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7 % RHE A fbo jp (solo performance monologue) #* W F gt~ Al
f’F-%i’ FOH R e Jcﬂ*u—st A& Kg o H A b 2L ﬁﬁ—*‘ﬁ??ﬂw* PP
e ARREBELGR 2 A - B A by Flpt B A Jbd plioA g s B
A B @13 (solo performance of autobiography ) ; 1245 5 33 & - %42 (Jo
Bonney) 3t 12 - = g+ (Milly Barranger) » ¢t # % %255 (form) ¢ % §
eIk Pl ehfb e (Greek monologists) MR i
(medieval English traveling minstrel ) ~ 254 & koo i fr ¢ & FotA e gi
Rt d F B (vaudeville circuit) %éf:z\ i K (cabaret) P10 & 5 Hpin
73 WenE A LXK 4% (stand-up comedy ) ifii:njf A fpe gl H Al o
b L HBE IR A R 1T E A b JIEE o BRE B R i
HEE R EP ARG ERE Y CRAEA R LY uEiEE F B5 T
H A fbe pl3-E 9 @8 - B g ot 2 (theatrical frame) endijEs 6 & 0F
(performance of confession) @ = - B f Fle 8 4 i LA F F g prd ) - B
AV e PR e Y Bad e

RO N i B Rl @ﬁk;;;,]ﬁ:;;,]} i ﬁ—}if& B LN kAT
3 x*ﬁPF&&?*“f%ljlmﬁW' FEPETEE DRI g B A o
- L BT # o (the other) & 50 # & 4 ergh [ TghH > ¢ 7 ie 24
2 EBYF e - IR%L |7 6022 70 & hd 3L HFH 2 A /R
EE SR <l %Lsﬁsﬁ;ﬁ.vé;‘&ﬁ 1% 1F R F@s—*ﬁJ A A AR I A H A
Bl I - pE b B ¢ﬂ°ﬂ&%4m%ﬁ4&Wﬁ%mpﬁ4%¢i
W7 rié—*‘FfJﬁmi?.é;‘_é —GFR g E A Eg BT R R AR R
EPEEE X

LAY - 3G Aiﬁ.;gj, HE AP FEAN S H A];Jj,—g—z\ gﬁzh,;« #£d 30
3 60 & k3 B en T ieskp 3 (documentary theater, or docudrama)’ Tk E —*‘
FEHE LEF mfﬁ( CFUSBEALE R R B A F Aot TR AR
oy vb (theself) > iz 73 fER ~soipBAL g F ¢ mrv« il (historical and
sociopolitical other) £ 4rfm At & Befr b A 3FTh 73k % 0 { gé{a‘ﬂi % i%’—’ﬁiﬁ’” B
FELELHAFEMZCDARETF L LTI PERGRS - BF - FR
BoAARFEFIARFIETR (- ) AFFNHEP AR IR ZHDLEG
w2 (=) T#%B ~¥ | (thesdflactor) ** L 71 T 15 % 4 (the character/other ) p* -
FE4 FEFLFRE AL T R (the self) sFoip R 3V H @ 2335k %)
AT ERALHE T F e RERL S EREZRLERIELE
BEETABANABEA A BB ERAERE e G p N EEFILE Y D
B BB 4 o

[P T "f TOERINHE A Q3R a3 8 K =t (aesthetic aspects) » 7
Fd T aghg (- ) AFEm e o gELFEMERBITAPN F AL



VE R AR E B ARG P o (Z ) H ’\Ij%‘z\/?ﬁj"“ﬁt‘” SR b A H Lo

doim fid gt Kok (narration strategy ) ~ %48 4 i K v¢ (performance/ acting
strategy ) ¥ *t & #idg (mimetic) ~ % ﬁ FAL G /FCE/ 2 B K (socmpolltlcal and
cultural other ) » s+ it § /Fcin /% v s & Edg 3t A ik § ¢ ?ﬁt#kﬁ?‘¢7r €%
Eﬁmﬁﬁﬁgmé%A’“%km%4%£$5%9$%4mm—%
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R Tal ars o BB et i Ll /I E o % e -k o

(Bobby Baker » v+ g fi b s ) e (A EEMEERF L) (Da||y Life Series) »
- (A EERRF L) F 2T BITE (- ~B5 % > 1991) (1. Kitchen
Show, 1991)~( = ~ 4 p 35> 1993) (3. How to Shop, 1993)~( = -~ lal % »1995)
(2. TakeaPeek!, 1995) ~ (= ~ = * &4z » 1997) (4. Grown-Up School, 1997)
B (3 ~4%¥ ;’3:'%“ » 2004) (5.BoxSory,2004) - :EH H A p3-2 %3 A L s
ERIEL M-y R EH R R Fl4oT

(=)~ B neniv &g p e G L SR iv s AIITAEH 5 st b > BR3P 4 7%
%%ﬁﬁﬁiﬁ—ﬁﬁﬁ%ﬁﬁobééﬁfk%%ﬁaﬁag,gh%@ug
p e igl (body) 544 (medium) £ 3 (represent) B A A EGREp § 4
7 5% (the practice of everyday life); @ ¥ — = & » & % j8 % i 08" ¥4 (body,
ormatter ) » £ F4rk g = B & SR AR S IR ILH Fo Bl4e® 84 (Judith
Butler) £ i 44 (Michel Foucault) % % ﬂi“iﬂ S TR
(body, or matter, is culturally and linguistically constructed ) ; = _A& A 325 4% &
ME2 I /Fr2pT iy L2 LA T2 WE- P hiia 278
(substance) » 4r¥k LM E - 2 EF M L > PRAEP K 2 EEHRE B AR
e 4 QL Hz2 o AR A b’ﬁ} Plev gz plangBorg T A A enig
f ; (body figure) * E_ = A7 P sideie g @@ * pb - Tl T LR P F
AEEHRE B AR LR?Ed AL TR AL P PR AR uen

(2% x7))ye ML g A | (What isthebody in Baker’s Daily Life Series?) ?

CJ‘%%%—%@W’*‘@%%Eiﬁfﬂﬁbwﬁﬁiﬁiﬁﬁwﬁﬁ
L@ 20 ity Ffi?» At - map 3 o 2 F (stageof thetheater) 2 E
Eak B AZEER blAcp FBY ((- B F ) KERY (<<—

50 P P (<<; PRI ERE (A FR)) ERE (T
EPRED A EEFEL AR (L FENRLF L) P niFEL RN B2 R
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S>FPfAEd PR R EE SRS A P o B RZERE
BB A YR P RfEEa 230 Rk he it LB &
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definition?) ?

Pt R FIFL RS R A R E R R R A 1T E A

Brps 8 A BRI A 2050 (form) & & Gw o gt - AR e RO BT
e ALE B b aTRAL A kWA 1 #E (performance studies) AR #-
i (speech) ~ @ig (sermon) ~ %3 (instruction) ~ J& 3 (lectures) ~ # 3 /
% (recitation and storytelling) ~ 2 v (confession) # # 3 ¢ % i (sexual
perversions) *§F#f s B A &G o Pt EE TR TEARY o d 20ty (A
Q) SR SRR LR E A ¥ A s 1 Tbd (monologue)
SRR FIM T R e b T ) - F A THE A Q3 2 TH L b gy
Fe gt th o g RIEEEL R Tibe | 23 o0 o7 H A I3 e L pF
#p ek pl i b e & 2 380 (dramatic monologue in English poetry ) 2. & %4 5%
benBimE > d Y b SFE et d AGRE (narator) &% - B
PELBALALEREZ AT wE BOE T e BEINEY LF ARG DR
CERLYHAE LR ik Eka TR (ironic) sty 5k 4 (dramatic
impact) ; F1ut o BRpl i 7T AR M B SRR G H A b g Heh
B0 dRm o BT R T AR B AR - BEE Y BB AR
% A i *E WA i K 12 %8 (the presence of the performer’sbody ) -
H A jpe ljli;‘?*ma‘iﬁ * i Fﬁfi&ﬁﬂﬁ“ Al EREESAR A H o HAgp
0 R H 2 AT IR A R R B i g A AR > R P AR
Hhomi@r 4 H - S8 & (stage or the space of the performance)
};}’4@4 mxi bt’/g’,‘“?m?fn ‘milﬂdﬁmfizr‘-‘%*g"h’qIL’i“E\m"h’
JIF e |og At o gt BER A A AW T H A IHEEAE S 3 o
oo £ R E A EH &4 (theperformer’sbody) # 4 i 2 & (the performance
space) B EHIL o FIM R BoApd 0 - 2 E R R RA RS

R Q‘)I%;fﬁ‘fqt
YA AR Mrﬁpﬁ hFAR kg T aH i BEDRAL TR
Fishg & A T—”‘Kmﬁfﬁ'%’—,zﬁ’f]ﬁ
A mﬁl?‘” ’ Lelf" T R WM e Al TR Y hEEM P E P RN S
WO T ARG LMo B &Y T E{oE g “ri 4> b4 Lucy Baldwyn
er1Blending In: The Immaterial Art of Bobby Baker’s Culinary Events,” Elaine Aston
i F 2 & ““Transforming” Women’s Lives. Bobby Baker’s Performances of ‘Daily
Life’,” 22 “Making a Spectacle Out of Herself: Bobby Baker’s Take a Peek!” % » & /%
R Rt BoREL 65 b H- TR v FERNE L ITEF
# | (spectacle) ewek 5 ¥ ¢h— 4 w3 T2 F ) 2 3 ¥ MarciaBlumberg
e“Domestic Place as Contestatory Space: the Kitchen as Catalyst and Crucible” - j*
B2 &AM 5o Kitchen Show > 3% Kitchen Show <0k + Blumberg #-E.
soiniT S iFaE 5 T B s 3 (Kitchen theater) > TR g h "Brs , & j



"iw]  (gender) & T~ it (cultural) * ez & (implication): Br% # £
R = skl IR C P fész&ﬁJ%J T B4 ehZ B 5 Blumberg
FEDERIPNEZIFOMPE 2 d 2T ERY A F R AR

FJ2 B s iTg® e T3~ % | (theatricality) -

B3t b suivs% 3 25 > P B3 — &> & MicheleBarrett £ 1. éu—f—f
¥ %481 Bobby Baker: redeeming features of daily life (2007) > m i
A Lp T0& A SHFAd BHEES RHFA T RE- - A% F 03 5
RO AR foend TEL R IR S ARG 0 b F R e gt 3N
5 R=ZM>E L uH L TN 78 (transcription) e

%%?Kn;a%/;iﬁ@%mﬁ\ﬁaﬁn BoATEE dar TG
Jdd ST SRR fdem A an TR S R0 @ K Rpr B R BRIE- L G
AR PRA P ARG Y F o BEA T R G RS R L F 0 A A F T
gt R R R A (AR E k) I @ E A RIBAEE O B E
Tl TR T TR KERS R TR
(theatricality) e B - FLMaury » @ 2 E 0 330 H ;;J;e,\;_a m
H-~2Z a4 p kb Fu]FrT'P méﬁ)}lji%‘lﬂ ”Lr?i}‘% Flet o A A g
gt A R AT RER R € & imﬁ@wwo

TN FTY

AT E R R ERE I 0 R FI AT P TR MR 38 B
eivmit 5 E BRI S R AT R E RS o F 2 R (1
s i)ErfEsd 3 60#E R D A EIUP TG T L T
iv 3 (body ispolitical ) » &3 # ;i £ (performanceart) -t 4] (% 4%
TR P PRI AR S PR T N 2R o Aot A
4 4 & g4 s (body art) <41 38 > |4 Carolee Schneemann - £ % Interior
Scroll (1975) ~ Rachdl Rosenthal 1 The Arousing (1979 ) £ Lesile Labowitz
ﬁ1$mmm(mm>so@%%iAEﬁuﬁﬁéﬁ@%%ﬂ%’“@%
BB A © 5ol Big i B8N chg flidh 5 B A A Hpl 2l d ¢ BT E R
R LR & St ot o R VR PR R e SR IE A S 8
(A akF A SR A N N E e RO UE sl R el RN S Rk
Feoro r@r Tap | ZHATAE tdoefe M2 T3~ THw ) &
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BEE D R miReni RS RN E RE A L MR R fo st R AT
B 82 3 5k o £ & end 0 47 ¢ L 0 & A R P-d Dwight Conquergood 7
Fdeh T 2R S8 ) A 0 KA ERLE L JF ;A d B
rﬁ‘?é'%iﬁ Wwita ko @32 TETEFEEF (truth) ~ ] (power)

o3 (knowledge) = 4 F’*m}ﬁ:{r&g TP e A 4 £ 0 A F TS E
G P isil g 4%”"1‘#«# H 3 AR f%fﬁﬁﬁiiﬁ 47 FET AR
AR P b el G S 4 S B g - A R R L L SIS B ¢
P e g E R Mgl F-8 p 60 & oy R e 2 SR T eY

GREZCAMB 12 :*w%@ﬁmmWAﬂﬁA%%% Bz 75
ERASOE A R gﬁ— Fhos AT AXHB JAY A/ UE = &y
FhZwmanhi B R Tt 0T AR L HE AR HFE LRz 2

RO b oRAA RS i iR AR 0 A D PRAE R R o

(=) ZFwmit
B 3SR Heh g B s ik Peter Brook 1 (3 ¢h3 /) (The Empty Space)
A~ £ > B3 Marvin Carlson < Places of Performance: The Semiotics
of Theater Architecture ~ Una Chaudhuri =7 Saging Place: The Geography of
Modern Drama ~ Stanton Garner £ Bodied Spaces 2 Keir Elam £ The Semiotics
of Theatre and Drama % #i 5 4 4= - Chaudhuri £ Garner #5 34 31 % % ] 17 e
(modern playwrights) i & ¢ ey B 8 )¢ 2 - s g > A
o 3 F A F R 7% (performance practice) 7 » > & X5 BE e R
» % § o Carlson & Elam 343 a3t #5837 & %45 i (codified) » 7 o j 3
B R EEANR LA F PP R BBk R B 3o
o bt (FROEEISE B L BRPREL T A X AL B
E R e SRS LFE O B R EF AL M A R
FIFZE 2 L Bk + 5 Brook #73 5+ ehg A (dead space) ; ®
PRFZEFBL LT BRFZTEY DEBAF DL SR FHLR R
dok A BRS04 AR dok B R b RIS RerpEE & A 4
B itq? cnZ FRIFFEH o Ldodk £28 4 );vjii%_-,_ﬁ.“a\’ v 3B BB
i A & T pl 3 (theater) shfe sk w8 2 & 8T 4 7 £, (performance
at) ?
"HIFZRE A RDOF A I N AZRFY L ARFOEEAEZL 0T
BEFNF ~ Bmenp FERIST B RE 'B%'J*%_—p BEF & 4otk
| ’/2'Ji%4ﬁ“m&‘ai'7 AR S n L LG bt g“xﬁ‘* PO o T
A A K-+ Gay McAuley #H ¥ iF Spacein Performance ¢TI e 0 1F
#2 , (dynamic process of communication) £ 4 » k& 47 B s (T @y 7 o
PR EFEALRERENE B g rEyn TR BT 3s R
(time) 2 p &0 (thegoa ) e3> » FREPHFZF d F i A 2@ * ohl



- v B BT I35 B i $ (thedynamic) £ & i 14 (the communicative) -

(Z) o

A A d-d Butler #7321 e THEF (performatlve) PEA KB AP AT
Se® R Pk enfE W] R AE o 145 Butler 0 A i eniT 5 B0 N E B TIALE 2
v LR B R nE A RIR Ptk TR EFW%J@m@ﬁ’
SRR S R R RIS R N = S LR S E SAREN
s o (aserlesof stylizedacts) « Flut > d THeiw a4 I > A4 F Edp )
P (59 SRRl Rhit Y - A2 —2 b —ak i 0 MR
¢ :i??“ﬂ e RS TRl e R - S gkt A N T

- A A B R ehF (7 (4 5 aoak# ) ( The Archaeol ogy of Knowledge)
—Fa ko P F L ANRERARE TP 6L ApE RTHE I B
A—ind A T B T SR ARRPTE LR -
FIERCE SV S R AR | I B I R
I w2 o~ o o@ 2o ¥ fﬁs{%‘?”j\xrﬁﬂ Nt PR R 16
LR EBpBURF DA | P AT TR o
ERNI R N B

WAEE A GFEE R LR R A PP K LBk P A e
Boa b ichd jgh REE LT ? W 82T (acting)? T 477
(performing)? "z, (present)? 7 A& T (represent)?d 3t

ETTS

FEIEOV LTI, WS RN Gl A 3 DRl
e P R Rk R VAR ﬁ§9”W%wv
PEERRAE A AL RBEEROLFRT LML E > 0 L HKR

PR/ YT
AAMRE sLeniERp r TERBIHC B AL B 575 > T Fas

Fla o AR FTRERY AAFR AEE o ApH TR @p»raﬁ%mj
(performance art) & " £ 884 | (body art) @ 2@ %3¢ o

peoek #Eiﬁ e E o AMAEAY i AR BRGNS RIS i Ak
PR AR T AN ALY D g gh s T T A FEGE, 2 R R R R IH
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AAERGTEE 5 EE A LR PE LT AR R e B
err,ufﬁ,a Py a e FE L AFY T gL 20— Fp T
- R L TR e L E RAME wA A THEE R T8 | RHF
?"f E~ S E 5
FELE e T p ¥ A kA 0 S E G R L RE% ( “Kitchen Show,”
" Bri % )~ F%%( “Grown-Up School,” "=« &+ | )&% #¥ ( “Box
Story,” T4 " &% |» ¥ aMELR A8t FH%¥( “How to Shop,” " ps
Pib, 2ERERE( "Take a Peek,” Ti#jH o) F R hhd 4w 5 R
A4~ o B EEF S PR R A,v};ﬁ;&pt:—a*a/.&; SRl 1| ESE AL S N - 13
ﬁ{ﬂ#éﬁwﬂﬁl&%pw@#,&%%mi&ﬁvtﬁ%ﬁﬁﬁﬁé@?
Bz ls 23 - BAPREDRPFZIF > Faan(HH)z B 4 2 A?
BT FCFEB IR TER FEEAL D v/ B/ R el i
MR FLRE? FEd 2RI EEHNOEFORIEE L A PHD 2 F
g o Fom BARERE A AN e Rl P B o
Pk - Bds o B R Frsgﬁﬁ“} AR g & Limenp F &2 A (L
FAL LAY RE) L“ﬁf— B AT A o B¢ FARAIIL LG R
R MO FPN TP RIS AR o L A FEARY 4 FEFRAN T HL
—BATE AR R > B R LR R K- BT R E R R LA 3
oYM - AN EFaR Y o p PO s F g 2 R 4R
FEp Lafpe PRIFUERE YY) Lo @i G AR SEAL RS BERLp
B =% @+ 2T &R (representation) @ 7 £ & 3 (presentation) -
ARCTE IR Rf o b DRI Y HFRAR
b 2 RPAR RS Bl AR EE/ARE A/ E L ch 3 MBS B
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R P PRABITFIR TR 22 FLF AN bR 2R
# W~ szt (D)
1 - PRLTA 15 3 EAFARE S F
Bt E 2 i,%k
H
99 = 10 * 14 ® K5 3T
30 ) P 2 B 3
3 99 & 10 * 18 gt
2

-~ R (R )P A

A A0 2 14 P AE RGO Bt i e d A
Fakdt TAIHMYAFRESE AN 23 H EHLEET R T E]
ERRRES i N 3‘; B~ w2 g Boen 30T B Ft 0 AR AL
A EA S e KA r R A e AT A TR R ARG L

&3y e i E’I Westend & # 4 1 & % j13+ B o 5 feehd 452 DVD 4R
i Fp e @ e Westend » A A B AR T E R Rk B ehivTR o - &
The Mouth Trap - = a[(rapp s Last Tape - awi Rt BB O N
Fl& gl &~ B pE R R B @--v‘u-ﬁlf} B R "‘J”?“'mk
FodeE B aRA B IR SRS SWDLE - BERRBT RILT i
2R BESRA R S0 5 0 A DR R RF T ki Pk
ﬁ*w‘i?%? PRt NS S A LRMN R o a0 R AR
LA d kAT &g R

ER R AL Y AL wﬂ‘#fﬂﬁti vom B R o p BN ehd R S
Bl P R EAEE R D G A i@ o T RRT L Ry Fihy
Il P P WA ERRF O R > FEFRARL AR R
N FR SR Y P A ARER FA PR Rl i gk REHH
LRpenEr ? B A TFEN | (acting)? T #3% , (performing)? " % 3 |
(present)? 7= & & T E 3  (represent)?d *t 3 F 3 £env it L4
S RPN g A A RnfE e L4 R P AT P



PR AR/ R Y PHAYE R B ER & A S
BHESBOIERT T LML A A R DM NE/E T .

ozt Bl g Reh b s (BRI FENT > LR MR E D
IR 5K P AR R RIS 2 o BB REAAT -

T OFA KR -

ST A%

P S TP E Y A A ALY P TR o e
A FE- e oo gt R A YT B P L L H @ (TR DVD: “Drawing on a
Mother’s Experience” ~ “Cook Dems”¥ “Table Occasion 19 -

¥ b A AL A& London, Convent Garden = Kettle’s Yard Gallery
¢ i+ 7= Cambridge - Acme Gallery g5 | 5 hvk 32 4] 5 “Mastering the Art
of Piping”#2 VElitist Jam” o P 5. 24 & > % ch& I RPLA L & F Ejre
AEEMNLT FY > a e A AL T - B EIAEHFEF AR — o
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*E % NSC 98 —2410—H—343—038—
5L
FEE PR ABAFE T Lz (AEAFAA) Y
i P TR TN T ad 8 TS
(D
4 B A ] l FRjﬂZ‘ﬁ& éi—’:?}}]}&]’Iv?/ﬁgé
Aot ® e 12
o 7 Dy
98+ 1251711 = v Middle East Technical University,
B R £ 125 e
98 F 12 5| 18 [ ! Ankara, Turkey
cuy |(UFECBERCREG L B p e
2
5 (# % )17th METU BRITISH NOVELISTS CONFERENCE:
P_
Hanif Kureishi and His Work
(F2)ea® (Mg itz ) ¢ SHPIWT R
B
~ A F (# ~ )Fragmented Body Spacein Hanif Kureishi’s My Beautiful
Laundrette
— s R § RITE




Middle East Technical University # & #% & &-%t- i3 B 1% 78 7R %7
A3 g ’f’f’gfﬁﬁiﬁiéﬁﬁé’ﬂ’.: lfﬁmﬁ“rﬁ—*"? © 3 17 &
B o 7 EHITEx g 5% 2+ §# (Hanif Kureishi » = A#rin {8 g3
BA) > w5 Fgd o 314528 e _Susie Thomas » Susie Thomas &P # # 3
=5 H i’rgﬂﬁi PEREL - o DT RS T ED I ARSI o p s
¢ 313 &R A& F 12/ %] (gender and sexuality) ~ 2 i /5ia3u bk (cultural and
political identity) ~ fF & # it ~ (narrative of history) ~ & 78 X #h it
(post-colonialism) ~ > %k i* (globalization)¥ ¥ %8 £ #.(representation of
body) o = & # & 4% 7 P RANIE > 0 B * o Bl4e My Son the Fanatic,
Sammy and Kosie Get Laid, London Kills Me, The Mother, Venus¥? My Beautiful
Laundrette % o F]}* > * € & A"V I3 eniF 52 4 (genre) Bos d#

P (ficton) & E %yl (drama) (& ek 2 0 3297 1 Sde b 03 € o

ARpAREZRAEFTE(P A ARBAFE T L2 (AFLF L)
P TRy T T T a8 TR (I)>>q‘ R i
B r,]v}\gJJ; Mk s B iﬂff’;’??ﬁmz?‘" ) 1 L L pEN, TE i‘lq—\l’h’p ¥k
B3 E Sk o T ERIE R A *MJF’ /%] (gender and sexuality) ~
£ 482 B (representation of body)¥? < it /5z;s3:%F (cultural and political
identity) % - “fﬁ“ 7 % RARERT|A —“‘Ff Tgev 7 EJe 7 PR AR > @ o F

A &K’T—;ﬁ—’ﬁ"ﬁé&ﬂfiﬁ\ dovipl R A AR SRS IR AT
d Av\%‘r T w IF%E%’EE}H%;‘;%%‘E’ S RBF P L IERRE G L RR ORI b

2eE S0 S ? i *iffi/“ﬂllpiziﬂ? EI O S AN Sl E e 1 B S R
(white male cultural mainstream)pF e et 8 B2 x#%~ 22009 # 9 * &
BEELR A ik £ # K> Middle East Technical University % % -
PR gt B HE %+ Middle East Technical University # {7 o #
n‘gév\%\ﬁ FEF O BEFFRRG B A UBFIFLGY LG AT
?—*‘(gﬁ—l A)2HH 0 T 2R E B A ,%t“L’P v & R PO
T ERF DTS T RS o
B FFhae s i AL # > - =4 Buket Dogan % # “London
Staged as a Post-Colonial City in Hanif Kureishi’ s London Kills Me”
¥ - = %_Gokhan Albayrak % # “Gender and Sexuality in Hanif Kureishi’ s
My Beautiful Laundrette.” - tfigH=xegF i@ > Ao g Ha- 3% @35
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In the “Introduction” written to My Beautiful Laundrette (1986),% Hanif
Kureishi states that he “cut most of the dialogue and [added] more stage directions”
(3). In addition, the script is comprised of numerous external/interior scenes
exchanging one over the other. Because of this, the script as awhole creates a sense of
flow, that is, “people running about” and “the thing moving” (3). On the other hand,
due to the scale of the film and budget, he decided to ““set the film in the present,
though references to the past remains” (5). We might ask, (1) How are references of
the past depicted in the film?; (2) Where can the audience locate in the film the
references to the past?; (3) Why does Kureishi “keep the thing moving” and “keep
people running about” in the film?; (4) What is “the thing” and who are “the people”
referred to in the film?

MBL characterizes racism, unemployment and Thatcherism. In the first facet,
the film describes South Asian immigrants, the Pakistanis, occupying conflicting class
positions in England. Because of their ethnic subject positions, the Pakistanis are
disempowered and marginalized as the film implicates. The Pakistanisin the film may
appear as successful businessmen capable of maintaining luxurious private lives, but
their sociopolitical stance remainslow. Moreover, they are regarded as slaves shipped
to England as Genghis says to Johnny, “I’m angry. | don’t like to see one of our men
groveling to Pakis. They came here to work for us. That’s why we brought them over.
OK?’ (MBL 38, emphasis added). The idea of Englishness, or England’s national
narratives, marginalizes and silences the postcolonia presence (of Pakistanis).

Next, in the case of unemployment, one character, the Englishman, once said in
the gathering at Nasser’s bedroom that “In my country! The only prejudice in England

isagainst the useless” (21). In response to this remark, Salim satirized, “It’s rather

2 Quotations from Hanif Kureishi’s work are cited in the text with the abbreviation listed below:
MBL: My Beautiful Laundrette (London: Faber and Faber, 1986).
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tilted in favour of the useless | would think™ (21). We might question who the useless
are? The Pakistanis, or the “white men”? Johnny and his group of friends (Genghis
and Moose), to some extent, represent the “useless” white men who do nothing but
enjoy the privilege. While the film “navigates through different socia hierarchies,”
the audience may discover no negotiation between the “minor” (the Pakistanis) and
the “mainstream” (the white men of England).

The film, conversely, “questions the basis of national and cultural identities by
exposing [both parties’] constructed and imbricated nature” (Swamy 143). It seems
both the Pakistanis and the white men are caught in an inbetween sociopolitical space.
While the gangs attempt to silence and get rid of the Pakistanis from their society,
they seem to refuse, or are unable, to acknowledge the fact that they are the useless as
compared with “the Pakistani business class that thrives on Margaret Thatcher’s
capitalism” (Sen 65). Viewed this way, what Genghis says to Johnny sounds ironic,
“Why are you [JOHNNY] working for them? For these people [the Pakistanis|? You
were with us once. For England” (38). Whose England is referred to? As Nasser says
to Omar, “In this damn country which we hate and love, you can get anything you
want. It’s al spread out and available. That’swhy | believe in England. You just have
to know how to squeeze the tits of the system” (17). Both the concept of England and
the rigid sociopolitical hierarchies had been redefined, or shattered, by the Pakistani
business class. In other words, “England” as awhole has been put into an “inbetween”
space, where there is no clear-cut definition.

“Thetits of the system,” in away, can be referred to “bourgeois materialism of
Thatcher’s England” (Gairola 38). In expressing her view on the rising percentage of
immigrants into British nation, Thatcher insinuated,

That isan awful lot, and | think it means that people are really afraid that

this country might be swamped by people of a different culture....We are
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a British nation with British characteristics. Every nation can take some
minorities, and in many ways they add to the richness and variety of this
country. But the moment a minority threatens to become a big one,
people get frightened. (qtd in Solomos xiv, emphasis added).
What is “aBritish nation”? What are British characteristics? How can “minorities”
become a big threat? What are the threats that “minorities” bring to Britain? This
speech explicates infamously that non-white immigrants are a burden to the nation. In
the meantime, the immigrants will deteriorate the nation into a colored one. From this
perspective, “A British nation” refers to the one without colored people, and “British
characteristics” regard “white” culture as the mainstream by excluding non-white
cultures.

More importantly, this speech provokes fear of non-white immigrants, as the
scribbles painted on the boarded-up windows well illustrate, “Your greed will be the
death of usall,” and “We will defeat the running wogs of capitalism” (MBL 9). It
seems that non-white foreigners were/are flooding Britain. Because of thisfear,
racism and violence towards non-white immigrants were justified in Genghis’ opinion.
In response to this phenomenon, Frears criticizes, “Thatcher has divided the country
between North and South, between the employed and unemployed, between the rich
and poor, the people who’ve got and the people who haven’t” (qtd in Gairola 39). For
“Thatcher has established a climate in which officialsin the health service,
employment, education, housing, socia and welfare services would, without benefit
of edict, insist on passports and identity checks before affording a service to
[non-white] citizens” (Sivanandan 45). By so doing, Thatcher has positioned those
outside her sociopolitical policies and her so-called “[nostalgic] British nation” as
“dangerous and divisive” (Gairola 40). Thiswell illustrates the undertone of Salim’s

words to Omar, “Your uncle can’t pay you much. But you’ll be able to afford a decent
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shirt and you’ll be with your own people. Not in adole queue. Mrs. Thatcher will be
pleased with me” (MBL 15).

This division and assumed danger are evidenced by Thatcher’s remarks that
Britain is “sick-morally, socially, [and] economically” (Jenkins 66-68). In Curry’s
words,

[Thatcher] advocated the promotion of the traditional family asthe
only social structure which could advance Britain economically
and socially, and she attacked the force which she saw as most
subversive to the accomplishment of her neo-Conservative moral
society—homosexuality. (12)
From this perspective, it is not difficult to find that the achievement of
Thatcherism is constructed on classist and heteronor mative notions of family/nation.
In terms of spatial passage, what Thatcher had attempted to achieveisto silence, or
even to exclude, those who were non-white by removing any ambiguous space they
occupied. This ambiguous space is what Victor Turner terms “liminal passage,” a
“threshold” to pass through in order to redefine one’s socia position. To remove
“liminal passage” isto forbid the non-white entering into “A British nation.”

Contrary to Thatcher’s uprooting the “liminal passage,” My Beautiful
Laundrette extols this “inbetween” space those non-white immigrants (Pakistanis)
have taken. Though this “inbetween” space appears subversive towards classist and
heteronormative notions of family/nation, aswill later become clear, it remains
“behind” the mainstream of “A British nation” as Thatcher claimed. Because of this
“inbetween” space, moreover, the body space of the Pakistani charactersin the film
appears fragmented from which | depart to analyze by applying the concept of
“liminal/liminality” that Victor Turner developed by appropriating Arnold van

Gennep’s “rites of passage.” This “inbetween” space explicates a spatial passage from
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one socia status to another accompanied by a parallel geographical movement from
one place to another. This spatia passage, more specifically, associates with the
subject moving from preliminal to postliminal status that involves the crossing of the
sociopolitical/cultural identity.

The Pakistani characters—Tania, Omar, Hussein, Salim, Nasser, Cherry, and
Bilquis—best exemplify this geographical inbetween action through, on the one hand,
the interrelationship of the characters to one another, and on the other hand, the
resistance of the characters to the outer hegemonic “white” sociopolitical and cultural
mainstream in Britain of the 1980s. To make clear this oxymoronic phenomenon, |
shall explicate (a) how the inbetween action is brought about, and (b) how they work
to re-appropriate the fixation of meaning the hegemonic sociopolitical and cultural
mainstream has long constructed. By this, | argue that though Omar may have
attempted to resist post-capitalism, he remains caught in a state of being “inbetween,”
incapable of articulating hisracial and cultural identity.

Let me explain before | proceed the background of the term liminal/liminality
appropriated to analyze “the inbetween space” | have observed in My Beautiful
Laundrette. In his 1960 book, The Rites of Passage, Arnold Van Gennep explores
various ways in which religious rituals in semicivilized cultures define symbolically
the socia status of (an) individual (s). This symbolic definition implicates that “thelife
of anindividual in any society is a series of passages from one age to another and
from one occupation to another” (2-3). Any changes from one stage to the next, or
from one group to another, is “accompanied by special acts,” since “among
semicivilized peoples such acts are enveloped in ceremonies, since to the
semicivilized mind no act is entirely free of the sacred” (3, emphasis added).
Specificaly, thelife of an individual involves actions and reactions under the

socio-religious regulations and confinement by which the society as a whole functions
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without discomfort and disorder. The significance of these transitions from ““groups to
group and from one social situation to the next are looked on asimplicit in the very
fact of existence, so that aman’s life comes to be made up of a succession of stages
with similar ends and beginnings” (3). The essential purpose of these transitionsis “to
enable the individual to pass from one defined position to another which is equally
well defined...sincein any case the individual involved has been modified by passing
through several stages and traversing several boundaries” (3).

Van Gennep categorizes the acts, or the ceremonial patterns, of passing from
one situation to another, be it social, political, cultural, or physical, asrites of passage.
The term can be subdivided into “rites of separation (preliminal rites), rites of
transition (liminal rites), and rites of incorporation (postliminal rites)” (11). “Rites of
separation” involves symbolic behavior—particularly “symbols of reversal or
inversion of things, relationships and processions”—which indicates the detachment
of the ritual subjects from their previous social statuses (Turner 24). The ritua
subjects, then, enter into the margin or limen (threshold), “a period and area of
ambiguity” having “few of the attributes of either the preceding or subsequent profane
social statuses or cultural states” (24). Therites of incorporation demonstrate the
return of the ritual subjectsto their new, stable and well-defined position in the
society (24). That isto say, for the subjects undergoing the rites of passage, “they
have been...prepared for awhole series of changes in the nature of the cultural, [or
the sociopolitical] activities to be undertaken and of the relationships they will then
have with others” (25).

“Rites of passage,” on the other hand, explicates not only passage in time, but
also a geographical movement from one place to another. This spatial passage, Victor
Turner notes, might “involve along, exacting pilgrimage and the crossing of many

national frontiers before the subject reaches his goa” (25). It could aso imply “the
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precursor of areal and permanent change of residence or geographical sphere of
action” (25). To put it differently, the rites of passage take the form, literally or
symbolically, of (an) open door(s), or of athreshold, for the subjects to cross.

| have observed that the open door(s), or the literal crossing, itself is carrying
the concept of “inbetweenness” that the subjects must pass through before they reach
the incorporation rites. This “inbetweenness” is that which “between leaving one post
and taking up another world...both in regard to the subject and to those whom [the
subject] isleaving and joining” (26). More specifically, the subjects are outside the
society, and are temporarily undefined, beyond the normative socia structure.
Symbolically, the subjects are “dead to the social world, but alive to the asocial
world” (27, emphasis added). This phenomenon is what Victor Turner has termed,
“liminality” in which “social relations may be discontinued, former rights and
obligations are suspended, [and] the social order may seem to have been turned upside
down” (27). Within liminality, moreover, the subjects play with the familiar elements
that they defamiliarize in the meantime. Because of this, the subjects are capable of
emerging from “unprecedented combinations of familiar elements,” from which new
order, model, and paradigm arise (27).

Hanif Kureishi’s My Beautiful Laundrette depicts tactics the marginalized
protagonists adopt to cross the strict sociopolitical identity set up by the England
narratives. On the other hand, My Beautiful Laundrette encapsulates a change
underway by telling the story of Omar with a South Asian immigrant background.
Here, the term “marginalized” refers to someone who has been pushed to the edges of
society and out of position of power or influence. By this, “place” can be an integral
factor that determines individual identity. In her Gender, Identity, and Place, Linda
McDowell warns us that we should not regard identity as constructed based on

difference, that is, the One against the Other and vice versa. Conversely, we should
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think of identity as “afluid amalgam of memories of places and origins, constructed
by the through fragments and nuances, journeys and rests, of movement between”
(215). “Movement between” indicates the interaction between people and places.
Because of this, people may project outward their idea about places, be it negative or
positive. Places, furthermore, can be defined ““by the socio-spatial relations that
intersect there and give a place its distinctive character” (McDowell 4). In other words,
theidentity of aplaceisformed by social structures and power relations that in the
meantime determine who is included within and excluded from places.

To supplement the interrelation between individual and places McDowell
constructs, | add “body” into this spatial interrelation. This means that place reveals
itself to us through a sense of our own body. Place also extents our body in space and
time. In other words, place comes into being as our body moves in that when moving
with body we create a space and with that, embed in space with a meaning that
records what has once happened, is happening and will happen in that space. To put it
differently, place signifies a sense of location where “the activities of human being
occurs” (Orum and Chen 15). As a site of human activities, place “may furnish the
basis for our sense of identity, as human beings, as well asfor our sense of connection
to other human beings, in other words, our sense of community” (15).

Asthefilm unfolds, the first image that comes into our mind is a “detached
house” in South London, “arough area” (MBL13). We later discover that most of then
scenes are taken in South London where Omar and his father, PAPA live, “asmall,
damp and dirty place which hasn’t been decorated for years” (11). “The laundretteis
“in bad condition. It’s situated in an area of run-down second-hand shops, betting
shops, grocers with their windows boarded-up” (25-6). “South London” seems to
become a space within asocial hierarchy that reveal s the lower class identity of not

only Omar and his father, PAPA, but also Johnny and his friends. That isto say, the
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socia perception of who they are decides what kind of place they should stay. Thus
framed, the appearance of South London carries a symbolic meaning that confines the
socia status of these lower class people as inferior and nothing. One’s “identity” is
mainly a sociopolitical production so to speak. A change, thereby, becomes urgent as
Omar saysto Johnny that he wants “big money,” and he will never “be beat down by
this country” (51). He first works for his uncle, Nasser, and then runs one laundrette
for his uncle. Like Nasser, Omar learns how to “squeeze the tits of the [capital]
system” (17). Because of this, Tania notes that Omar is greedy like her father (36).

In addition to the sociopolitical inbetweenness, “cultural” inbetweennessis
another barrier that Omar encounters. Upon his arrival to join the family gathering,
Omar’s aunt, Bilquis, introduces him to other women in the living room. When Omar
shows his surprise that Cherry has been to Karachi, she expresses her contempt, “You
stupid, what a stupid, it’s my home. Could anyone in their right mind call this silly
littleisland off Europe their home?” (19). Upon hearing this remark, Bilquis explains,
“Cherry, my little nephew knows nothing of that life there” (19). Cherry, then,
exclaims scornfully, “Oh God, I’m so sick of hearing about these in-betweens. People
should make up their minds where they are” (20). For Cherry, England does not equal
homeinthat it is merely a place where her body is situated. Karachi, instead, is home.
In other words, though Cherry isliving in England, since Karachi is hometo her, she
isat home in her body which means she symbolically inscribed Karachi on her body.
By taking England as a temporary location and Karachi as the homeland, Cherry
evokes that the presence of Omar is split between England and Karachi. By so doing,
Omar’s dislocation, whether culturally or socio-politically, from Karachi implicates
that heis not at homein his own body. Furthermore, Omar is alienated from his own
people.

The next scene as Omar enters the bedroom to meet his uncle also emphasizes
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the “inbetweenness.” Down the corridor to Nasser’s room, Tania opens the door and
lead Omar in. In slow motion, then, Omar enters the room silently and “stand inside
the door shyly, and takes in the scene” (20). As the scene displays, Omar is positioned
between the brightness of the room and the darkness of the threshold. Omar steps
back into the darkness as Nasser notices his presence and calls him to comein.
However, we observe that Omar does not sit with his uncle and the men from whom
he separates himself by standing on the other side of the room. This manifests
Cherry’s words that Omar is one of the “in-betweens,” standing in the darkness and
the threshold.

The spatial context of the laundrette complicates the inbetweenness even more.
The laundrette is situated in South London Street where there are shops with their
windows boarded-up. On the other hand, the laundrette isin bad condition. Both of
these suggest that the laundrette, like Omar, is placed on the margin of the society.
The consumers of the laundrette are from the lower class not embraced by Thatcher’s
capitalism. As such, “the laundrette becomes an ironic utopian paradise where
characters act out their desires and fantasies” (Rueschmann xix). In other words, the
laundrette functions as a protective shelter or ahome for Omar, Johnny and the other
members of this run-down neighborhood. However it might be taken as “an urban
oasis” in Gairola’s words, the cocaine sales Salim smuggles provide funds for the
building of the laundrette.

If the laundrette equals the home for Omar, Omar is at homein his body as we
witnessed in Cherry’s Karachi example. In addition, though it may appear as an ironic
place, the laundrette becomes a site where Omar and Johnny cross the threshol ds of
race, class and gender (Hall 171). In thisway, it is not difficult to discover that the
laundrette business is not a gendered one as both Nasser’s garage business and

Salim’s drug smugglings have demonstrated. But we must remember that though
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Omar isthe boss of the laundrette, he remains being closeted in the back office where
no one can look in from the outside, but only from the inside. More specifically, the
politics of in/visibility are involved in this scene. This means that the one-way mirror,
separating the back office from the public, provides Omar and Johnny a panoptic
power, but they remain invisible. On the other hand, the laundrette is constructed
upon the exploitation of Thatcher’s praise for South Asians as the new entrepreneurs
who bring wealth to England. Under these circumstances, Omar is positioned on the
margin of the margin, or in the inbetween of the inbetween and with that, his body
appears more spatially fragmented and incompl ete.

Conseguently, the laundrette as a space facilitates a negative critique of the
liminality, or rites of transition. The laundrette, to some extent, does bring “big
money” to Omar. Nevertheless, this metamorphosis from lower class to upper class
does not make Omar a successful Pakistani and consolidate his sociopolitical and
cultural identity. On the contrary, Omar has merely become a successful Pakistani
businessman. In the end, redefining the meaning of the laundrette as a distinctive
home space does not help Omar transgress and subvert the rigid class and race
barriers. Conversely, the position of the laundrette pushes Omar even more into the
private. From this perspective, though Omar may have attempted to resist
post-capitalism, he remains caught in a state of being “inbetween” in Cherry’s words,

incapable of articulating hisracial and cultural identity.
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