƷ3λ

�ْ¶ģƘİϕȏƨͤ� 

į�Ų̑Ӥ2ϛ٪å�ֱ٪̹ŋؠ	٨Naomi Presenting, The Other 
Side, Boston, 1973٩�ĭ 7��٪Ȩ�ɞɜŲ̑ӤЮǼƙҢƷϓӺȩ̐
ҪϿšִ٪į֬Ѫ̣ՠաϿ�Ȩ��|ƙŲ̑Ӥѧ�٪Ѷ�ӔαƝ̣

9մ�ώȯ²ȅȶ�>ÜŘ͹ώʻٟҊʸ٪ZǶ9ώԧزӨأȩ͵ι

ؔ͹٢�Ȩ�֬ʀǷŲ̑Ӥ 3٬4 ؔώԏǐα�Ǳ�ɍʉ٪ǡƞƝ9
գזɐ˂Ͼˌώ Ǳ٪įιȖ̈́ώˢ͹أו��٪Ų̑ӤϾˌ�ώ͓

Үœϒԁӏл٪�ؔ�͢őǊώͲͭئЪ٪ϒԁƩƩξξ�ÊĺЋ٪

ˊҴ�Ǒ̔į׳բώ�ԏǪƟƫ٪½À�ɨŤͥͦǱ�ѤџώΆ2أ

ƺ٪��ϓךӇ�œХͱͺҬώӀٙѮ̤زأ�Ų̑Ӥѹ׷ῴәѹ

ΪטѲ٪Ҍإ�לώʻҮ٢ב؜ђ׆Π٪ȳғҦȳ҆$ðɹָʻҮ�

Үȳ�٪Ҧӏл�ώʻҮёΔъԂ�QҔՌз�Ԁϛ+Ԅʱ٪ӏл׆

ǎְֵ،�2ʹʹώšؖ�9į֐-˹ǐՋӀ׍ǥώӨأӺز��٪

1à2ϛ͵̐Ҫšִώȯ²ȅӣՄ٪Ңcİȩ͵ƨͤώ�Oʴį٪ه

�͢őǊȘώŎƩ̋֍Ԋպл�٪9γȅώǇҌ�ϚҔÕҴְ׺Ρ٪

 �İ́C̐Ҫšִهó׽؀

                                                        
94 Newton, Mother Camp, pp. 34, 36, 37, 59, 115-116. 
95 Goldin, “Preface (1992),” p. 5. 
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Ƿ 1907ǈ¤ 1931ǈ٪йдύѳÇώ̐ذ〈٥ҪĮ٪à¤É#�
г˔ƹٞšϼ֞˽Ǜ٨Folies Bergère٩ώΆΈ̐ҪӰͤĒϋ٪ЮǼӽ
VԙŎѪšϓӺͤ�ώœĵ̐ҪŚԎϿ�МѵϋΡ٪Ȩ�Ȳ΀ȗώʵ

Ƣʉǭƾǻ٫』Ѻ΋Ҧ̣ؠ٪Ϗɍʉ֡ѽ͹ʥ̐ذ〈٥ҪϿšִώô

V�įǻ٫』Ѻ΋ώ�》˽ъį�Ëŏŷȯ�ȹόź׼	٨Dolores as 
the White Peacock in the Midnight Frolic, 1919٩>Ụ̈ؠώ�Ïƽ٫̣
Ϗ٪�٨Miss Nancy Beaton as a Shooting Star, 1928٩	ƟŪȹͅʰؠ
>ˢ͹ώͲͭιؔʐ˞٪ɞɜ̐Ҫšִ�͢ǊȓώԧǥزأҦŚӺκ

�·טРӽώŎϒԁ͇ԧӸӺͅ�͜ǫ�ΨΩ׋ƟŪίؠ̣��٪ˌ

9g˹ǐӺزȅ�3֔ȅ�ӰؔȅҦ²ľȅώ;΍٪حͻƝȨ�>ˢ

͹ȳ̸ɞɜŲ̑Ӥώ2ϛˊͪЅ٠Äώǭؙ���٪̐ذ〈٥Ҫšִ

ǪՊ٪ˊ�լǷύѳÇϋƨ¤ţӂŃώ֦Ÿ�įţӂŃ̐Ҫ΍ώٝ׆ʵ

<٪Шو』�í٨MGM٩ӽV'ʛֵ>̐ذ〈٥ҪĮ͵˕ώվ½ؘ˽
٨Ziegfeld Girls, 1941٩�ĭ	šžذ〈�٥<²٪ 8�͵\٪Ų̑Ӥԧز
ώϓӺ؎Ș٪éҍ[ҢŤ²;�ˇƲֱšžώպлƩξɐ˂Ͼˌ�96 

Ų̑ӤCʐ̐ذ〈٥ҪšִӀٙԧǥώ׽؀óهƨͤ٪>óǿώ

ϡ�ɚί×[Ԛ̬κȅȧ͵�ώšȅŚԎ�『ŀ〉ɮ�ʖˀʴ
Ƿк

Эد〉ώԏǐϞ�δώϡδ�٪ӰǬƝ
�Ңͻώȗţ�٪$ƤʴƝ


3֔ώ�Ҧ
ԧǥώ�)ΐώͬȏ�ɾɆʖˀد〉ώ3٪ќʴ>
�

ͻĎѪώ�șǐÙ
oˡЈգ�)ΐώĜԟ�٪
ӻώգ�эǁʴ֐

ɗΑ¢ώ�ْ¶ģƘώ��97 Ų̑ӤώՄӺ̔ʴ֐ЈƝԧѲώӺزȅ

                                                        
96 Ǚ͵3Ϭώóȅȧs}ěӛ٨Judy Garland, 1922-1969٩٪0͵ذ〈�٥šž	ώ
�Pš�ԏ���Ȱ΋>רώſѵƙěӛԊVʖˀƴʰ٪Ȱ΋Α¢ح�Ţώ̄˾

ԏҮ٪ϛƝʥ�ƀ̐Ҫšִώْ¶ģƘ٪ěӛώˌӺÞѶѥ"ْ¶ģƘώʐ˞٪

>Z
Ǉ�3Ș¤ŚԎʴʯʥǶ¤ώ��Шو』�íˇوʮώü׆�Ӟ٪Ƥį
ó

ʵ̒ȝǇ�Ûɮ]ЩъˇԧǥώŚԎҦϢʰ؆׿��〈ʄМѵԎƑ٪Ȩ�ώՄӺ

ϐõˋÝĖ̒Cʐْ¶ģƘώ̐Ҫšִ٪ѶؑǇ�ώěӛ٪9gώʖˀПηҦě

ӛώУ\�ó�ԉ Richard Dyer, “Judy Garland and Gay Men,” in Heavenly Bodies: 
Film Stars and Society (New York: St. Martin’s, 1986), p. 168; Steven Cohan, 
Incongruous Entertainment: Camp, Cultural Value, and the MGM Musical (Durham, 
NC: Duke University Press, 2005), p. 133. 

97 Sontag, “Notes on ‘Camp’ (1964),” pp. 275, 284, 287-288 
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ōӰώ{Ț٪ӔαCʐ̐Ҫšִ²ľȅώْ¶ģƘ٪[ƨΡ9
Ɲԧ

ǥ��n؄
٨“off”٩Ҧ�)ΐȩ͵ƀg�ʴώ)ΐ
٨things-being-
what-they-are-not٩ώȗţ��98 ɱäԣԮ٪9ҢԌ¤ҢƷV͵óǿ�
ѶؑȲՄӺκȅȧšȅώ؂ׂPѧ٪Ӕαԧœİح�šȅÄԧزӏл�

γȅӼմώ׽؀óه��Ҥ٪ǋ٠İɳ،9ĥմ˗ש¥Ѷ֔ȩ́C̐

ҪϿšִώϱѓ٪$èĕˊʖˀϡδώԎѵ٪įϋԌ֐fʮحώÞƶ

�ǴȘ¤Ҿ΋� 

į�Ӝɋ́CΦٙӌ٪å�ֱ٪̹ŋؠ	٨Lola Modeling as Marilyn, 
The Other Side, Boston, 1972٩�ĭ 9��٪Ȩ�>ιȖ̈́ώˢ͹ȳ̸ɀ
ɍӜɋ٨έÍǈ�ԥ٩̌ĖҴΕώ֬ѪաϿ�įːˑώٟʻҊʸԄʱ

��٪ӜɋأȰˊŤő،̀ԨҬώŶŵ̹͆׆Үmي٪մӇح�ԧœ

Ҍֵ�˅ťҔմȲǪȩˁѕζ،ώ2טєմQҌϾˌ٪> SĵώųŲ
աϿهș[ǬحŤő،ҬȅȘώģƘْ¶�į�Ӝɋįɣ״٪å�ֱ٪

̹ŋؠ	٨Lola in the Lineup, Boston, 1972٩�ĭ 10��٪Ӝɋį֬ѪΡ
ľАӇó�ŜӨأ٪ƅŤšΛҬĳįιؔ�ŗώƖǑ�٪�ʧώИՠ

ѵַЙӇ٣ɢ٪Ӝɋҟ�͢ʴƝҢƷѪٙώֻׯȘ�؁ͻȨ�ɍʉώ

ʴ˸صՄӺϐõ٪йؠƝƚ˸γȹšӺӰͤѵώԎƑ٪7՗�İԢ׀


٭fȏʸ֐ՄӺϐõϞӇԎϢώוŹ٪Ϟ¤9ώšȅȖՊՆԙİÞƘ

Ĥ[�эαѬهʊɖҦՆԙώ֡І٪ՄӺϐõ°֔9ҢƷ��99 ��٪
į֐fľñÚҦѵҦԎϢ�לэǁé>սɱ٪ǯ̕�1ȕȋ̒˽� 

Ȩ�ƝɍʉƝՊώӞń٪ǁʑ׉İ>׺�ϧѥ٢ώ٨warts and all٩
ßǵɄ،٪100 į�Ӝɋ́CΦٙӌ٪å�ֱ٪̹ŋؠ	�ĭ 9��٪
؁ͻӜɋ2טѲϡ٪O9ѧմώֹúİؔÕϞբ[׮ҩ­Ӆ�į�Ӝ

                                                        
98 Sontag, “Notes on ‘Camp’ (1964),” p. 279. 
99 йؠǦԲ٪ƝȲˊώγȹšӺӰͤѵ٪ْ¶ģƘˊɖѣώüǡ¶٪OҴԇƨΡƚ
˸ώ̀Ԩ٪�éęęӇ։ʥ
ѪٙώǊՊ�٪ְԇˊӰͤȴҍ٪ÃɒխҪ�ď̐

ҦĖ²ͤ��ʄМѵԎƑ٪Ȩ�ʉǭ�ώ˸صǈպӫأ;Ź٪ʫZʴį֬Ѫ̣ՠ٪

ƨͤώׂ٢7ͻʴْ¶ģƘώѪٙ�ԉ Newton, Mother Camp, pp. 37, 42-43.  
100 Joachim Sartorius, “Deep Pictures of Us All,” in Nan Goldin: I’ll Be Your Mirror, p. 

323. 
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ɋįɣ״٪å�ֱ٪̹ŋؠ	�ĭ 10��٪į�΍̒ȝώ̨̩λ�٪
Ӝɋ2טώѬԃǎ�ʴϱɶώƖǑŅҕҥ٪�rֱ׆ƪ【ˊ-ǨɃȬ

ʣɡ�Ȩ�ȲƨΡՄӺϐõҦԎϢӽ֔�[ώʹϙْ¶٪Ɲֹ̣úǝ

ΐҦğ�ĥקƤЦώϟƒ٪�ʤؔɳ،'ՄӺ�δώüǡ¶٪Z9g

ґ؄āֽ֩קώΡƒ٪֙�ϼŚώńİ٪å�ʤؔ$Ϛɗ֐-ՄӺϐ

õįΡƒϸˈέ̓ȲؔƝώĦؠӞń� 

Ȩ�Ʉ، Ϟْ¶ģƘ�՚�ϕ̒ώՄӺϿ٪0؅ɫӜɋĥմ˗

Ѷ֔ȩώАǆрТ�ӜɋǇҌ�ψҝώմ˗٪͸̸��ɽ�Ťő¥ש

،ȅȘώ̳ͣĵմ˗٪9؁ͻœ½V÷Ʋʟɛγȅƕ҇٪ָñìҝǨ

ˁȸ½٪>ح�Ťő،Ҭώ SĵΝΫˁѕ٪Oʴ9ώ͑ VQҌʶϾˌ
ώҌֵջǖÕĥ͸̸ӴǇҌɽբѶ�ņ٪ӻؔώ͓ҮҌӯա�٪Ҕֵ

ˊ٢ϒԁًǣ٪�¸�ìҒώœ΍�ԏǪÞ׭�ǭ٪>Üì�Ʋ҇ǀ

֖ҌӞώʻǭ٪ϛѢǋ٠İح�ӜɋՄӺȩՈҌő،ώϱѓ�ˊʖˀ

ϡδώԎѵ٪éҍĥ͵ԎƑ¤֐-մ˗ҦľİώАǆрТѶبך�Й� 

į�į
å�ֱ�ώѼԪТ٪̹ŋؠ	٨Christmas at The Other Side, 
Boston, 1972٩�ĭ 11��٪Ȩ�>ιȖ̈́ώˢ͹ȳ̸٪ηǀ։ͭİɞ
ɜ'үӐm
å�ֱ�Ό�ώγ3ι}oȯ٪ƨͤҢƷЅұɨ˒��

ƙκȅȧȏսɱȩóȅȏȞώʖˀƨͤ�үӐ؁ͻɾˊЇ�Ջ̩ώ,

ƃ�ƕנώ҇Җ٪Õ͸ŧ9�մՎ؇ǂ�ٟ̽Ӻ�ģƩΟΠב؜Ҧъ

՞זȳŜώӨأ٪Ж¶ƨΡْ¶ģƘώ׭ˢ̩՞�9֐Ј²ľÄώȅ

¢ƨͤ٪=3ȓ¤̼¼ƝȨ�ȲƭɑʖˀšʮʰěƖώԜԴ٪9ԩ͵

ěƖįȹْͤ¶ģƘώԏҮʵ٪Ţ
ƨΡՄӺ�٭
ӰͤώӗӪϞբ[

ʴŎٜİΆΈ٧ƀ�ʴ�ȹͤ
٨impersonation٩٪͸Դǎ�ώέ΢ȅ
¢٨sex٩ʴ�ʴϟώ��101 ˃ˊզĂώʴ٪үӐǮǰįȓ}�Äմ͵
ǭ�ْ¶ģƘώš3٪ͽˊ6)İ̔ϞӇƝؔιV�ώ�ٖγ3٪؈

Ӻ́V̂͵֐P̔įɉͼώγ3٢ͱ֐�fγ3ιǶŤó؈ǭʮʰ�

                                                        
101 Tyler, “The Garbo Image,” p. 28. 
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Ҭ٪102 рљİįҟ�Łč�dιϝǪ٪2̵يأǴ ٪˲؂ȳȷRҟ٦٪

ǹǹɅأ٪Ǯǰƙҟք÷ӺV͵9٢ͱώүӐ٪9Ğ�îώعͼ˔З٪

ͼ؋÷�ўџ� 

Ȩ�ҦүӐȲ΅֔�ֈmVϟʵϟ0mώʐ˞٪=3ȓբ『ŀ〉

Ȳ׮ֈ
ʖˀʴ���ЈΑǺ٨epicene٩ώ〈د�٨£¾�γ3
Ҧ
�š3
��3
Ҧ�ΐ
ώéՄɱȅ٩��103 үӐώʖˀϡδZ9
é>įȓ}�ƙι}սÄȩγ3٪ƙγ3ώø؆ö؋ȓ}ȩ�αҢƷ

٢΁٪�ƙ؈ǭ�ǁԉώκȅȧԲȏľʸ٪ʖˀİƮ�ҢƷώóȅȏ

ȞӰ֣٪$ƤʴӔαՄӺ[ɳ،κȅȧҦóǿКӠώéՄɱȅ٪̅ʺ

ǋ٠İ�έήóǿ
åثώȬϛÞώȖԾĵșPѧ�֐��ǐÒԽ«

ֈ『ŀ〉Ȳɗ�ʖˀȘȅ
Ɲԧǥ��n؄
Ҧ�)ΐȩ͵ƀg�ʴ

ώ)ΐ
�ώȗţ� 

үӐį֐ǥ;΍�ٖʮƨΡ٪ՄӺϐõʫԩóţӂŃšʮʰْ¶

ģƘώōӰ٪ÛԩóŢgįȅȏȘ٨sexual feelings٩�ƝγȅώȞˎ�
ş΋Α˅٨Dennis Altman٩ɗ�٪γóǿ�ǥ9gɾˊ
ӺزҦȏȘώ
�104�ʴԆʤ>ÜΑ¢ʴҶѪϸˈ�ϚƄѭ͵šȅՓ̻ώ)ΐ֐٪£̊

Ƽˍʡĸ٨Michael Bronski٩©ǦԲ٭
γóǿԩóšʮʰ�ȝϻ9g
ҢƷώȅȏȘ�٪9gįγ3Ө½�š3Șàώ؈ǭ�δ�٪
ԩóš

3V͵ȏȘ�ȅӇ։٨feminine fascinations٩óʵӰ׭үӐώ �105�ه
ΡįCʐšʮʰوǐ3֔ȅ�ӺزȅҦد〉Äώ׭ˢ̩՞ƨ ٪ͤ>ÜҦ

9ȓ}ȲȹͤšʮʰώȅȏȘ�ٗ�9>ȯѷώ٢ͼ½V[ȓ}ҢƷ

                                                        
102 ˊ�˕ÐŋԴʜ٪VѵϏɮÜι�γ3� 1940ǈ<�1950ǈ<ţӂŃ؈ǭ�ώ
γʰώ̩ȊȬ�ĵ٪ԉ Skodbo, “Nan Goldin: The Other Side-Photography and 
Gender Identity,” p. 28; Raena Lynn Quinlivan, “Corporeality and the Rhetoric of 
Feminist Body Art,” PhD dissertation (The Pennsylvania State University, 2008), p. 
45. 

103 Sontag, “Notes on ‘Camp’ (1964),” p. 288. 
104 Dennis Altman, The Homosexualization of American, The Americanization of the 

Homosexual (New York: St. Martin’s, 1982), p. 154. 
105 Michael Bronski, Culture Clash: The Making of Gay Sensibility (Boston: South End 

Press, 1984), pp. 95-96. 
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ǮǰšʮʰԫȐι}�Ť؈ǭʮʰώγ3٪ƨΡҢƷV͵ȏȘώ�٪ه

٨Kaja Silverman٩Ȳɮ�γóǿįӴԎϞʵԩóš˅ÒԽ'Ԇ΋Ǣ֐
ȅώԮ̸٭
αʥ9gώƆ֬هʀ֤ɂyщγȅ̩՞ώ̍¶٨libido٩
ֲռ٪γóǿӴԎϞʵ٪эǁʴ֍֡å׭ثˢ̩՞ώׇǄ��106 

Ȩ�įŢҦՄӺϐõg�ƧώƋ�٪ɍʉԙŎՄӺϐõgʬǁƋ

Ƨ�ՄӺ�>ÜՄӺǴώ;΍٪ε�'9gŎǫŎŭώӣՄմǭ�«

ؔƸэ�˜'�œӬį〉ѩŖӫ٪̹ŋؠ	֐ǥœӬْ¶ģƘ�ÛҦ

Ȩ�ԋƎ֖хώ;΍٪ǎ�ƙ>�үӐҦΦٙӌ٪̹ŋؠ	�ĭ 1�͵
\٪ɧԕȨ�ȲʉүӐՄӺȩʫْ¶ģƘÛǋ٠ώʖˀƨͤ� 

Ȩ�Ӕἁ�ʤȶ�ʥѧ�ώ�ԏΑƔ٪ح�үӐ́Cْ¶ģƘ

ϐõő،ώ́̂�107 үӐѧմʥЏόΌؔ«ʤ٪Όؔ�ʤӺزӇƴœ
ώ̯ҼыÒVć͈Ľ٪�Ӿӽώő،ҟ٦�108 Ȩ�΅֔ιȖ̈́ώ͵ا

                                                        
106 Kaja Silverman, Male Subjectivity at the Margins (New York and London: Routledge, 

1992), p. 353. Мѵƙ libido ѱՁȩ̍¶٪�^ʄĩƋʕ҉ϰЎתώ؂Ԭԝǩՙ
Ԕё٭
U̿^ǻ(Sigmund Freud, 1856~1939)ԩ͵˕ҍ٨instinct٩ʴմֵ�هώ
ҧŠΔș٪Ѷƙ˕ҍώ̍Ȃ�˕ҍ½̅ώ[͛Ȭ¶ׄЉ͵̍¶٨ʭǈՁ͵¶ǽ

Ŏ٩�٪ёıٯ٭https://terms.naer.edu.tw/detail/1310469/?index=8ٰ٨2021ǈ 10
ˉ 5ʬ̆о٩ 

107 ،�Ӓ٨Agata Łuksza٩ɗ�٪Ƿ 1950ǈ<ךũ٪ő،Ƥʴ�Ѫْ¶ģƘϐõ٪
ԉ“‘Diamond Are A Girl’s Best Friend’: At the Crossroads of Kitsch, Camp and 
Glamour,” in Redefining Kitsch and Camp in Literature and Culture, ed. Justyna 
Stępień (Newcastle upon Tyne, UK: Cambridge Scholars Publishing, 2014), pp. 130, 
138. 

108 Ƿå�ǥȨ�Ąô͵�ƐÝįΦٙӌǎ�٪̹ŋ�٨ؠRoommate under Marilyn, 
Boston, 1973٩ώǫҮ;΍¡ʣ٪֐fӺ̯زҼΦٙӌӾӽćώΌؔ٪ȣPʥȨ
�Ҧ
Ƌ3�ώRӞ��ǥ;΍ώӾӽΦٙӌϏĥʸ「Ѷ�ɡֵ�٪ĥѶ͸̸Ϭ

֢�Սˊ�fȬģfΦٙӌ٪OϏϚɗӾӽȅ֐fΑ٢�̯ҼώыÒΎι�>

ӵ�Φٙӌ 1953ǈ�ͤώذ�Ͱȃͫ	٨Niagra٩Ƈy;͵˕٪ԉ Thomas Crow, 
“Saturday Disasters: Trace and Reference in Early Warhol (1987),” in Modern Art in 
the Common Culture (New Haven, CT: Yale University Press, 1996), p. 52. ƼȄ
٨Mark Booth٩į 1983ǈ─ƨ『ŀ〉Ȳ\Ҩώʖˀ3ΐȬ)ΐ�ʵ٪ƙ̯Ҽ°
VώΦٙӌ����٪ԉ “Campe-Toi!: On the Origins and Definitions of Camp 
(1983),” in Camp: Queer Aesthetics and the Performing Subject, A Reader, p. 68. Ñ
ʷӛ©˓ԛʮ�Ӟİɗ�٪̯Ҽ°VώΦٙӌыÒ
ƸэӴԢ׀͵ΦٙӌҢƷ

ՄȩՄӺϐõ�٪ԉ Kaplan, “Photography and the Exposure of Community,” p. 90. 
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ˢ͹ʐ ٪˞ZǶόΌϞբ[}ʴѥ"Џ͑לǐώǇ ٪ؔȔ�ʤȔԉͲҮ

֔٪ЪЋѽئ ȩүӐώՄӺˊґ؄ϟƒώȘԌ�ιؔì�ƟԏώƼÃΐ

�٪́ �fǥӇœϡϣώϱůůҟֵ�ʤ٪éҍʴϱɡώmيǑ٪109 �
|ăȣ͈Ľ�̯ҼŤؔ�Ҭώő،ҟֵӾӽ٪$�óԄȷ'үӐՄӺ

ώʖˀ3֔ȅ�͸ԴЏόΌؔ�ϱɡώůů�Ӿӽő،ҟֵώ͈Ľ٪

ַʻϷүӐѧմʥ̹ƽШ.ώƈ��ѶؑţӂŃƱVƈ�9ֵأǹ÷

Ǵ?��ƹ�ɰ٪ƙזזώ̤ϑɄ҇ѷǞȩӡǪ٪Ѥџį9ӼӇώ�

Ìմ٪ƾ̸ő،ְ֪̍،İƨΡԫ3҇عҦѪҌώȅȘ˟À٪Õح�

'9γȅώÖƒώǇҌ�ЫŌώƲ҇>ÜŎ̤ώȳҞ٪ƨΡ9׭ˢō

ӰҦײ¬մه��Ҥ�ő،ƨΡմ˗ώȅȘŭș٪ȩ͵үӐǋ٠İɳ

،ҢƷ͵׽؀óهώȳ̝� 

үӐώՄӺéҍґҋʥ̹̯΋٨Frank Powolny, 1902-1986٩ɍʉ
ώʛǥ�Φٙӌ٫ő،	٨Marilyn Monroe, 1953٩Ƈy;�ĭ 12�٪
٪ƿʮʰ҅}ʉǭƾظP*É�гϽʡ٨20th Century-Fox٩ʪ�ώ֐
ɞɜ'ȅȘs}ʈǞӇ�【όҮ̤ϑɄ҇٪՜ǞدȏİƨΡŎЈ،҇

QҌώŭș�үӐְ¨Ȗ́Cő،̀ԨȅώҟֵȅȘÄŦҦԫȐӰȏ٪

�Ρį̹̯΋ώ;΍٪$�ΡįҊʸΌ̯ؔҼыÒ�ώő،ҟֵΑ֐

Ɣ٭ίϝМÂ¼�ٖʮώ�ɰϝ̤�¦͑ϡϑҦѰϥ̤ԄȷÌϦÌǥ

ώ؂ϡ�ŁΆ2ώ͑Үčҗ>ح�պĒώȅȘ2č�үӐ֐ЈƝő،

ҟֵΑǺώد〉ÄC֔٪Ҧ̯ҼȲǡآʷʷͫͅƝő،Ӿӽȅώ̻ס

ȣą�9gƝő،د〉ÄώƓѪզĂ٪̔ʴ『ŀ〉ȲԹ
ʖˀ��į

œӧʜÄʵ<ώжԀ�ѭ٨dandyism٩���È�ΙΑώΐ@Ҧœׄ
Ӿӽώΐ@��110 үӐ֍֡ɚίҦӾӽœӧʜÄ�ْ¶ģƘϐõώК
Ӡ٪>ĎѪ�ѭșǐ[ȶ֔ҢƷįōӰώգ�ْ¶٪ȩ͵ْ¶ģƘώ

ՄӺϐõ� 

                                                        
Oʴ٪Мѵփ5˓ϋΡˊATɧԕ̯Ҽ°VώΦٙӌ�ʖˀ3ΐȬՄӺϐõώ

ϰЎ� 
109 Ȩ�åˊ�ǥĄô͵�үӐҦmيǑ٪̹ŋؠ	٨Ivy with Wigstand, 1973٩ώ;
΍٪ɞɜүӐҦմǴיϡmيǑώ�ѧ� 

110 Sontag, “Notes on ‘Camp’ (1964),” p. 289. 
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Ȩ�эαʸ「ώ֬ʀȅ�¯٪�ѧ«ʤүӐ>ÜҊʸΌؔ�̯Ҽ

ώő،͈Ľ٪>ح��ѵó�ˊκ�Ӟ�Мѵԩ͵٪�ѵٖʮώƶκ

ҼǦԲ'ő،Ƿ̯��٭*ˊ 1950ǈ<ךũV͵�ѪأӠιĽ٨pin-
up٩ƣΐώ111٪ي׆2ט үӐÕ¨ȖȰ�ɟˁٟҮmي٪ٟҮʴ9э
ǁɦίώيҮ٪Ҧ9ԩóώ̑͂գ́үěώيҮثó�*�ϛƝʥő

،ՉčƲ�ʤώѪ3φ٪үӐώѪ3φ٢ιʥҲčì�ʤ�112 ƣ�٪
įȨ�ɍώå�ǥ;΍�үӐȰӇ̐²ȳŜ٪̹ŋؠ	٨Ivy in Opera 
Gloves, Boston, 1972٩�٪үӐƙѪ3φŦ٢įƲؤ٪˃éϬүӐį
�ؤǥ;΍ƙѪ3φɭѠįì֐¨Ȗ͵�ώϱѓ٪ήέҦ̯Ҽώő،

Ǯǰ;וŹҬƲìتhώǋ٠ʐ˞�̕ō٪̹̯΋ɍʉώ�Φٙӌ٫

ő،	в�;΍٪�ʴ͵'�сŋȗѪ3	٨Gentlemen Prefer Blondes, 
1953٩ώƇy٪؈ǭώҶʜôЉϚɗсŋȗώʴي׆Ѫ3٪Ƈy;΍
Ԙԓ>όҮ̤ϑɄ҇Ԅʱő،ώόϑҘيأ׆��үӐÕ>؃Ү̤ϑ

Ʉ҇Ҧ9ώٟيϛʱȩզ٪حͻʴӋȖ͵�� 

Ȩ�ҦүӐñVέή'үӐҦő،ó�ˊκώՄӺ;΍٪̔ʴй


ȥסȲɗЉʖˀӰͤѵȲؠӣՄҦ��ҤώČſ��Ţԩ 
͵ǋ٠ʴ

ʖˀώՄӺϐõώ̗ğ�٪9gƙVϿλV˽զ٪ӔαԧœİʹϷ
Ң

Ʒ��ҤώPѧ�٪ՅҢƷҦԎϢϋЙ�ɱԒ�٪
ՄӺώԎȂʻϷӰ

ͤѵҦԏҮȬ�Ӱͤ
ՄӺϐõĖ²İţţVϿ��Ͽ٪�ώը؄ל�

�͵Ͽ٪ԧœ�ҦȹͤԏҮ�לώը֐٪؄ЈƝԏҮȹͤώ؂ׂŭș٪

�ՄӺV͵ʖˀώЮنȲį�113 Ȩ�ҦүӐ֍֡ح�үӐՄӺҦ̯Ҽ
ő،ώيҮ�Ѫ3φНƶκ٪֖ó«ֈֵ�γȅÄΑǺώɳ،٪>Üү

ӐշזώҟǪҦշ͑ώҘҮ٪įįحϷ'Ţg¨ȖӔԧزүӐC֔ő

                                                        
111 Richard Dyer, “Monroe and Sexuality,” in Heavenly Bodies: Film Stars and Society 

(New York: St. Martin’s, 1986), p. 20; Łuksza, “‘Diamond Are A Girl’s Best Friend’,” 
p. 130. 

112 ÑʷӛˆӰϷ٪֐ǥ;΍̯Ҽő،ҦүӐώѪ3φ٪�įƲ��įì٪ˊ
֏˽
ʐ˞�٪ԉ Kaplan, “Photography and the Exposure of Community,” p. 90. 

113 Newton, Mother Camp, pp. 104-111. 
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،ώ��Ҥ٪[ʖˀİɳ،ő،ǪՊȲ͍ƌώȖԾĵșϫϜ٪114 >Ü
�έήҢƷóǿώåثȖԾĵșPѧ� 

ʙهѶԒ٪Ȩ�į
å�ֱ�>ÜRӞ٪ɞɜՄӺϐõCʐ�ˊ

Șèْ¶ώő،>Ü̐ذ〈٥ҪšִННšʮʰ٪>د〉Ä�ĎѪ�

ѭ>Ü²ľȅώʖˀƨͤ٪9ح�gʫْ¶ģƘÛǋ٠ώ׽؀óهӣ

Մ�МѵȓǷ֐-;΍ҦǭؙȨ�ώʖˀ؈ǭʜÄκó٪[Ԣ׀ƀg

įʖˀԊԌƒծώՐΚ�įثó٢ʤ ٪ؔȨ֐�-;΍�ώՄӺϐõ٪

yȽěƖ�١ǻٙώ׽؀óهӰͤ�ëƎʡώ͒׽؀óώ3ΐ>Ü̯

ҼώգмƴʰͤϿ٪Ϗ>²ľȅҦ׽؀óهώ��Ҥ[Ԑ˻ȅ٬¢˕

՞Դ�9٬Ţg؃/ײ׭ώˌز�ȹϛ�ŭșҦӰͤ٪>ȅ٬¢Եʆ

ÙҢͻÄκȅȧϸˈƝȅ¢ҦȞˎ*�ƝДώę�јɣ٪ĥѶ`ӥ'

�ȅ٬¢˕՞Դώ̊؍mԘ٪��ׂ˻'׽؀óهώåث�ǊȓҦه

Ȟˎ� 

įϛκ٢ʤؔ٪ǷМѵ>��˜éϬ٪ǋ٠ʴȨ�ɍʉ֐-ՄӺ

ϐõʉǭÉح�ӇώПη٪Ţ>ؐșʉǭ͵ʖˀǋ٠̻�ʢȖ٪ӔӇ

Ǭح��ҤώԊԌʐ˞[ƨΡǋ٠٪ѶؑŤйؠȲ׮ֈλʵγȹšӺ

Ӱͤѵį½șͤ�ʵ>ԦԵԒԳű3�МѵˆįЛ*Т׮ֈſѵgŤ

TԐՃǭؙȨ�ώ؈ǭʜÄ�ʖˀΑҮ٪9gϏ˓֐ح�-šʮʰ�

ՄӺϐõ׽�؀ó3هΐƨͤώǋ٠ΑҮ�115 ÔZʴ̫�ĲŨįԢ׀
̯Ҽώգмƴʰ�ʵ٪9g؁ͻ$ʐ̸ţӂŃšʮʰ٪Ѷ�ְƨΡҦ

Ȳʐ̸ƝՊώ��Ҥ٪Oʴ9Ƿػ�Ȅ�ѭ٨Marxism٩ώԏǐ
Ģ҂

                                                        
114 『ŀ〉į 1975 ǈώԗԳ�ɗ�٪ʖˀćĂį 1960ǈ<ώدӨ٪Ɲʥ
šȅ�
ѭȖԾį 1960ǈ<˔ˏώͨو٪ÔZʴ͸ȖώÕȹͤؑǁéԎώԏҮ��Ţƣ
�ǦԲ٪ՄӺϐõƝšʮʰώ
šȅΑǺѳŜ͇ԧʹѲ��Ӈ։٪ˊºʥ
Ԉت

ˡ-¨˛ÒՊώ׭ˢ̩՞ώécǐ——Ӕαԧœƀg٪ƙƀgʍ�ǡӠ���『
ŀ〉ώԮ̸ˊºʥϨԐ٪Ȩ�ώՄӺϐõʉǭƝšʮʰώʖˀ́C٪0ԧœ�ɳ

Ϸ��Ԑ˻'ţӂŃȶ֔κȅȧ׭ˢ̩՞٨Ťي׆ƣΐ٩ώΊ̊ȖԾĵș�ԉ

Susan Sontag, “The Salmagundi Interview (1975-1976),” in A Susan Sontag Reader, 
ed. Elizabeth Hardwick (New York: Farrar, Straus & Giroux, 1982), pp. 338-339.  

115 Мѵ�ؑ�ǥ֐-ʖˀ3ΐώƨͤ�Ƅȭͻ�ԉǋ٠ΑҮ٪ѶʴϛƝϋΡǋ٠
�ؑſѵgԢ9٬׀ŢgʖˀӰΡώׂ٢� 
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İϞǲʖˀ�٪ƙʖˀԢ׀ȩ
�Јֺ�¿½ώǪǟ�٪116 ǦԲ̯Ҽώ
գмƴʰэǁӰͤՄӺώ¿½֡І٪��Ʉ،�Řʓώȩ˞�9ƙգ

мƴʰȲɳϷώ֐Ј��Ҥ٪ԐՃ͵̯Ҽώ
Ʊ×�ƝţӂŃ΍×ϼ

ЂÄšʮʰώȻ¡٪$ƤʴЖ¶ÙϼЂÄʜÄƱ˸٪Ѷ˓Ϟԉ֐ЈÞ

ƶӚûǋ٠ώȩ��ϛƝѶԒ٪МѵώԢح�׀Ȩ�>ʖˀώĖ²ϡ

δ٪ǷؐșώԊԌؔ÷ǋ٠İح،ՄӺϐõҦȲʐƣšʮʰįմ˗�

эͮ【@�ώƶκ٪¢ךέؔİі֔'ʖˀǋ٠� 
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Celebrating Glamorous Camp: 

Nan Goldin’s Photographs of Drag Queens in the Early 1970s 

Jui-Ch’i Liu* 

Abstract 

Nan Goldin (1953- ) is widely heralded for her photographs of sexual 
minority subculture. This paper concentrates on Goldin’s photographs of 
drag queens in the early 1970s. In order to shed new light on these images, 
I would like to systematically interpret these photographs through Camp 
aesthetics and politics forged around the Stonewall uprising. I will also 
apply star theories and studies to elaborate these drag queens’ Camp 
imitations of glamorous divas in film and fashion photographs. By so doing, 
I aim to produce innovative visual analyses of these photographs, which 
embody visions and strategies of Camp duplicity. Goldin captures drag 
queens in public domains, passing for beautiful women in order to reduce 
the risk of arrest. By shooting and sharing these photographs with witty 
messaging for insiders, Goldin was able to unite a community in the face 
of a homophobic society. These insiders could also grasp their subversive 
potential vis à vis heterosexual sexual/ gender essentialism. Goldin also 
photographed drag queens in a semi-public drag queen bar and private 
realms, creatively capturing their imitations of Hollywood female stars 
with a double allegiance. On the one hand, these drag queens affectively 
celebrate their own feminine identifications with the female stars’ 
glamorous looks, even sexual feelings. On the other, the incongruity 
between their imitations and the female stars not only undermines the 
sexual/ gender essentialism of heterosexual hegemony, but also creates 
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ingenious visual practices of Camp humor and powerful political 
interventions exhibiting a survivalist strategy of homosexual wits. 

Keywords: Nan Goldin, Photography, Drag Queen, Camp, Glamour 
 


