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CUNELINKN, HYOAUWN N KPANEBW:
MOCTUMNEPWNIATIHN MAXKECTBEHOCTN

~MunHatoToguWwWHUTE 360pOBU MY
npuvnaraatT Ha MMWHaATOTOAMLWHWOT
jasuk,

A 360poBuUTE 0f wugHata roguHa
yekaart HOB rnac.*

T.C. Enmor, ,Mana 3amaeHocT” (1943)

Bosep,

0 MojaTa KHura YXXeHcka maxecTtseHocT (Duke UP,

1998), peuyncu HMLITO HEMaM KaxkaHO 3a pasfny-
HUTE AOMUWHAHTHU U Cy6BEp3MBHU (OPMM Ha Mallkarta ma-
XecTBeHOCT. MojoT oTnop fa ce BnywTaMm BO TemaTa 3a mart-
KUTE MaXeCTBEHOCTW BO MOjOT MPOEKT MM OocTaBa OTBOPEHU
npawawara 3a HeogpefeHocTa Ha TEPMUHOT ,Ma)XeCTBEHOCT"
N 3a MOXHUTE MCTOPUCKM MNpobnemun, 6uaejkn He ycnesa ga
pa3sue mMogen 3a npoaykuuja Ha mawkocta. Cenak, BO XXeH-
cKata Ma)KeCTBEeHOCT TBPAEB [ileKa akO OHa LUTO ro Hapeky-
BamMe ,JOMVWHaHTHa MaXeCTBEHOCT" Ce YMHWU [eKa e Hatypa-
nn3npaH o4HOC Mefy MaXXeBHOCTa U MOKTa, Torall He e MHOory
nameTHO MaxuTe fa M npawlame 3a KOHTYpUTEe Ha Herosarta
onwTecTBeHa KOHCTpyKUMja. MallkaTa MaXeCTBEHOCT BO MO-
jOT NPOoeKT churypupa Kako XepmMeHeBTUKa, Kako npumep Crpo-
TMBEH Ha BWOOBUTE Ma)KeCTBEHOCT LUTO Ce 4MHaT HajuHdop-
MaTuvBHM 3a OAHOCUTE Mery poAoBUTE W HajMpOAYKTUBHU 3a
ONWTECTBEHUTE MPOMEHMU.

Bo 0BOj ecej 3a ,nocTumnepujasiHata MaxecTBeHOCT"
61 cakana ga ynotpebam Hekou napagurmMu LITO NpPousnery-
BaaT off MOWTe MopaHeLlHy Aena, 3a 4a ro npoyvam B/VjaHWeTo
Ha opyrute nomanv MOAeNM Ha MaKeCTBEHOCT BP3 JOMUHaH-
THUTE KOHLeMNUMM Ha MawKWOoT pof u Mawkocta.l Bu cakana
W AUCKycujaTa 3a XXeHcKaTa MaXeCcTBEeHOCT fa ja noctaBam
[0 uena Hu3a anTepHaTUBHM MaXeCTBEHOCTM BO MOCTMOAEP-
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“For last year’s words belong

to last year's language

And next year's words await another
voice.”

T.S. Eliot, “Litle Gidding" (1943)

Introduction

n my book Female Masculinity (Duke UP, 1998), |

found that | had little if nothing to say about the vari-
ous dominant and subversive forms taken by male masculinity.
My resistance to engaging the topic of male masculinities cer-
tainly left my project open to questions about the vagueness of
the term masculinity itself and possibly created historical prob-
lems by failing to develop a model of the production of manli-
ness. However, | argued in Female Masculinity that if what we
call “dominant masculinity” appears to be a naturalized relation
between maleness and power, then it makes little sense to ex-
amine men for the contours of its social construction. Male
masculinity figured in my project as a hermeneutic, and as a
counter example to the kinds of masculinity which seem most
informative about gender relations and most generative of social
change.

In this essay on “post-imperial” masculinities, | would
like to use some of the paradigms generated by my earlier work
to examine the impact of other minority models of masculinity
upon dominant conceptions of manhood and manliness.1 1 also
want to situate the discussion of female masculinity alongside a
whole array of alternative masculinities within postmodernity
which, when taken .together, launch a powerful critique of mod-



identities

HM3MOT KOW 3aefHO NaHcupaaT MOKHa KpuUTUMKa Ha mogep-
HUCTUYKATa, OLHOCHO Ha OHa LUTO MOXe fJa Ce Hapeye uMmne-
pujanMcTuyka MackecTBeHOCT. Tyka ro nocrasyBam npallaHeTo
3a T0a Jai HOBUTE M CKOpEeLUHW npeTcTaByBaka Ha GputaH-
cKata MaXeCcTBeHOCT BO (OMIMOT M nnTepartypaTa Ha [eHeLl Hu-
uata mMoxart fa npousBefaTr U pasnnyHY MOAEN MaxecTBe-
HOCT, MOJenu LWTO ce 3aHMMaBaaT Cco crneumrnyHocTUTe Ha
paboTHMUYKaTa Knaca, MaeCTBEHOCTUTE Ha LpHUMTEe U Ha
nonHakeuTte [queer], a He camMo fa ja ancopbupaaT mMaxec-
TBEHOCTa Ha MomasiMTe rpynu BO CKaHAA/I03HOCTA Ha MHaK-
BocTa. Ke ce ABuxam Hanpeg-Hasaz mefy pasvuyHuTe Mmecta
Ha KynTypHaTta npogykuuja BO GPUTAHCKM KOHTEKCT, cuTe
MecTa 3a KoM Ce YMHM [eKa yKaxyBaaT Ha coBpemeHaTa Kpusa
Ha MalKNOT NAeHTUTeT2. MNoYyHyBaM CO NMpuMep Ha umnepuja-
NICTUYKA eTHorpadocka Hapauuvja 3a (peHoMeHOT Ha pyabas-
cKUTe XynuraHm Bo bun badopgoBarta couujasiHa npukasHa
Mefy cuneynnTe, a nNotoa ce CBPTyBaM KOH CNpoTUBHaTa
nocTumnepujanmcTmyka Hapauuvja 3a UCTUOT (DEHOMEH BO 03-
NornaceHnoT LWKOTCKM pomMaH Ha VpeuH Benu Trainspotting]
nocnegHMoT Aen of MOjOT TEeKCT ce 3aHMMaBa CO HOBMUOT 6pu-
TaHCKMN KOMUYeH oW/IM 3a MaKeCTBEHOCTa W KiacHUTe uaeH-
TMTeTM - Kako o Majka poAeHu W, Ha KpajoT, ce cBpTyBaMm
KOH n3BeabuTe Ha XXEHCKWTe TpaBeCTUTU BO JIOHAOHCKMOT
kny6 Yygauun“. CuBe npeTcTaBu Ha MaXeCcTBEHOCTa Ha pa-
60THMYKaTa Knaca ce cnyyysaat Bo 90-Te roavHu BO bpu-
TaHuja, HO Tue ce u pasMuciyBare 3a hacuMHaHTHaTa neTo-
pHa Ha 6pMTaHCKMOT Hapofd, MUCTopuja LUTO KOJIOHWja/IM3MOT U
uMnepuvjata M NoBp3yBa CO POAOBUTE WUAEONOTUN.

Bo peBonyumMoHepHaTa KHura, Malkocta U LMBWUIU-
3aumjata, lejn begepmeH ro onuwiysa NOAEMOT Ha MaXKecT-
BeHOCTa Ha benuuTe of cpepHata kKnaca BO AMepuka Kako
BHMMaTesiHa ynotpeba Ha AMCKypcuUTe 3a pacHarta goMuHaumja
M umBMNu3aumjata. Taa UctakHyBa Aeka OOKCEpPCKMOT Meu
mMery upHeuoT Llek LIoHCOH n 6eneuoT Linm Lledpuc, npu npe-
MVHOT BO HOBMOT BeK, CTaHyBa pacUCTMYKM HaTnpesap Ha
Ma)XKeBHOCT LUTO, Cropefs Hea, € npumep 3a ,,MHOryopojHuTe
HauVHU WTO MM HaofaaT AMepuKaHUuTe Of cpejHaTa Knaca
3a ga ja objacHaT mallkaTa HagMOK Kako 6eneuyka pacHa fo-
MUHaLMja n obpatHo, Geneykarta AoMuHauMja ga ja objacHat

Kako Mallka MOK“3 Bo nmporpecuBHata epa Bo AMepuKa, 6en-
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ernist or what can be called imperialist masculinity. | raise the
question here of whether new and recent representations of
British masculinity in contemporary film and literature are ca-
pable of generating different models of masculinity, models which
address the specificities of working class, black and queer mas-
culinities rather than just absorbing minority masculinity into the
ignominy of otherness. | will be ranging back and forth between
very different sites of cultural production in a British context all
of which seem to point to a contemporary crisis in masculine
identity:2 | start with an example of an imperialist ethnographic
narrative about the phenomenon of the football hooligan in Bill
Buford's social narrative Among the Thugs and then | turn to a
post-imperialist counter-narrative about the same phenomenon
in Irvine Welsh’s notorious Scottish novel Trainspotting] the last
part of my paper considers a recent British comic film about
masculinity and class identities - The Full Monty and, finally, |
turn to drag king performances in London’s Club Geezer. All of
these representations of working class masculinities are situ-
ated in 1990's Britain but all also reflect upon a fascinating his-
tory of British manhood, a history that links colonialism and em-
pire to gender ideologies.

In her ground-breaking book Manliness and Civiliza-
tion, Gail Bederman has described the rise of middle-class white
masculinity in America as the careful deployment of discourses
of racial dominance and civilization. A turn of the century box-
ing match between black fighter Jack Johnson and white fighter
Jim Jeffries, she points out, became a racialized contest of
virility which, she states, was an example of the “multitude of
ways middle-class Americans found to explain male supremacy
in terms of white racial dominance and conversely to explain
white supremacy in terms of male power.”3 White middle class
men aspired to a morally sanctioned model of manhood in the
Progressive Era in America while keeping at bay competing
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unTe of cpegHaTa Knaca ce CTpeMaTr KOH eTUYKM CaHKLMO-
HMpaH MoAen Ha KONeKTMBMTET, AoAeKa MM ApXaT Ha OTCTo-
jaHue ppyrute hOopMU Ha MOKHA MaXKeCTBEHOCT, KakKBU LUTO
ce LpHeykaTa MaXeCTBEHOCT, arusHocta Ha paboTHumukaTa
Knaca, Oypu 1 XeHcKaTa MaXeCTBEHOCT KakKO WHBEp3MBHA
dopma (nako begepmeH He ro ucTpaxysa nocnegHoso). Bo
KOHTEKCT Ha AHrnja, uctopujata Ha mMallKocTa pas/iMyHO ce
BHeCyBa MNpeKy AMCKYpCU, He caMO 3a pacHata [oMuHauuja,
TYKY W 3a BpUTAHCKMOT KOMIOHMjanu3am u nMmnepujata, Kako
WTO 6M MOXene ga ovyeKyBame. Hatamy, npy NPeMUHOT BO
HOBMOT BeK, AebaTnTe 3a MaxecTBeHOCTa BO AHrnvja 6apem
OenyMHO 6une nNpuaBWMXEHW oA OonwTuTe CTpaBOBWM 3a Aere-
HepauujaTa Ha 3anagHaTta uvBuaM3aumja u NagoT Ha umnepu-
jaTa »n og cneumdmyHaTa BO3HEMUPEHOCT NOpajay paH/IMBOCTa
Ha MaxwuTe of BnafejaykaTta kKnaca. CyaeweTo Ha Ockap
Bajng, BO 0BOj KOHTEKCT, NOBEKE OTKOJSIKY HOKCEPCKMOT Meu,
CTaHyBa cMM00/1 Ha BpuTaHcKaTa MaXKeCcTBEHOCT Koja e 3ar-
po3eHa W e HaBUCTUHa parwiHa.

Kako LWWTO nokaxka AenoTo Ha ucropuyapoTt MpuHa-
nvHM CurHa, NofemoT Ha CEeKCOJIOWKUOT AUCKYPC 3a XOMO-
cekcyasiHocTa BO BputaHuja Bo 1890-Te KomHumampa co opu-
eHTa/IMcTuuKaTa kKareropusauuja Ha NHamjunte kako ,emu-
Hu3upaHn“. Taa Bo KonoHujanilHa MaxecTBeHOCT TBpAu: "EaHa
oA, npuaobuskmMTe Ha KonoHwjaslHa MaKeCTBEHOCT € ja NoKaxke
JeKa npeTvcTaBaTa 0f, AOLHWOT AeBeTHaeCceTTU BEK 3a aHr-
nuckata/6putaHckata MaXecTBEHOCT uan 3a 6eHranckarta/
nHanckaTa (emMuHM3MpaHocT, He Moxe Aa buae pasbpaHa of
pamMkKaTta Ha AUCKPeTHUTE ,HauMOoHaNIHN® KyNTypu; HamecTo
Toa, Tve Tpeba pga Gupgat pasdbpaHu Npeky O4HOCOT LITO O
nmMaaT efleH cnpema Apyr M Kako KOHCTUTYeHTW.“4 CuHa Ko-
PVUCHO O UCTakKHyBa W Toa AeKa CKopalwHuTe gena 3a 6pu-
TaHckaTa MaXecCTBEeHOCT ,He ycneasie ga ja ocfoBaT Lenoc-
HaTa umnavkKaumja 3a umnepujasHaTta 3aCHOBaHOCT Ha 6pu-
TaHckata mMaxectseHocT" (10). ,BputaHckaTta“ maxecTtse-
HOCT, Ha KpajoT, HMKOrawl He e caMoO WIn AWCKPEeTHO 6puTaH-
CKa; Taa e MoBeKe pe3ynTaT Ha NOTNOPHM KOoMMapauuu, 3a-
cunyBawa, NOAMOJSIHOCTM W NperoBopu Mefy Mallkute cy6-
JEKTM 1 MOKHUTE KOnoHujasiHK cuctemn.5 Pabotata Bp3 nocT-
nMnepujasiHUTe MaxecTBeHOCTUM Mopa fa ja 3eme npensup
uctopujata Ha aHraMckaTa MaxecTBEHOCT o[, ABaeceTTuoT

forms of powerful masculinity in the form of black masculinity,
working class virility and even (although Bederman does not
explore this) female masculinity in the form of inversion. In an
English context, the history of manliness has been differently
inflected through discourses of not simply racial dominance but
also British colonialism and empire as we might expect. Further-
more, turn of the century debates about masculinity were mobi-
lized in England at least in part by general fears about the de-
generation of Western civilization and the decline of empire,
and specific anxieties about the vulnerability of ruling class mas-
culinity. The trial of Oscar Wilde, in this context, rather than a
boxing match became a symbol of a threatened and indeed
fragile British masculinity.

As the work of historian Mrinalini Sinha has shown, the
rise of a sexological discourse on homosexuality in Britain coin-
cided in the 1890's with the Orientalist characterization of In-
dian men as “effeminate.” She argues in Colonial Masculinity.
“One of the contributions of Colonial Masculinity is to demon-
strate that late nineteenth century notions of English/British mas-
culinity or Bengali/Indian effeminacy cannot be understood from
the framework of discrete “national” cultures; instead, they must
be understood in relation to one another, and as constitutive of
each other."4 Sinha also usefully points out that recent work on
British masculinity has “failed to address the full implication of
the imperial constitution of British masculinity” (10). “British”
masculinity, in the end, is never simply nor discretely British;
rather it is the result of sustained comparisons, enforcements,
abjections and negotiations between and among masculine sub-
jects within colonial networks of power.5 Work on post-imperial
masculinities must acknowledge the twentieth century history of
English masculinity as precisely this history of overlapping na-
tional and colonial agendas; but, it also requires a shift in focus
to the contemporary period where we have seen, in recent years,
an efflorescence of representations of reinvigorated masculini-
ties. These representations fall into two different categories: nar-
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BEK, TOKMY KakKo BKPCTyBatbe Ha HaLMOHa/IHUTE W KOMOHU-
janHuTe nnaHoBW; Ho, Taa 6apa M NoMecTyBatbe Ha (POKYyCOT
KOH COBPEMEHVOT Nepuoj, Kage LTo, BO NocneAHvBe rOoAvHU
BMOBME MPOLYT HAa MPEeTCTaBM Ha OXWBOTBOPEHUTE Maxec-
TBeHocTW. OBMe NpeTcTaBX ce ABOjaT BO [BE KaTeropuu: Ha-
pauuy LWTO T NpU3HaBaaT KPUTMKUTE Ha MOAEPHM3MOT, a ce-
nak npousBefyBaaT UMNEpUjaiHn MaXKeCTBEHOCTM W Hapauvu
WTO MM Npu3HaeaaT, M nNpousBeayBaaT W M KpeupaaTt MocT-
UMnepujaTHUTe MakeCTBEHOCTM.

1 Mery cuneyuunTe: UMNeEpUjasTHN MakecTBEHOCTU

Mery 1890 n 1920 BO AHr/ivja, NoMMUTE 3a MaXKecT-
BEHOCTa Ha paboTHMYKaTa Knaca M OHaa Ha Bnajejaykarta
Knaca 6ea NoAfIOXKEHW Ha OrpoOMHM MOMECTyBaka W MPOMEHN.
Kako wrto nokaxysa CeT KoBeH BO CBOjOT ecej ,MomuyeLlKu
XXMBOT, HauMOHanHa Ky/naTypa v onwTecTBeHu pedopmun”, Ka-
Teropmjata ,rpybuvjaH“ Bo 0BOj nepuog 6una TpaHcdopmupaHa
BO Karteropujata ,XynuraH“, na 1oj niwysa geka ,,MOMYeLLKUNOT
XMNBOT CTaHas MpUrofeH CTeHorpam 3a npeTnocTaBkara feka
ofiHecyBaweTO Ha paboTHMYKaTa Knaca, afosiecueHTuTe u
rparfaHnTe HeM3GEeXHO e ONWTecTBeH npobaem“.6

Jopeka maxecTBeHOCTa Ha paboTHMYKaTa Knaca
npeTcTaByBasia efjeH BuUA OMNWTECTBEH Npobnem, Apyr Bug
npo6nem 6mna XOMOCEKCYyasIHOCTa;, a Kako LWTO curHasmavpa
KoBeH BO CBOjOT ecej, pacTeykuTe CTpaBOBWM Of, CeKcyasHata
nepsep3unja co3gasie HOBU 06GMULM HA HaA30p Bp3 OOHOCUTE
Mery MaxuTe U mMomuummwbaTa. HoBuTe 3akoHu WTO ja 3abpa-
HyBane MallkaTa XOMOCEKCya/nlHOCT 6une BOCTaHOBEHW Ha
NPEMUHOT BO HOBMOT BEK, MAKO TOrall CeKCOoWwkKuTe CTyaum
ce bopene Aa ja apTukynupaart NpUMpoLHOCTa Ha XOMOCEKCY-
aNHWOT MHCTWHKT. HOBMTE OMWITECTBEHWU, NPaBHU U MeLULMH-
CKN feUHMUMM Ha HOPMATMBHUTE W He-HOPMaTVBHUTE MaLlKu
n3pasyBarba Ha XXenbute KoumHUMaupane u co nycrollexwaTa
Ha lNMpBaTa cBeTCKa BOjHa M cO 3abenexuTenHuUoT nag Ha
6puTaHcKaTta KonoHujanHa MoK. onemnte nomecTyBaka BO
gemorpacumjata n umurpayumjata, Bo HauMOHa/HUOT AUCKYPC
1 BO AedUHMLMNTE Ha CekcyasiHoCcTa M pofoBuTe, v n3sajunie
Ha CBET/IMHA pa3/IMYyHUTE M3pa3n Ha MallkaTa MaXeCTBEHOCT
Ha mManuTe rpynn. VIHBEp3MBHUTE CEKCOMOLUKM AUCKYPCU Oypuv

journal for politics, gender and culture, vol. |, no. 1, Summer 2001

ratives which acknowledge critiques of modernism and yet still
produce imperial masculinities and narratives which acknowl-
edge, produce and invent post-imperial masculinities.

1 Among the Thugs: Imperial Masculinities

Between 1890 and 1920 in England, notions of both
working class and ruling class masculinity underwent huge shifts
and changes. As Seth Koven shows in an essay on “Boy Life,
National Culture and Social Reform,” the category of the “rough
lad” during this period was transformed into the category of the
“hooligan” and, he writes, “boy life became a convenient short-
hand for the assumption that working class, adolescent, urban
male behavior was necessarily a social problem.”6

While working class masculinity presented one kind of
social problem, homosexual masculinity was another; and as
Koven signals in his essay, growing fears of sexual perversion
created new forms of surveillance of the relations between men
and boys. New laws prohibiting male homosexuality were insti-
tuted at the turn of the century even as sexological studies
struggled to articulate the naturalness of homosexual instinct.
These new social, legal and medical definitions of normative
and non-normative masculine expressions of desire coincided
furthermore with the ravages of the First World War and a no-
ticeable decline in British colonial power. Large scale shifts in
demographics, in immigration, in national discourse and in sexu-
ality and gender definitions brought to visibility diverse expres-
sions of minority male masculinities. Sexological discourses of
inversion even allowed for the possibility of non-male masculin-
ity by attributing the cause of same-sex desire to a congenital
gender disorder. Female homosexuals, therefore, were those
women who felt themselves to be essentially and even physi-
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W ja ponywitaaT MOXHOCTA 3a Hemallka MaXeCTBEHOCT, CO
Toa WTO MpuymMHaTa 3a Xesnbarta cnpema MCTUOT MoA My ja
npunuwyBaaT Ha BPOAEHO POAOBO HapyllyBawe. OTTYKa, XKEeH-
CKWUTe XOMOCeKcyanuu 6une OHWe >XeHW Kou 3a cebe cmeTane
[eKa ce BO CyWTWHA, AYPU W NCUXOOLLIKU, MaXecTBeHu, a
MaLlKUTe XOMOCeKcyasium bune oHMe Maxu Kou 3a cebe cme-
Tane Jeka BO CYLITUHA Ce XEHCTBEeHW. VIHBep3uBHUTE Auc-
Kypcu MMaaT KOHTPaAWKTOPHU edekTu Bp3 pojoBaTa MAeo-
nora: op efHa cTpaHa, Tue i ctabunusvpaHe MallkaTa >KeH-
CTBEHOCT U XeHCKaTa MaXeCTBEHOCT KakO [/aBHW O3Hauy-
BauM Ha XOMOCEKCyasHocTa, a ro HaTypanu3unpaHe XxeTepo-
CeKCyaslHMOoT XenbeH Mofen; a of Apyra crpaHa rv ofsowne
XEHCTBEHOCTa Of, XXEHWUTe, a MaXeCTBEHOCTa 0f MaxwuTe,
na gonywTune nNpUpoAHO Aa ce MNojaBu poAoBa BapujaHTHOCT.

3a Bpeme Ha lNpBaTta cBeTCKa BOjHa, CO3HaHujaTa 3a
cekcosiorvjata umane gnaboku umnaMkauum 3a CTOTULWM BOj-
HUUM KoM of (PPOHTOT ce BpaTwuie 6oneayBajkym of pasnnyHu
dopMM Ha ucupnyBadka xucrtepuja, a BO UCTO Bpeme, CTOTULM
XEeHW, WauM v npesene MawkuTe paboTu Ha fOMaLIHUOT
(PpoHT, WM GapaHe da Bo3aT ambynaHTHW BO3wna Ha (ppoH-
ToT. Co orfef Ha Toa Aeka Mallkarta >XeHCTBEHOCT aAeduHU-
TMBHO OWna Bp3aHa CO XOMOCEKCyas/lHOCTa, Mallkara Xucrte-
puja 6una ocobeHo BO3HEMMpYBayka HEBPO3a, a buaejku xeH-
cKkaTta MaxecTBeHOCT 6una AedVHUTUBHO Bp3aHa CO XKEH-
cKaTta XOMOCeKCyaslHOCT, napTuyunaumjata Ha >XeHuTe BO
MallKMTe 3afo/KeHuja buna npuunHa 3a rpuxa OKosy Buja-
HMETO Ha HOBUBE 3a40/DKEHMja BP3 ,)KEHCKMOT KapakTtep“.
Bn moxene ga Kaxeme feka WMMOTEHTHUOT U XUCTEPUYEH
Max (Ha npumep Centumyc Cmut Bo [ocnofata [enosej Ha
BupuunHunja Byndy, Mpacdppok Ha T.C. Ennot n Pand CajH BO
MumunyapoT Ha B.C. Hejnon) un maxectseHa xeHa (CTuBeH
FopgoH BO 13BOPOT Ha ocameHocTa Ha Peaknudy Xon, OpnaH-
[0 Ha Bynd) ro nporoHyBaaT MOAEPHU3MOT peyncu oHaka
Kako LWTO BaMnupuTe M AyXOBUTE ja NPOroHyBaart MNpeTxon-
HaTa reHepauuvja. T.C. Ennot my gage eOUHCTBEH M3pa3 Ha
04ajoT Ha 6eneykata MaXeCTBEHOCT BO onafawe: ,Hue cme
WynauBuTEe Maxkn, mMaca 6e3 o0b6nauk/ MapanusvpaHa cuna, rect
6e3 gBmkene"7, Hamepata Ha EnmoT moxebu 6una MNpadpokc
N WynaMBUTE MaXu fda ro npegynpegar onwTecTBOTO 3a ypu-
BaukuTe ediekTn of onaratbeTo Ha TpaguuMOHasIHUTe CTaH-

ologically masculine and male homosexuals were those men who
felt themselves to be essentially feminine. The discourses of
inversion had contradictory effects upon gender ideology: on
the one hand, they stabilized male femininity and female mas-
culinity into the master signifiers of homosexuality and natural-
ized a heterosexual model of desire; on the other hand they
detached femininity from women and masculinity from men and
allowed for the “natural” occurrence of gender variation.

During World War 1, the insights of sexology had pro-
found implications as hundreds of male soldiers returning from
the front suffered from various forms of a debilitating hysteria
and, at the same time, hundreds of women either took over mas-
culine jobs on the home front or petitioned to drive ambulances at
the front. Since male femininity had been tied so definitively to
homosexuality, male hysteria was a particularly troubling neuro-
sis and since female masculinity had been tied so definitively to
female homosexuality, the participation of women in masculine
occupations gave cause for concern about the impact of these
new occupations on “female character.” We could say that the
impotent and hysterical man (Virginia Woolf's Septimus Smith in
Mrs Dalloway, T.S. Eliot's Prufrock and V.S. Naipaul’s Ralph Singh
in Mimic Men for example) and the virile woman (Radclyffe Hall's
Stephen Gordon in The Well of Loneliness, Woolf's Orlando)
haunt modernism almost as vampires and ghosts had haunted an
earlier generation. T.S. Eliot gave singular expression to the des-
peration of a white masculinity in decline: “We are the hollow
men, shape without form, shade without color/Paralysed force,
gesture without motion.”7 Eliot may have intended his Prufrocks
and hollow men to warn society of the ruinous effects of a decline
in traditional standards of manliness, indeed to ring in a new
order of male power, but in fact, Eliot's work actually created a
vast lexicon of male crisis, a reservoir of images and metaphors,
phrases and descriptions of masculine fallibility which we still draw
upon at the end of the twentieth century.
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Japay Ha MallkocTa, HaBUCTMHA A 3aSBOHU 3a HOB pef BO
MaTKaTa MOK, HO, BCYLUHOCT, OHa WWTO EAMOTOBOTO Aefo Ha-
BUCTMHA TO CO37afio e TofiemM JIEKCMKOH 3a MaTKUTe Kpu3w,
pes3epBoap Ha CAUKU 1 meTadopu, pasm 1 onmMcK Ha maTkaTta
rPELHOCT, Of LITO Ce YIUTe Ce WMHCMMpMpaMe Ha KpajoT Ha
[lBAECETTMOT BEK.

Po3mapu M. Llopy, BO efiHa MHOry 3HauyajHa pacnpasa
3a 04HOCOT Mefy MOAepHM3MOT U nojaBata Ha rnobanHurte
nuTepatypu, ja KOMeHTMpa TOKMY OBaa Tpora Ha Kpu3aTta Ha
MallKOCTa KakKo OTCYCTBO WAW LWYNAMB LeHTap; Taa TBpAu
[eKa 1 BO KOJIOHWja/IHUTe M BO MOCTKOJIOHWjanHUTe fena
»MaLLKMOT Heycnex e eHAeMCKM 3a camara KOJIoHMjasiHa coc-
Toj6a“.8 Llopy ce ocBpHyBa Bp3 AenoTo Ha Llo3ed KoHpag 3a
[Ja ro nokaxe orceror Ha maTtkarta parMiHocT BO KOJIOHU-
janHute 3anucu. EnuotoBarta necHa ,llynnueute maxwn“, ce
pasbupa, cnvkata 3a npasHMoT Max ja nosajMmysa of KoHpa-
OOBMOT MapajurMarcku 3anuc 3a KOJIOHWjanHUTe 1 umnepu-
janHuTe cTpaBoBWM 04 MMMoTeHuuja BO CpLeTo Ha TeMHuHara,
na flecHaTa 3aBpllyBa CO umMTat of pomaHoT: ,locrnojH Kypu,
TOj MpTOB." KOHpPaJoOBMOT poMaH 3a 6pyTasHocTa Ha LMBWIK-
3auuckaTa Mucuja MHorynatM 6un v KpUTUKYBaH M MMUTMPAH
BO nocnegHvee 80 rogvHM v ce ywTte ja uma MOKTa fa ouge
napagurMartcku mM3pas Ha 3anajHata cynepuopHOCT U ocTap
Hanaj Bp3 MOJEpHWTE MeTOAM Ha KOJIOHWjaNIHO Bnajeeme.
Llopy kopucHo ro cutympa KoHpagz Kako ,BaxHa MojaoBHa Tou-
Ka 3a He3anagHoTo cakarwe Ha 3anapfor(89) wu kako ,dvk-
UMOHaNeH 3a4eTOK Ha Les XaHp Ha WHTepHaLMOHa/THO NULLy-
Bake Ha aHrNCKM ja3nk BO ABeceTTnoT Bek“(90). HaBucTtuHa,
Llopy TBpAM Aeka KoHpaZoBMOT TEKCT OCTaHyBa ,)XUB“ Kako
KONOHMjaNHUTE N NOCTKOMNOHWjaNIHUTE AOKYMEHTU BO HUBHWUTE
~PEVNHKapHaLMn®, WTO 3HA4YM BO pOMaHWTe U (OUIMOBUTE LUTO
M nottukHane" (90).9 Ha npumep, kKuHemaTorpadCckmoT pu-
Mejk Ha CpueTo Ha TeMHuHaTa, Anokanunca cera, \a ynotpe-
6yBa npukasHata 3a OCaMEeHMOT MaX KOj MjoBM MO CBOjOT
naT HM3 XaoCOoT M KOLIMapoT 3a fa ja OXMBee aHrnmckara u
6enrnckata KonoHujanHa okynauuja Ha KoHro kako amepwu-
KaHckaTa HeOoKOJlIoHMjaniHa okynaumja Ha BruetHam. Bo Ano-
Kasumnca cera ri Haorame octatouuTe Ha KOJIOHWjanHWTe cTa-
BOBW 0f kown ce nHdopmupan KoHpag, a ®paHcuc dopp Ko-
nosna ynotpebyBa CUCTEM Ha MMMepujasiHa 1I0rMKa BO KOj ,pe-

Rosemary M. George, in a very important discussion of
the relationship between modernism and the emergence of glo-
bal literatures comments precisely upon this trope of masculine
crisis as absence or a hollow center; in both colonial and
postcolonial works, she argues, “masculine failure is endemic
to the very colonial situation.”.8 And George turns to the work of
Joseph Conrad to demonstrate the reach of even the most colo-
nial records of male fragility. Eliot's poem, “The Hollow Men,”
borrows the image of the empty male self, of course, from
Conrad’s paradigmatic record of colonial and imperial fears of
impotence, Heart of Darkness and a quote from the novel frames
the poem: “Mistah Kurtz, he dead.” Conrad’s novel about the
brutality of the civilizing mission has been both critiqued and
imitated many times over the last 80 years, and it still retains its
power as both a paradigmatic expression of Western superior-
ity and a scathing attack on modern methods of colonial gover-
nance. George situates Conrad helpfully as “an important start-
ing point for a non-western understanding of the west’ (89)
and as “the fictional originary for a whole genre of international
twentieth century writing in the English language” (90). Indeed,
George argues that Conrad’s texts remain “alive” as both colo-
nial and postcolonial documents in “their “reincarnations,” that
is, in the novels and films they have engendered” (90).9 For
example, in a cinematic remake of Heart of Darkness, Apoca-
lypse Now uses the narrative of the lone male navigating his
way into chaos and nightmare to recast the English and Belgian
colonial occupation of the Congo as the American neo-colonial
occupation of Vietham. In Apocalypse Now, we find the linger-
ing remains of the colonial mindset that informed Conrad and
Francis Ford Coppola deploys a system of imperial logic within
which “order” and “bureaucracy” are established as represen-
tative of civilized rule and “disorder” and “chaos” are marked as
the primitive terrain of the other.
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pot" n ,bupokpaTtunjata“ ce etabnmpaHn Kako npeTcTaBHULMU
Ha UMBUAN3MPAHUOT 3aKOH, a ,HepegoT" M ,XaocoT" ce obe-
NleXxaHn Kako npuMUTMBHaTa MoyBa Ha ApyroTo.

Jopeka LlopumMHoTO fgeno ce obugysalle ga rm cor-
nepa npugoHecute Ha KoHpajoBOTO Aefi0 3a COBpeMeHarta
nutepatypa, CpueTo Ha TeMHuHarta, ce pa3bupa, noyecto e
UNTAHO KaKO KaHOHCKa apTuKyfnauuja Ha mMmnepujanHata ma-
)XEeCTBEHOCT, BO KOja MMMEPUjasIMCTUYKMOT Mallkn cy6jekT
n3nckysa Apyra, noAmosiHa MaXecTBEHOCT, 3a fa ja onpasja
KOJIOHMjasiHaTa UHTepBeHuMja. TOKMY BakBata apTukynauuja
Ha vMnepujanucTnykata MaxectBeHocT Bo CpueTo Ha TeMm-
HMHaTa ja HaBeayBa YuHya Aunbu aa 1Bpam 3a KoHpag: ,Hukoj
i1 He MOXe fJa ja BMAW BO Toa arncypfHaTta v nepsep3Ha apo-
raHuuja, ynorara Ha Adpuka ga ce pegyumpa Ha nornopa 3a
KPLWEHETO Ha APO6GHMOT eBponcku ym?“10 YuTajkn gpyra npe-
paboTka Ha CpueTo Ha TeMHuHaTa, cakaM fa ja npocnegam
LlopunHaTta ngeja geka KoHpagoBMOT TEKCT ja OBO3MOXYyBa
COBpeMeHaTta WHTepHauuoHasiHa nuTtepaTtypa, HO MMmajTe ro
npeasng 1 akToT AeKa TMe UCTO, ako He U noBeke, 6uM Mo-
)XeHe fa npousBejar COBPEMEH MaXKeCTBEH XaHp KOj camo
Ke ja penpopgyuupa konoHujanHaTa norvka wro KoHpag ja uc-
upTyBa BO CBOjOT pOMaH.

MpBroT roBop Ha Mapnoy Bo CpLeTo Ha TeMuHata ro
onvwysa JIOHAOH 06BUTKaH Of Marna u 3ariaBeH BO WUCTOPW-
jata. M T0a," peye Mapnoy, ,6ewe egHO 04 MpayHuTEe MecTa
Ha 3emjaBa."11 [NporoHyBaukmMTe 360p0BM Ha Mapoy,KoM Kako
Ja ce n3nease of, MHOLITBOTO NPETXOAHW KOHBEp3auuu 1 apy-
MM Hapauum, necHo 6m moxene ga 6ugart novyeTHW BO Mpodye-
HaTa kKHura Ha bun Bachopg og 1990 Mery cunepuute. ba-
doopA, YPEAHUKOT Ha aHrIMCKOTO MTepaTypHO crnvcaHne MPAHTA,
ja Hanuwan Mefy cunepunte Kako HapaTtuBeH pesyntaT Of
BPEMeTO LWTO ro nomuHan mefy dpyabasnckute HaBuBayum BO
AHrnvja. Cenak, HamecTto fa ro uutupa KoHpag BO NOYeTOKOT
Ha cBojaTa Hapauwuja, Toj ro uutupa nopgot bagen-MNayen,
OCHOBAYOT Ha M3BMAHMUMUTE, KOj ro OnjakyBa onafareTo Ha
aHrnuckata MaxecTtBeHocT BO 1908 nopaay TpaHcdopmauu-
jata Ha aTneTuTe BO CMOPTCKM HaBuBaun. OTKaKo Ke ro onvle
()eHOMEHOT Ha paHMOT ABaeceTTU BeK, Kora NnoTPOLLyBayku
TONINW COYUHETWN of ,.bneaun, TecHorpaau, noarpb6aseHn, Mu-

While George’s work tried to recognize the contribu-
tions of Conrad’s oeuvre to the development of world literature,
Heart of Darkness is, of course, more often read as the ca-
nonical articulation of imperial masculinity within which the im-
perialist masculine subject requires an other, abject masculinity
to justify colonial intervention. It is precisely this articulation of
imperialist masculinity in Heart of Darkness that leads Chinua
Achebe to assert about Conrad: “Can nobody see the prepos-
terous and perverse arrogance in thus reducing Africa to the
role of props for the break-up of one petty European mind?"0
In a reading of another contemporary rewriting of Heart of Dark-
ness, | want to pursue George’s idea that Conrad’s texts enable
a contemporary international literature but also keep in mind the
fact that they are equally, if not more, likely to generate a con-
temporary masculinist genre which simply reproduces the colo-
nial logics that Conrad maps out in his novel.

Marlowe’s first speech in Heart of Darkness describes
a London shrouded in fog and stymied in history: “And this
also," said Marlowe, "has been one of the dark places of the
earth."1 Marlowe’s haunting words which seem to spill from a
multitude of prior conversations and other narratives could as
easily open Bill Buford’s celebrated 1990 book Among the Thugs.
Buford, the editor of an English literary magazine GRANTA, wrote
Among the Thugs as a narrative account of his time spent among
football fans in England. Rather than citing Conrad at the open-
ing of his narrative, however, Buford cites Lord Baden-Powell,
the founder of the boy scouts, lamenting the decline of English
masculinity in 1908 on account of the transformation of the ath-
lete into the sports fan. After describing the early twentieth cen-
tury phenomenon of paying crowds made up of “pale, narrow
chested, hunched up, miserable specimens” flocking to watch
football matches, Baden-Powell demands: “Get the lads away
from this--teach them to be manly.”22 Obviously, Baden-Powell's
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3epHn npumepouun” ce pojat 3a ga rnegaatr dyabanckm Har-
npesapu, bageH-Mayen 6apa: ,TprHeTe rM MomuMhata noga-
NeKy Ooff OBa - HayuyeTe M ga 6uaat maxecTBeHW.“12 Ouur-
nepHo, badops m untupa bageH-MNayenosute 360poBM Kako
NOTCETHWK Ha McTopujaTa Ha MaXecTBEHOCTa W Hej3uHaTa
BOB/IEYEHOCT BO CMNOPTOT, 0COGEHO BO (hyAbanoT; cenak, Kako
LWITO ce pa3BMBa HeroBara Hapauuvja U Kako WTo badops ce
cnywTa BO CerawHoTO 6pUTAHCKO Cpue Ha TeMHMHaTa - CcBe-
TOT Ha dygbanckute cuneymy - cTaHyBa ce noouyurnegHo
peka badops v genn bapeH-Maynosute umnepujanHn cga-
Karba 3a MallkocTa Kako KOMMY/3MBHOCT Ha COBPEMEHMOT
4yoBEK crpema pefoT, CuavHaTta, akTMBHOCTA, rpy6buoT MHAM-
BMAyanM3aM K caMOKOHTponara.

Bo 6enewkarta Ha 3agHaTa kopuua Ha Mefy cuneyu-
ute, Ha bun badops My e ogfafeHo npusHaHMe Kako Ha xpa-
6ap ucTpaxyBad Koj ,Bferysa BO anTepHaTVBHOTO OMLITECTBO"
Ha doygbanckm XynuraHum M mm 6enexu n HeroBuTte AuBeera
N HeroBaTta oOnuiTecTBeHa MarencyBayka MOK...“ badopa cBo-
UTE aHI/IMCKN cpeabu rm onuwlyBa Kako cnylwtakwe BO AvBjadka
TepuTopuja HaceneHa co 6GecTujasiHn JIMYHOCTU CO UMUHba KakKo
Osuya KpemeHagna, bapuu MppgHatuot, JoHang bypannoT wn
Cemy CmaukyBa4yoT. Osue chyabanckm haHoBU pPasfMYHO ce
onuwaHn Kako ,aebenu”, ,HagyeHn", ,MececTun u 3aKpBaBeHKn“.
HeroeaTa npBa cpefba e co HaBmBa4y Ha MaH4yecTep JyHajTep,
HapeyeH Majk KOro TOj ro onuvulysa Baka:

,TOj nmawe aebeno, cnineckaHo nvue Kako 6yngor

n Gewe orpomeH. MauvuaTa My ce guralle no CTOMakoT u

belwwe obe360eHa of HeELWTO /1enIMBO U TeMHO. CTOMakoT My

6elle HewTo Kako Kaua M OTKpuB AeKa BO HEro ce mellaar

NNTPU U NUTPU nNuBo, AeNYyMHO MU3LIBaKaHW MpPXeHWU KOM-

nupYnHa W BIAXHW, HEAO0BOJIHO CBapeHu Tonyukwa npe-

paboTeHu jarneHun xugpatu. PaueTe - HagyeHW, KpodHecTun

HewTa, My 6ea M3BasikaHU of TeToBaxu." (26)

Mpeky Majk, co 0BOj onuc, ce geduHupa npekymep-
HocTa. TOj MMa MpemMHOry Meco, HemnoABMXHO, KpodhHecTo Me-
CO; TOj € HeENpebupaMB KOHCYMEHT Ha fola XpaHa of, WwTo Te-
NI0TO My CTaHyBa MAUTaBO U He3gpaso. Majk e cBefeH Ha He-
roBuTe HenpuBieYHW AenoBu of TenoTo, kora badopa op onu-
COT Ha HeroBoTo ,Ae6es0, Cn/aeckaHo nuue” Ke npemMuHe Ha
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words are cited by Buford as an ironic reminder of the history
of masculinity and its imbrication in sports and football in par-
ticular; however, as his narrative unfolds and as Buford descends
into England’s present heart of darkness-the world of the foot-
ball thug—it becomes more and more obvious that Buford shares
Baden-Powell’s imperial conception of manliness as the civilized's
man’s compulsion towards order, vigor, activity, rugged indi-
vidualism and self-restraint.

On the back cover blurb to Among the Thugs, Bill Buford
is credited as a brave explorer who “enters an alternate society”
of soccer hooligans “and records both its savageries and its
social allure...” Buford himself describes his English encoun-
ters very much in terms of a descent into a savage territory
peopled by bestial characters with names like Mutton Chops,
Barmie Bernie, Daft Donald and Steamin’ Sammy. These foot-
ball fans are variously described as “fat,” “bloated,” “puffy and
bloodshot.” His first encounter is with a Manchester United fan
called Mick whom he describes in the following terms:

He had afat, flat bulldog face and was extremely large.
His t-shirt had inched its way up his belly and was discolored
by something sticky and dark. The belly itself was a tub of sorts,
swirling, | would discover, with liters and liters of lager, partly
chewed chunks of fried potato, and moist, undigested balls of
over-processed carbohydrate. His arms-puffy, doughy things,
were stained with tattoos (26).

Mick, in this description, defines excess. He has too
much flesh, unmoving and doughy flesh at that; he is an indis-
criminate consumer of bad food which then marks the body as
un-nourished and unhealthful. Mick is also reduced to his un-
sightly body parts as Buford moves from describing his “fat flat
face” to commenting upon “the belly” as if it existed separate
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KOMEHTMpaHe Ha ,,CTOMaKoT" Kako TOj Aa e He3aBuceH of Majk.
CnuuyHo Ha oBa, MajkoBuTe pale ce OnuLIaHW peuncn Kako ga
He ce npuuBpcTeHu 3a Majk, HamecTo Toa, Tue ce ,HajyeHwu,
KpohHECTN HewuTa® KOW, Kako W HerosaTa mauvua, ce ,ucdie-
KaHn“. Bo 0BOj onuc Majk He € MHOry pasfnyeH of ,upHuTe
06MLM", CEHKOBUTUTE AOMOPOAEYKM HUrypy LUTO FO Haceny-
Baat KoHpazgosoTo Cpue Ha TeMHuHarta.

Badhopg cBojaTa KHUra My ja npeseHTUpa Ha uuTate-
not (a Taa e raBHO Taka W npudaTeHa), Kako KHura 3a 3Ha-
YyajHMOT doyabancku xynuraHvsam LITO cOo3faBa antepHaTusa
Ha MopanucTmykara coumosiowka nutepatypa (og Koja uma
ronemMa apxmea) u rm guarHoctuympa 6onectute Ha 6putaH-
CKOTO OMNWTECTBO MpeKky dmrypata Ha HajcnekTakynapHuoT
Heycrnex Ha Toa OnwTecTBO: HecMacHWOT nusonuel. badopg
TBpAM AeKa ynoTpebata Ha cepuja NMYHU NPUKa3HW, HAcnpoTu
06jeKTVBHUTE COLMOMNOLIKN MNpuKasW, e HajnorogHa 3a npet-
CTaByBake Ha NMPOMeH/MBaTa U eKCMno3MBHa npupoga Ha
~Tonnara“ Bo Bpeka co (peHOMeHOT Ha oyabanckuoT Xynu-
raHnsam. lMoHatamy, TOj 06pas3noxysa fAeka couuonowkara
nuTtepatypa ro caka HacuiCTBOTO Ha To/nnata Ha peayk-
TUBHW HauMHW, Kako ,CMMNTOMATUYHO 3a FHWEHETO Ha HaleTo
Bpeme" unu Kako ,pyHAaMEHTa/IHO He pas/InyHO Of, OHa LUTO
6uno Buyepa“. bacopa nNpogos/rKyBa Taka LUTO cBOjaTa Hapa-
unja ja ogdesnysa of OoBue Te3W, o4YUrIeaHo oTdpnajkm ro
chakaweTo Aeka HacuiCTBOTO Ha TonnaTa cekoralwl ro npeT-
cTaByBa Hacu/CTBOTO Ha Apyrute. HamecTo Toa, TOj TBPAM
jeka "Tonnata e Bo cute Hac" (249). Bo epeH cTtpacTBeH
nacyc badopg H1 npepgnara ga pasmucivme 30WITO cekoratl
cMeTaMe feka Tonnarta e nojaneky of Hac:

,JJECHO HM e Ja OTnULIEME HEKO] UHUMAEHT Ha Ha-
CUNCTBO Ha Tonnata Bo JyxHa Adpuka wnm WHguja, reo-
rpadockn 1 KyNnTypHO AanieyHn 3emju, O4MrneaHo Toa He cve
HWe; pa3bupnneo e, Henu, feka Ke uma HacuacTBO Ha
6aHaMTe Tamy Mefy ,HepasBuMeHUTE", ,HENpPUBUAUTMPaHUTE",
LHEeLUMBuAM3nNpaHuTe”, ,,npUuMUTMBHUTE" (Cnopes metadopute
o4 AeBeTnaeceTTnoTt BeK). Ho, ncTo Taka HM e necHo Aa ro
oTnvweme Hacu/ICTBOTO HaABOP Of BpaTuTe Ha HawuTe
nomosu. Tyka, cera, BO AHrnuvja, Bo JIOH4OH, BO cnopefHa
ynuua, Heganeky of LeHTapoT, ce 36upa To/ana, HO Taa
TOoNNa, MHcMcTMpame, He cme Hue." (186)

from Mick himself. Similarly, Mick’s arms are barely recognized
as attached to Mick, they are instead “puffy, doughy things”
which like his t-shirt have become “stained.” Mick in this de-
scription is not much different from the “black shapes,” the shad-
owy native figures which people Conrad’'s Heart of Darkness.

Buford presents his book to the reader, and indeed it is
generally received as, an account football hooliganism which
forms an alternative to the moralistic social science literature (of
which there is a vast archive) which diagnoses the ills of British
society through the figure of its most spectacular failure: the
lager lout. Buford claims that his use of a set of personal voice
narratives, as opposed to a sociological objective account, is
best suited to represent the mercurial and explosive nature of
“the crowd” in relation to the phenomenon of soccer hooligan-
ism. He further argues that the social science literature views
crowd violence in reductive ways as either “symptomatic of the
rot of our times” or else “fundamentally no different from what it
was yesterday.” Buford then goes on to distinguish his narrative
from these accounts by apparently rejecting the notion that crowd
violence always represents the violence of the other, instead, he
claims, “the crowd is in all of us” (249). In one passionate pas-
sage Buford asks us to contemplate why we always think the
crowd is elsewhere:

It is easy to dismiss an incident of crowd violence in
South Africa or India, countries that removed in both geogra-
phy and culture, are manifestly not us; it makes sense-does it
not?-- that there, among the ‘underdeveloped,’ the ‘underprivi-
leged, the ‘uncivilized, the primitive (our nineteenth century
metaphors reemerge) there would be mob violence. But it is
as easy to dismiss the violence outside the doors of our homes.
Here, now, in England, in London, down a side street, not far
from the center, there is a crowd assembling, but that crowd,
we will insist, is not us (186).
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OBa e koMnnuMpaH nacyc, 6apem 3artoa LITO Ce YMHU
feka badhopq e LenocHO cBeceH 3a chakaraTa Ha geBeTHa-
eceTTMOT BeK 3a UuBuausaumjata M pasBojoT, KOW Ce OCHOBa
3a Kapakrtepusupare Ha mMiagute of paboTHMuKarta Knaca
BO AHrnuvja. Ho, kora nOTTYpHyBaweTO CTaHyBa TypKawe,
6yKBanHO, Kora, crnopef CWUelncKMoT n3pas, HacuCTBOTO
-HacTanyesa“, badhops ce Haofa Ha cocema AgpyraTta cTpaHa
0f, OBaa KpuTUKa, NOBTOPYBAjKU AeKa, nako e Mefy cunepnnte,
TOj AePIUHUTUBHO He e efeH o4 HvB. Bo BadhophoBmoT fimpcku
neT ofekHyBa efHa EnvoTtoBa necHa, egHa of ,YeTupuTe KBap-
TeTn", ,Mana 3amaeHocT", Kage wTo Ennot nuwysa 3a 60Mm-
6apgupaHeTo Ha AHrnivja Bo BTopaTta cBeTcka BOjHA U cMmeTa
neka AHrnvja una TpaHchopMmmpaHa of, ceauluTe Ha nvnepuvjata
BO Kpaj Ha CBETOT:

Vwva v gpyrm mecra

LWto ce Kpaj Ha CBETOT, HEKOM BO 4YeNycTtute Ha MOpPETOo

Mnu Hag mMpayHOTO e3epo, BO MyCTUHA WM BO rpag

Ho, oBa e Haj6nucky, nNo Bpeme, No MecTo,

Cera, Bo AHrnvja.13

~TyKa, cera, Bo AHrnuja,” nuwysa bacoppg, ,B0 JIOH-
OOH, BO cnopefHa ynuua, Hejaneky of, LeHTapoT..." Ke Haj-
geme Tonna, 6aHga, 6ecyyBCTBUTE/NIHA Maca Ha gpyrocra.
»,Cera, Bo AHrnuja,” nuwysa EnnoT, Ke cTurHeme [O KpajoT
Ha CBETOT, Ke CTurHeme ,0f4 Kaje WTo TprHasme/ U Ke ro
[O3Haeme MecToTO 3a npenart.” Jogeka Envot 6apem v npu-
3HaBa KpajoT Ha umnepuvjara, KpajoT Ha UCTPaxKyBaH-eTo, Kpa-
jOT Ha noTparata no TeMHW MecTa, AofeKa Toj 6apem npus-
HaBa, kako KoHpasg, pneka u osa ,6uno efHoO o4 MpayHuTe
MecTa Ha 3emjaTta“, ce uvHM geka badops v no uveTupuecet
roAvH e LIOKMpaH of, OTKPUTMETO AeKa AHrnvja He e 3emja
Ha 6naronpujaTHOCT U CBET/IMHA, TYKY [OM Ha CnopaguyHo
HaCcU/CTBO, CUNELNCKN 3aefHULWM W BankKaHu TOINU.

Mefy cuneyguute e CUIHO U 3af0/KUTENHO YEeTUBO
LWITO Ce ABWXW BO pUTMOT Ha doyabanckara Tonna n e obene-
XXaHO 0f, KOHTUMHYUpaH UMKNYyC Of nuewe, Tenawe 1 nospa-
Katbe. Hapauujata, Kako LITO CMNOMHaB, ce npeTcTaByBa Kako
Ba)KeH 3anuc 3a 0cobeHO ofBpaTHaTa hopma Ha HaumoHa-
NMCcTNYKaTa MaXecTBEHOCT Ha/MK Ha ,CKuHxepcuTe®, orte-
NoTBOpEeHa BO NuuaTa LWTo MM HapeKyBame ,Aeukn”,  xynuraHm*
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This is a complicated passage if only because Buford
seems to be completely aware of the nineteenth century logics
of civilization and development which subtend the characteriza-
tion of working class youth in England. But when push comes to
shove, literally, when the violence, in the thug slang, “goes off,”
Buford finds himself on quite the other side of this critique argu-
ing over and over that though he may be among the thugs, he
definitely is not one of them; though the crowd ultimately may be
in them, it is not and never has been in him. Buford's flight of
lyricism, moreover, echoes an Eliot poem, one of his Four Quar-
tets, “Little Gidding,” where Eliot writes about the bombed out
England of World War 2 and finds that England has been trans-
formed from the seat of empire to the world’s end:

There are other places

Which also are the world’s end, some at the sea jaws,
Or over a dark lake, in a desert or a city—

But this is the nearest, in place and time,

Now and in England.13

“Here, now in England,” writes Buford, “in London, down
a side street, not far from the center...” we will find a crowd, a
mob, an insensible mass of otherness. “Now and in England,”
writes Eliot, we will arrive at the end of the world, we will arrive
“where we started/And know the place for the first time.” While
Eliot, at least, acknowledges the end of empire, the end of ex-
ploration, the end of the search for the world’s dark places and
while he at least recognizes, like Conrad, that this too “has been
one of the dark places of the earth,” Buford seems shocked
some forty years later to find that England is not the land of
sweetness and light but a home to random violence, thug com-
munity and the ignominy of the crowd.

Among the Thugs is a compelling and compulsive read
which moves to the rhythm of the football crowd and is punctu-
ated by its continuous cycle of drinking, singing, fighting and
puking. The narrative, as | have suggested, presents itself as an
important record of one particularly repulsive form of nationalist
skin head masculinity embodied in those figures variously re-
ferred to as “lads,” “hooligans” and “thugs.” The real agenda of
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n ,cuneunn”. Cenak, rnasHarta nporpama Ha Hapauujata e Tem-
nepamMeHTHa ogbpaHa Ha agpyra hopMa MaXecTBEHOCT LITO
MOXeMe fa ja Hapeyeme vmnepujasMcTuiyka MaXecTBEeHOCT
N Koja (PYHKUMOHMPA TOKMY MPeKy UCLPTyBaweTo CyluTec-
TBEHN U OeUHUTUBHU AUCTUHKUUW Mery ,HadyeHUOT KOJ Ha
Ma)XeBHOCTa" CBOJCTBEH 3@ Ma)KeCTBEHOCTUTE Ha paboTHMWY-
KaTa knaca v nuTaHuTe U UUBWAN3UPAHU KOAOBM CBOjCTBEHU
Ha MaXecTBEHOCTa Ha cpefHaTa knaca, Kako v ga ja gedwm-
HMpame. KHuraTta e npenosiHa cO CAUKWA Of, KO ymTatenot
Tpeba ga M npenosHae, 3abenexmn n ogobpn 06AUKOT U Ccu-
HMHaTa Ha badopaoBOTO AMCTaHuMpanwe of ,MU3epHUTe Mpu-
Mepoun” WTO ro onkpyxysaart. Hu3 ueHata Hapauuja bacdhopp,
ce onuwysa cebecn Kako CUMyNTaHO of6ueH, dhacuuHupaH u
KOHTaMVWHUPaH Of, HacW/ACTBOTO Ha KOe e CBefoK; HO, Ha Kpa-
jOT, ce nnawu geka ke 6uge nosnedeH npeky paboTt Ha ue-
JIOCHOTO pacTBopane. Bo 3aBpluHWTE CTpaHWuM Ha KHWrara,
TOj oTcTanyBa npefj HacW/CTBOTO W XOpPOPOT YLITE Ha efHa
CLEeHa CO T0/na, BO Koja CMoynaBeHW aHrNCKM MOMYMHa ce
gepat no ynuumte Ha CappauHuja 3a Bpeme Ha dpyabdancku
HaTnpeBap 04 CBETCKOTO MPBEHCTBO, OpkKaHuW of uTanuaH-
ckata nonuuuja. Bo 6pyTtanHuoT pacnneT, badopa ce Haofa
CBWTKaH Ha ynuvuaTta, npeTenaH of utaavjaHckuTe nonuuajun
CO MneHAapeum, npallyBajkm ce 30LTO TMe He MpenosHasie feka
TOj OuUUrNefHo He e HacunHuK. Kako WTo ce ceKkaBa Ha Cekoj
yaap Bp3 6ybpesuTe v rnaeaTa, TOj Ce CeKaBa M Ha mucnata
LUITO ro Telwlena cpej TpaymMaTuyHOTO Tenawe: ,,CeBo oBa GeLle
NCKNyuYnTeNnHo 60/HO, Kako LITO U 6U oyekyBane, HO, MOETO
NCKYCTBO 0off oBa Gelle pas/IM4yHO Of OHa Ha ApyruTte wTo Gea
npetenaHW. HYUBHOTO MCKYCTBO Gelle efHOCTaBHO - 6onka. 3a
MeHe Gelle MOKOMMINLMPaHO, BMAEjKN 3HaAEB AeKa Ke nullyBam
3a Hero." (307)

Bo Mefy cuneymnTte Badopg Haofa 6eKCTBO 1 yTexa
npeky Toa WTo cebecn ce MAEHTU(IUKYBA Kako OHOj LITO nu-
LyBa, OHOj WTO 3abesiexyBa, OHOj LWTO cobupa nHdopMaumu.
TokMy OBaa maeHTudukKaumja of HeroeBata Hapauuja co3fasa,
M MOKpaj HeroBuTe Hajgobpu Hamepu, opma Ha mmnepujanHa
MaxkecTBeHOCT. OBOj XaHp Ha MaXeCTBEHOCT MouuBa Bp3 Tpu
pas3nuyHu MpeTnocTaBkM BO Hapauwjata: npeo, badoppg an-
CONYTHO BepyBa BO Toa JeKa Moxe Aa buge mefy cunepuuTe,
a fa He 6uge epeH of HuB; BTOpo, badopa e curypeH geka

the narrative however is a spirited defense of another form of
masculinity that we can call imperialist masculinity and that func-
tions precisely by drawing essential and definitive distinctions
between the “bloated code of maleness” inherent to working
class masculinities and the writerly and civilized codes inherent
to middle-class masculinity however it may be defined. The book
is rife with images that will the reader to recognize, notice and
approve the shape and force of Buford’'s difference from the
“miserable specimens” that surround him. Throughout the nar-
rative Buford depicts himself as simultaneously repulsed, fasci-
nated and contaminated by the violence he witnesses; but, ulti-
mately, he fears that he will be drawn over the brink into com-
plete dissolution. In the book’s closing pages, he recoils from
the violence and the horror of yet another crowd scene in which
rabid English lads tear through the streets of Sardinia during a
World Cup match, chased by the Italian police. In this brutal
denouement, Buford finds himself curled up on the streets be-
ing beaten by Italian officers with truncheons and wondering
why they have not recognized him as clearly not a thug. As he
records the memory of each blow to his kidneys and head, he
also recalls the thought that comforted him in the middle of the
trauma of being beaten: “All of this was exceptionally painful, as
would be expected, but my experience of it was different from
that of the others who were being beaten up. Their experience
was one of simply pain. For me, it was more complicated, be-
cause | knew that | would be writing about it" (307).

Buford finds refuge and comfort in Among the Thugs in
the identification of himself as one who writes, one who records,
one who collects information. It is this precise identification that
produces in his narrative, despite his better intentions, a form of
imperial masculinity. This genre of masculinity resides in three
different assumptions in the narrative: first, Buford's absolute
belief that he can be among the thugs without being of them;
second, Buford's sureness that the act of writing rescues males
like him from their baser instincts and draws the line between



identities

UMHOT Ha MNULlyBake M 0cnobodyBa Maxute Kako Hero of
HMBHWTE OCHOBHW WHCTUHKTU W MM pa3rpaHMyyBa HOpMaTuWB-
HUTE Of HeHOpMaTUBHUTE MaXecTBeHOCTW; W TpeTo, bacopg
HerHdopMmupaHo ro ynotpebysa TepmMuHOT ,cunepmja” (“thug"),
KOj uma umnepujasiHa uctopuja.

Bo OKcthopACKMOT eHuMKNoneguckn pedHuk "thug" e
pgedunHnpaH Kako: ,4/fleH Ha pesinMrMo3Ha opraHusauyuvja Ha
Kpaguu n yéujum Bo MHAMja, Koja e ykuHaTa okony 1825...
"thugee" - gejHocTa Ha oBue cuneunn.” M "xynuraH" vma uH-
TepecHa ucTtopuja: ,Mnaf HUKakBel, efeH of bGaHgara rpyou-
jaHn, UMe Ha HaCUJ/THUYKO MPCKO cemejcTBO BO JIOHAOH.” JacHO
e [eka obaTta HasvBa ce obefniexaHyn Co pacHU U KOMOHWjasIHN
HasHaku: "thug" e nHgMckn 360p Koj MPeKy KoMoHWjanM3aumjaTa
B/IEr0/1 BO @HI/INCKMOT ja3uK. Taka, npawaHkeTto BO Bpeka Co
Badopposara Hapauumja e oBa: LITO 3HAYM TOoa LUTO edeH WH-
OUCKM TepMUH 3a 6aHguT cTaHan TepMuH 3a dyabanckmTe
HaBmBaHM of, AHrnnja? Cnopepg Mapama Poj Bo ,OTKpuBare
Ha MNHavja, 3amuciyBare Ha pa3bojHMWTBOTO", 3a OBaa rpyna
WHANCKM cuneymn ce npeTnoctaByBa fAeka o6une youjum no
HacnefcTBO, KOM M HayekyBasie naTHUUUTE BO MMe Ha cha-
BaTa Ha 6oxuuaTta Kann, Bo XVIII n XIX Bek. Yousane 6p30 u
TUBKO, HajuecTo CO JaBehe W, 0TKakKo Ke v orpabene XpT-
BUTE, TONIKY edmkacHo ce ocnobogysane of Tenata, LWTO
Ha BnacTute um 6GUNO0 TELWKO Aa Hajaar AoKa3 Jeka e U3Bp-
LLIEeHO KPUBUYHO aeno.l4

JejcTByBarkeTO Ha MHAMCKMTE cuieuun, AHrAnyYaHuTe
BO MHOuja ro cmeTasie 3a ycoBpLEH BWZ 3aroBop, 6uaejkn m
KOMOWHMPpan KBasnpenurnosHute TajHu 6GparcTBa CO ycCOBp-
LUEHWOT PEeiMrmo3eH puTyan 1 HacnefeH CUCTEM Ha UYIEHCTBO;
HaBUCTWHA, aHT/IMCKUTE MaXun Gune TOMKy dhacuuHMpaHu of
WHANCKOTO pa3bojHMWITBO, LUTO ce NojaBu/ie MHOrY poMaHm
CO (haHTasupare 3a XMBOTUTE U BPEMETO Ha OBWE CUMEeLuW:
Hajno3HaTa Mefy HMB € 6OXeMHO eTHorpadckata Hapauuvja
Vcnosegn Ha pa3bojHuKOT, 3anvwaHa og duwmmn Megoys Tej-
nop.15 Bo cuBe oBue 3anucu, KomeHTupa [lMapama Poj, 6une
HanpaBeHW Masiky 06MAM Ha MHAUCKOTO pa3bojHUILTBO Ja My
ce fajaT nosMTUYKU MM eKOHOMCKM MoTuBaumn. Cenak, Kako
WwTo gogaBa Poj, ,COBPEMEHUTE YYEHULM Ha KO/OHMjanHaTa
uctopuja cakane ga pagat antepHaTuBeH, nomatepujanuc-
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normative and non-normative masculinities; and third Buford’s
uninformed deployment of the term “thug,” an appellation with
its own imperial history.

The OED defines “thug” as: “member of religious orga-
nization of robbers and assassins in India suppressed around
1825...THUGGEE - the practice of Thugs.” Hooligan also has
an interesting history: “young ruffian, one of a gang of roughs,
name of ruffianly Irish family in London.” Both names, it is clear,
are marked by racial and colonial terms: “thug,” it turns out is a
Hindi word which entered the English language through colo-
nialism. The question in relation to Buford's narrative then is
this: What does it mean that a Hindi term for an Indian bandit
becomes the term for working class English football fans? Ac-
cording to Parama Roy in “Discovering India, Imagining Thug-
gee,” thugs were a group of supposedly hereditary killers in
India who preyed on travelers as an act of worship to the God-
dess Kali in the 18thand 19t centuries. They killed quickly and
silently, usually by strangulation, and, after robbing their vic-
tims, they disposed of the bodies so efficiently that authorities
had a hard time ever finding proof that a crime had been com-
mitted. 4

The practice of the thugs was considered by the En-
glish in India to be an elaborate kind of conspiracy since it
combined quasi-religious secret fraternities with elaborate reli-
gious ritual and a hereditary system of membership; indeed,
English men were so fascinated by thuggee that a number of
novels appeared fantasizing about the life and times of the thug:
and the best known of these is the supposedly ethnographic
narrative Confessions of a Thug inscribed by Philip Meadows
Taylor.155 In all of these accounts, as Parama Roy comments,
few attempts were made to provide thuggee with political or eco-
nomic motivations. However, as Roy adds, “twentieth century
scholars of colonial history have sought to posit alternative, more
materialist histories of the phenomenon” (123). These other more
materialist explanations see the thugs as either people working
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TUYKN Npukas Ha 0BOj peHomeH" (123). OBue nomatepuja-
NINCTUYKN O0bjacHyBaka M rnegaatr MHOMCKUTE pasbojHULN
nnn Kako nyfe WTo paboTtesie NPOTUB KOMOHMjasIHAOT 3aKOH
BOCMNOCTaBEH Of, MOKHUTE KOMIOHWjasHWU BRajeTesnun, UM Kako
JSIOKanHW rpynu, peynMcu nnaTeHuuy, HajMeHu of cocefcTBarta,
3a 3awTuta. OBMe cornefdu ro HarnacyBaaT Toa fAeka AHr-
NnyaHnTe 1o chakane MHOMCKOTO pas3bojHULITBO KaKo upa-
UMoHanHo, 6pyTaslHoO M BO OCHOBa KPVMWHa/IHO, 3aToa LTo
BaKBMOT ONUC NpuAoHecyBas, Kako wWTo Benu Poj, KoH ,ce
yliTe pacTeykmoT NPOeKT Ha OTKpuBawe Ha NHguja“. Co ornep,
Ha Toa AeKa oBMe pa3dojHMUM 6une TaNHCTBEHW U TELKO 6UN0
[a uM ce Bfie3e BO Tpararta, aHr/Mckara KoJfloHujanHa nosu-
umja 6apana ncnosegm of copaboTHMUM, Na HUBHUTE UCKa3U
M KopucTena 3a fa ja yTBpAu ,BUCTMHATA" 3a pasbojHuuute,
Ja ™ naeHTudurkysa noTeHumnjasiHuTe pasbojHMumM, HO 1 aa ro
onpasja NPOEKTOT Ha KOJIOHWja/ITHOTO Blafeere.

Kon ce nmnavkaumite of oBaa KOMOHWjasiHa nctopuja
3a COBPEMEHMNOT (PeHOMEH Ha AOKYMeHTupake Ha dyaban-
CKOTO cunepncTso? lNpBo, 1 BO ABaTa KOHTEKCTa cuneyuc-
TBOTO € OrpaHW4YeHo Ha ogpeneHu Tena, amuamm n PervoHu.
BTopo, BO ABaTa crnyyaja, cuneyuite ce KopucTtaT 3a ga ce
onpasfa eKCTPeMHOTO MOMIMUMCKO HacuiCTBO, HO U Aa ce uc-
npobaat HeKOW MOMUTUYKN TEXHUKWU. TpeTo, BO obaTa cnyyaja,
OMW/IeHa MONMTUYKA TeXHWKa e eTHorpadckarta. Taka, Mo-
xeme ga 36opyBamMe 3a apxvBa 3a pasbojHuWTBOTO BO VHAwja,
COUYMHeTa 04 KOMOHWjasIHW 3anMcu U poMaHu 3a pasbojHuumTe
N 1UCMOBEAW Of HMB; HO, UCTO Taka Moxeme aa 36opyBame 3a
coBpeMeHaTa couuonowka gypbasncka ,cuneymcka apxmsa“
BO AHI/Mja, couMHeTa Of TEKCTOBM, Hapauuu, 6e36e4HOCHU
nJaHoBU W MOANUMCKM AOKYMeHTW.16 KoHeuHo, ynoTpebarta
Ha TEPMUHOT ,cuneymrja“ BoO Bpeka 1 co mnagute dynbdasncku
HaBUBaHW BO AHr/Mja v MHAWCKUTE B6aHAMTU McUpTyBa ocobeHa
KO/IOHMjanHa ucTopuja Ha ofHocuTe Mefy oTmajgHuuMTe U f0o-
MVHaHTHUTE MaXeCTBEHOCTU. TepMUHOT ,cunepuja“ ucuptysa
pacuCcTUUYKM U KONOHWjaNleH njaH 3a Brajeerwe pa3BueH BO
VHavja, na goHeceH BO AHrnuja 3a ga Bnajee BpP3 onacHute
NOHUCKM Knacu. Bo nocTKosioHMjanHa AHrnuja, cuneynjata
BEKe He e Hekaje Tamy, TOj e TyKa, a TEXHUKUTE 3a Heroso
npernosHaBawe W KOHTpo/nvpawe, pas3sueHn Bo WHAwja, ce
ynotpebysaaT 1 goma.

against colonial rule who had been displaced as rulers by the
colonial powers, or as local groups, almost mercenaries, hired
by neighborhoods for protection. What these accounts stress is
that the English conceived of Thuggee as irrational, brutal and
essentially criminal because such a depiction contributed to, as
Roy puts it, “the still emerging project of discovering India.”
Because thugs were secretive and difficult to track down, En-
glish colonial police solicited confessions from informers and
then used their accounts to establish the “truth” of the thugs, to

identify potential thugs but also to justify the project of colonial
rule.

What are the implications of this colonial history for the
contemporary phenomenon of documenting the football thug?
First, in both contexts thug violence is essentialized to particu-
lar bodies, families and regions. Second, in both cases, thugs
are used to justify extreme police violence but also to test drive
certain policing techniques. Third, in both cases, the favored
policing technique is that of ethnography. Thus, we can talk
about a Thuggee archive in India made up of colonial accounts
and novels about thugs and confessions by thugs; but we can
also think in contemporary terms of a social science soccer
“thug archive” in England made up of texts, narratives, security
plans and police documents.’ Finally, the use of the term thug
in relation to both the young soccer fan in England and the
Indian bandit maps a particular colonial history of the relations
between outlaw and dominant masculinities. The term “thug”
maps a racialized and colonial plan of governance developed in
India and then brought home to rule the dangerous lower classes.
In a post-colonial England, the thug is no longer over there, he
is here and the techniques for controlling and knowing him de-
veloped in India are deployed at home.
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BbadoppgoBaTta Hapauumja, 0cO6eHO CO Orfief Ha Toa
JeKa Toj He e AHrnnyaHel, TyKy cTpaHel, AMepukaHel, npu-
[JOHecyBa KOH CuNeLuckaTa apxvBa, apxuBa LITO cO3gaBa
KapukaTypa 3a rnynasuoT, 6ecTujanieH n gus yadanckm Ha-
BMBaH, 3a fa M raopudmumpa n oXXMBOTBOPW MaXKecTBEHOC-
TMTe Ha cpefjHarta kKnaca no nafoT Ha uMmnepwjata. Joaeka
3a bacdhopp Tonnara ro npetcraByBa MEHTa/MTETOT Ha CTa-
[OTO, a He HelTO BO3BULIEHO Kak0o MOMUTUYKMA KONMEeKTUBUTET,
HEroBOTO COMCTBEHO 0AbMBaHe Ha Tonnara 3a Hero He 3Hauu
e/INTEH YMH Ha AudoepeHuunjaumja, TYKY XEepOjCKM YMH LTO ja
noTBpAyBa CYLUTECTBEHO UMBUAM3MpaHaTa M nogpeayBadvkata
npupoga Ha MaxoT 0f, cpefHara knaca Koj He ce 6opu, TyKy
nuwysa. WynaneBnot mMax, ,maca 6e3 o06suk/ MNapanusnpaHa
cuna, rect 6e3 ABWXeke,” KOj e nMmnepujanHara mMaxecTse-
HOCT 3abenexaHa og badoppn, HM3 cBojaTa 6/M3KMHA Ja ja
OTKpMBa €[MHCTBEHO CBOjaTa OJBOEHOCT Off OHa LUTO TOj ro
HapekyBa ,aHTuuMBuAn3npaHa“ sosbyaa ,da ce 6uge BO TON-
nara npyv 4nH Ha HacuncTeo" (193). Badops ce BooaylleByBa
0, MaxecTBeHaTa CWIMHA Ha Tonnara, HO BO UCTO Bpeme
MHCUCTUpa feKa BOo3byaarta e nosajMeHa, Taa e of, 4YyBCTBO-
TO 3a OncefHaToCT LWITO ja NOTBpAyBa Herosarta Maxec-TBe-
HOCT, a cenak My ce 3akaHyBa [eKa Ke ro yHuwtu. Ha kpajor,
TOj 6pry ce Bpaka KOH OHa LUTO FO HapekyBsa ,CocTojba da ce
6upge rpafaHuH, ga ce 6uae uuBunusumpad." 1 npononxysa:
.10 chakam Kako Mpexa LITO Me ApXW Ha MecTo, Me crnpedvyBa
na nagHam“ (193). Jopeka 3jana BO npasHMHaTa - HacU/CTBO,
Tonna, 6e33aba ycta Ha cuneuunjata - badopg 3Hae geka
CTUrHan An1aboko BO CPLETO Ha TEMHUHATA W feKa Ke npexu-
BEe 3a Ja ja packaxe npukasHaTta.

2., Trainspotting“ 1 Kako og Majka pogeHu:
nocTuMnepujasHi MaXxeCcTBEHOCTU

Bo 0BOj Aen oA MOjOT TEKCT cakaM fja pasrfnegam
efiHa apyra Hapauuja 3a 6puTaHCcKata MaXeCTBEHOCT, KaxkaHa
He o[, HEeKOj LUTO O4YajHMYKU ce APXMW A0 CBojaTa nosuuuja BO
CpeneHNoT YHMBEP3YM, TYKY Of Mallku HapaTopy Kou 3a Cyll-
TMHCKM BO CBOUTE MpMKa3HW 3a MaXeCcTBEHOCTa Ha ABaeceT-
TMOT BEK, M 3aMaaT UMMOTEHTHOCTa, MOHWXKyBamaTa U ry-
6eHeT0 Ha MaXeCTBEHMOT aBToOpuUTeT. HeogamHelwHuTe yye-
Ha BO HEKOJIKY pas3/iMyHM AUCUMNANHK ce obugysBaaT Aa ja

Buford’s narrative, particularly since he is not English
but an outsider, an American, contributes to the thug archive,
an archive which produces the caricature of the dumb, bestial
and savage football fan in order to glorify and reinvigorate middle-
class masculinities after the decline of empire. While the crowd,
for Buford, represents a herd mentality rather than anything as
dignified as a political collectivity, his own individualist rejection
of the crowd signifies to him not as an elite act of differentiation,
but as a heroic gesture which confirms the essentially civilized
and orderly nature of the middle-class man who writes rather
than fights. No longer the hollow man, “shape without form, shade
without color/Paralysed force, gesture without motion,” the im-
perial masculinity recorded by Buford revels in its proximity to
but separation from what he calls the “anticivilized” excitement
of “being in a crowd in an act of violence” (193). Buford thrills to
the manly vigor of the crowd but simultaneously insists that the
thrill is borrowed, a flair of obsession that confirms his mascu-
linity and yet threatens to obliterate him. Ultimately he runs back
to what he calls “this state of being a citizen, of being civilized.”
And he continues: “l see it as a net that holds me in place,
keeps me from falling” (193). As he peers into the void-vio-
lence, the crowd, the toothless mouth of a thug -Buford knows
that he has arrived deep in the heart of darkness and that he
will survive to tell the tale.

2. Trainspotting and The Full Monty:
Post-Imperial Masculinities

In this next section of my paper, | want to look at a
different narrative of British masculinity, one told not by a sub-
ject desperately holding on to his place in an ordered universe
but by male narrators who make impotence, humility and the
loss of masculine authority into the very essence of their stories
about late twentieth century masculinity. Recent scholarship in
several different disciplines has tried to address the possibility
of a new politics of manhood but all too often these new and
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nMeHyBaaT MOXHOCTa 3a HOBa MOJNTMKA Ha YOBELITBOTO, HO
MHOTY 4YecCTO OBME HOBW W Pa3/IMyHN KOHLENTU 3a MaxuTe U
MaXKeCTBEHOCTa ja HaMeTHyBaaT mgejata 3a pellaBare Ha
-Kpmn3aTta“ Ha MaxecTBeHocTa. ®Punun BpajaH Xaprnep BO CBO-
jaTa BnuvjatesiHa KHWra 3a LpHeykata MaxecTBeHocT, He cme
NN Maxu, 3a Uen ro uma ToKMy OBOj MEeTOZ Ha AuarHoCTULU-
paHa Ha 60necTiTe Ha MalUKWOT PO, ,Kora nowmpokara Kyn-
Typa cMmeTa [ieka BO addpvKaHCKO-aMepUKaHCKOTO OMTecTBO
MMa nepmMaHeHTHa ,Kpu3a“ Ha upHeykaTta MadKeCTBEHOCT, 3a-
MWC/IEHOTO peLleHne cekoraw e BUCTUHCKa adhypmaymja Ha
aBTOPUTETOT Ha MaXoT - UpHel.“17 OBa chakare feka gec-
Tabunmsaumnjata Ha MaxecTBeHOCTa pe3ynTupa co Kpusa U’
JeKa Kpu3aTa M3MCKyBa MOMEHTHa KOHcosuauuja Ha mall-
KWOT aBTOpMUTET, ro NOTKpenyBa OHa LITO jac ro HapekysBam
uMnepvjanHa maxectBeHocT. O apyra cTpaHa, noctumne-
pujanHuTe MaXecTBEHOCTW ofbuBaaTt ga My ce MnoTyYuHaT Ha
chakameTo 3a KpusaTa Ha MaeCTBEHOCTa W HamMepHo of-
6uBaar ga ro 3auspcrTaT MawKUOT aBTOPUTET; HAMEeCTO Toa,
TMe aKTMBHO MNpuAoHecyBaaT 3a HeroBo pasjacHyBame.

3eMajkn ro npeasug CEPUO3HMOT, MpaYeH U CTpaoTeH
TOH Ha BadhopaoBMOT MOAEPHUCTUYKM NpuUKas Ha Genedvknte
cKanaHuuy 1 HacuiHUUM of, paboTHUYKaTta knaca Ha AHrvja,
KOW ce 3aKaHyBaaT Aeka Ke ja TypHaT Hauujata KoH paboT Ha
aHapxujata, MHTEpPecHO e Ja ce 3abenexu Jeka cute mecta
WTO M ogbpasB 3a npeTcTaByBake Ha NoCTUMMepujasiHUTe
MaXXeCTBEHOCTU Ce KOMWYHW. 3106HMTE NapoamnyHy oabuBarba
Ha MallKMOT aBTOPUTET Ce BO KOHTPACT CO AenpecusHuTe ”
Cepro3HN npuKasHu 3a 6enuuTe of cpefHaTa Knaca npeky
6e360XHUYKNTE, CamooCcyayBaykKuTe, HErnpucTojHUTE U XyMO-
PUCTUYHM CTOPUM 3a NOCTUMNEpPUjasIHATE MadkecTBeHocTu. Ha
npumep, 03/10MNaceHNOT KlacuyeH pomMaH 3a ckanaHuumTe Ha
MpBuH Benu Trainspotting (o4 Koro 6ewe HanpaBeH M BO
1996) cTpemexuTe M HeBOMUTE Ha HeBpaboTeHaTa LUKOTCKa
MnaguMHa wTo caka fa noberHe of TadvepuHaTta BputaHunja
(o4 HeBpaboTeHOCTa M UpHaTa cupomMallTuhja) i onvwysBa Co
ANB XyMOp U [OCETNMBOCT.18 PEHTOH, aHTMXepojoT Ha poma-
HOT M efileH 0f neTTe HapaTtopu BO TEKCTOT, ja ofbuea BOOGK-
YaeHaTa pa3BoOjHa MaTeka Ha HapaTvBHa nporpecuja u CBOETO
BpeMe ro MUHyBa LBWXEjKM ce Hanpep-Ha3ag Mefy ekcrtasarta
Ha Aporute u aroHvjata Ha 3fofeBHocTa. Toj Hema nepuoj

different concepts of men and masculinity turn on the idea of
resolving the “crisis” of masculinity. Philip Brian Harper, in his
influential book on black masculinity, Are We Not Men, takes
aim at precisely this method of diagnosing the ills of manhood:
“when (the) broader culture conceives of African-American so-
ciety in terms of a perennial “crisis” of black masculinity,” the
“imagined solution is (always) a proper affirmation of black male
authority.”I7 This notion that the destabilization of masculinity
results in crisis and, that crisis demands the immediate
reconsolidation of male authority, underpins much of what | am
calling imperial masculinity. Post-imperial masculinities on the
other hand refuse to submit to the notion of masculinity in crisis
and they also deliberately refuse to reconsolidate male author-
ity; rather, they contribute actively to its unraveling.

Given the serious, dark, dire and moralistic tone of
Buford's modernist account of the white working class punks
and thugs in England, who threaten to push the nation to the
brink of anarchy, it is interesting to note that the sites | have
chosen to represent post-imperial masculinities all happen to be
comic. These wickedly parodic refusals of male authority con-
trast depressing and earnest tales of middle-class white man-
hood to irreverent, self-deprecating, foul-mouthed and humor-
ous stories of post-imperialist masculinities. For example, Irvine
Welch’s notorious punk classic novel Trainspotting (also made
into a film in 1996) depicts the trials and tribulations of unem-
ployed Scottish youth seeking some escape from Thatcher's
Britain, (unemployment and blistering poverty) with ferocious
humor and wit.8 Renton, the novel’s anti-hero and one of about
five narrators in the text, refuses the usual developmental trajec-
tory of narrative progression and spends his time shuttling back
and forth between the ecstasy of drugs and the agony of bore-
dom. He undergoes no period of maturation, he makes no
progress, neither he nor his mates learn any lessons, no one
quits the bad life and ultimately many of them die from drugs,
HIV, violence, neglect. Renton explicitly acknowledges his re-
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Ha co3peBarbe, He Npasu NPOrpec, HWU TOj HUTY HEroBuTe Apy-
rapy He Hay4yBaaT HULWITO, HWKOj HE ro HanywTa NOWWOT Xu-
BOT W Ha KpajoT MHOTYMWHA 04 HUB ymMupaaTt og gpora, cuaa,
HACWNCTBO, Herpwxa. PeHTOH eKcniMyuTHO ro npusHaea cBoO-
€710 oabuBarbe Ha HOpMaTUBEH MOAEN Ha pasBoj U 046UBaHETO
ro NpeTeopa BO ropynvBa KpUTUka Ha nubepanHoTo cakare
3a u3boporT:
JJa npetnocrajme feka rv rream gobpwute u so-
WMTe CTPaHW, Aeka 3HaM fAeka Ke XuBeam KpaTko, geka
CyM 34pas y T0a MO30KOT, WTH., UTH., ama unak cakam aa
ce Hagysam. Tue Hema ga Me nywTart. Tve Hema ga me
nywTaT, 0TV Toa ro rneat Kako 3HaK Ha CBOjOT Kpax. Toa
fleKa efHOCTaBHO cu ofbpan ga ro ogbvew OHa WO TU ro
noHygune. Opbepu He Hac. Opbepw ro xusotoT. Onbepu
Aa nnakaw xunoTeka; oabepu cu malinmHa 3a neperse;
onbepv cv kona; oabepy Aa ce KBaKHeLL Ha Kayd 1 Aa rneaw
3arnynyBaqki U 3aTynyBaqku KBW30su; 6yTaj 6p3a xpaHa
BO Myukarta. Oabepu fa wsrHvew, Aa mModail W Kakaiw no
ZoMa, 33 LUEenoceH cpam Ha cebudHuTe 3aeGaHn Konyuu Lo
cu rn cTeopun. Opbepu ro xusoToT. Mg, ja ogbpas Aa He
ro ogbepam >MBOTOT. AKO TVE NMU3guTe He MoXKaT Aa ce
cnpasaT €O Toa, wo v BpTam. Ko wo Buka Xepu Jlogep,
vwam Hamepa fa ogaMm A0 KpajoT Ha naToT..."

PeHToHOBMOT n3bop fa He ro oabepe ,KMBOTOT" ro
cTaBa BO pajvkanHa onosvumja cnpema mojenure Ha Mawkarta
pecnekTUouUNHOCT, HO My AaBa W MpocTop Aa ja obenogeHv
KOHTpaAuKTOpHaTa Nnoruka Ha 3gpasje, cpeka v npaBefHoCT
BO nopaHeliHaTa gobpocTtoedka gp>kasa. Bo HerosuoT 6pu-
nujaHTeH 3n06eH roBop, Toa WTO ja ogbupa gporara Hacnpema
3apasjeTo, PEHTOH ro onpaeayBa co Toa Aeka ,He ro oabpan
KUBOTOT, @ ,)KUBOTOT", CNOpeA Hero, 3Hauu: ,nnakare Xu-
noteka, MalluHU 3a neperbe, aBTOMOOUNYK, ceaere Ha Kayy,
rnefare 3arnynysadku v 3aTtanyBaydyku KBU30BMW, MOJHEHE
Ha ycTaTa co 6p3a xpaHa, rHuere BO AOMaKWHCTBOTO." Toj
He Benu Jeka OnwTecTBOTO ,CO3A4aBa Na)Ha, UCKpUBeHa no-
rmka 3a ga ru ancopbupa nyreto uve ogHecysare € HaaBsop
op rnaBHMOT Tek" (187). Bo oBa cchakare ,KMBOTOT", 3arny-
NyBayKMOT HAY¥H Ha AOMallHa NacuMBHOCT COYMHyBa nogobap
MoparneH ,u360p* OTKONKY XWBOTOT CO Apora v ankoxon, wc-
TOTO chakare Ha MNaguoT YOBEK MY M HyAW BOOPYXeHWUTe

fusal of a normative model of self-development and turns this
refusal into a bitter critique of the liberal concept of choice:

“Suppose that ah ken aw the pros and cons, know
that ah’'m gaunnae huv a short life, am ay sound mind etcet-
era, etcetera, but still want tae use smack? They won't let ye
dae it. They won't let ye dae it, because it's seen as a sign of
thir ain failure. The fact that ye jist simply choose tae reject
whit they huv tae offer. Choose us. Choose life. Choose mort-
gage payments; choose washing machines; choose cars;
choose sitting oan a couch watching mind-numbing and spirit-
crushing game shows; stuffing fuckin junk food intae yir mooth.
Choose rotting away, pishing and shiteing yersel in a home, a
total fuckin embarassment tae the selfish, fucked-up brats ye've
produced. Choose life. Well, ah choose not tae choose life. If
the cunts cannae handie that, it's thair fuckin problem. As Harry
Lauder sais, ah jist intend tae keep right on to the end of the
road...”

Renton’s choice to not choose “life” situates him in radi-
cal opposition to modes of masculine respectability but also gives
him space to expose the contradictory logic of health, happi-
ness and justice within the post-welfare state. In this brilliantly
wicked speech, Renton justifies his choice of drugs over health
as a choice “not to choose life,” where “life” signifies in his
words: “mortgage payments, washing machines, cars, sitting
on the couch watching mind numbing and spirit crushing game
shows, stuffing junk food into your mouth, rotting away in do-
mesticity.” Society, he tells us, “invents a spurious convoluted
logic to absorb people whose behavior is outside its mainstream”
(187); within this logic “life,” a numbing mode of domestic pas-
sivity constitutes a better moral “choice” than a life of drugs and
drink; this same logic offers the armed forces to young men
over street gangs and marriage over sexual promiscuity.
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CUM HacnpoTu YNW4YHWTEe 6aHaM ¥ 6pakoT HacmnpoTW Cekcy-
afIHMOT MPOMUCKYMTET.

[ypy n BO MHTENeKTyaslHnTe MOMEHTH, PEeHTOHOBOTO
TeopeTnsvparwe e NOTTUKHATO 0f, HaMepHO oabuBare Ha
MaLLKMOT aBTOpPUTET, CaMOCBECHO OTipiare Ha chakareTo
Ha MeTofo/IoWKa aprymeHTaumja. PeHTOH ja ogbupa nuoBkaTa
MeCTO pauuoHanHarta mvena, Kako CBOja aHa/nuTMyka anarka.
Ha npvmep, BO ocTpaTa gujatpuba npoTtve AHrIMyaHuTe 3atoa
WTO ja KonoHusupane LWkoTcka v npotus WKoTUTE WTO M
ro 4o3sonune Toa, Toj becHee: ,berbu n enunuHutTe ce ebenHn
Hecpekn BO 3eMja Ha Hecpeku. He Tpeba ga rm okpmeyBame
AHIIMYaHUTE LWTO He KosoHM3uWpane. He M mpasam AHMu-
YyaHuTe, TMe ce camMO CMOTaHuUU. Hue cme KOMoHW3MpaHu of,
cMoTaHuun. He moxesme aypu HU ga ogbepeme MpUCTOjHA,
aKTMBHa, 34paBa KynTtypa fa He KonoHusupa. He. He Bnapeart
UCTOWTEHU rnynauun. Toa 3Haun geka Hue cMe wo? HajgonHu
mMefy A0AHWUTE, WraHoT Ha 3emjaBa. Haj6egHoTO, HajcepBun-
HOTO, HajMU3EpPHOTO, HajnaTeTU4HOTO fybpe WO yonwTe ce
oTBOpwio. He rm mpasam AHrnMyaHute. Toa /1ajHO WO ro nma-
aT, Toa cu ro Hocat. ' mpasam LkotuTe.” (78). PeHTOHOBaTa
Anjatpmba mMoxebun He Ke fobue MoeHu 3a MHCNUpaTuBHUTE
KBaNUTETU; cenak, Taa e 3/a U NOTEeHTHa KpUTUKa Ha 6pu-
TaHCKMOT KOJIOHMjasiM3aMm, Of efHa CTpaHa, W Ha /laXxHo on-
TUMUCTMYHATA PEeTOopUKa Ha aHTUKOJIOHWjaSTHUOT HauMOoHau-
3am, o4 Apyra cTtpaHa. Bo gpyr koHTtekcTt, Jlusa Jloy ro Hape-
KyBa NULIYBaHeTo LITO ro ogbusa 6GUHAPM3MOT Ha KOJIOHWja-
NIN3MOT HacnpoTu HauMOHaNM3MOT ,,AEKO/IOHU3MPAYKO MULLY-
Bar€e"“, LWTO 3a Hea € ,MPOrpecvBeH NPeKNH Ha KOJIOHWja/IHUOT
Ha4uH Ha npoAykumja.“19 Bo3oBnte MUHyBaaT, LUKOTCKUOT Ae-
KOJIOHM3MpayKy poMaH, MM npeTcTaByBa gporaTta, KpaxbaTa
N HacuCTBOTO KakKo efMHCTBEHM anaTky LTO UM npeocTa-
Hasle Ha KOJIOHM3MPaHUTE Maxum U Ha Maxute of cpejHarta
Knaca BO eAMHOYypLUKMTE reTa.

PomMaHoT, 3a pas3nuka of poMaHuTe uuja uen e ga
3auBpeTaT MMMepUjaiHUTE MaXKECTBEHOCTW, OTKpPMBA pacTeu-
KO He3a/j0BOMICTBO 0f, KOHBEHLMOHANHWOT 3amnjieT BO Bpeka
M CO MMHATOTO M CO WAHMHATA, WM Kako yTomnwuja MM Kako
auctonuja, a Benu He Tepa Aa CMUC/IMME MOKOMIIEKCHW UCLp-
TyBakba Ha MPOCTOPOT M BpemMeTo. Muwen ®yko BO Mpuiorot

Even in his intellectual moments, Renton’s theorizing is
driven by a deliberate refusal of masculine authority, a self-
conscious rejection of the logic of methodical argumentation;
Renton selects the curse rather than rational thought as his ana-
Iytic tool. For example in a scathing diatribe against the English
for colonizing Scotland and the Scottish for letting them, he rants:
“Begbie and the like are fucking failures in a country ay fail-
ures. It's no good blaming it on the English for colonizing us. Ah
don't hate the English, they're just wankers. We are colonised
by wankers. We can’t even pick decent, vibrant, healthy culture
to be colonized by. No. We're ruled by effete arseholes. What
does that make us? The lowest of the low, the scum of the earth.
The most wretched, servile, miserable, pathetic trash that was
ever shat into creation. | don't hate the English. They just get on
with the shit they’ve got. | hate the Scots” (78). Renton’s diatribe
may not win points for its inspirational qualities; however, itis a
mean and potent critique of British colonialism on the one hand
and of the falsely optimistic rhetoric of anti-colonial nationalism
on the other. In a very different context, Lisa Lowe has called
writing which refuses the binary of colonialism versus national-
ism as “decolonizing writing” which she calls “an ongoing dis-
ruption of the colonial mode of production.”® Trainspotting, a
Scottish decolonizing novel, envisions drugs, theft and violence
as the only tools left to the colonized and working-class males of
Edinburgh’s slums.

This novel, unlike novels aimed at fortifying imperial mas-
culinities, reveals an increasing dissatisfaction with the conven-
tional plotting of both the present and the future in terms of
either utopia or dystopia and Welch forces us to come up with
other more complex mappings of space and time. Michel Fou-
cault in an article called "Of Other Spaces" develops the notion
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HapeueH ,3a ApyruTe NpocTopu“ ro pasBMBa KOHLENTOT 3a
LXerepoTonuja“ Kako asTepHaTMBHa MCTOpMWja Ha NPOCTOPOT.
dyKO MCUpPTYBa KOHBEHLMOHa/IEH MOZEN Ha uctopuja BO Koja
MVWHaATOTO 0 NpeTcTaByBa MPOCTOPOT Ha MPTBUTE, a MAHU-
HaTa, MPOCTOPOT Ha MOXHocTMTe. Cenak, Toj TBPAY AeKa BeKe
He MOXeme fa CTaBMMe jaCHW rpaHuuyM mery MuMHatoTo, ce-
raliHocTa M naHvHata - XuBeeme BO BpeMe Ha CUMy/TaHocTa
- ,BO ernoxa Ha jykctanosuuujata, ernoxa Ha 61MCKOTO U ga-
NeyHoTo, Ha efiHo-40-ApYro, Ha pacnpcHatoTo.“20 XXnBoToT,
BO OBOj MOAeN, He e efHOCTaBHO Mart LWTO ce npoTera BO
naHvHaTa, TyKy Mpexa of 0AHOCK, TOYKW, KPCTOCHULM - OBOj
KOHUENT Ha BPEeMEeTO U MeCTOTO € NPOou3BefeH 0f PasNyHn
NOeoNorMn 1 pasnnyHn cdpakakwa Ha CybjeKTMBHOCTa, BO Koja
€ANHCTBEHNOT NOMM 3a uHAMBMAyaTa W Hej3uHuTe cnoboau
HeMa cMmuena, 6ugejkn cnobogata Ha egHO MecTo Npeav3Bu-
KyBa Hecnoboga Ha Apyro. PeHTOHOBOTO fnereHgapHo otdp-
Nnakwe Ha mManorparaHCKMOT XXUBOT BO MPETXOAHO LMTUPaHUOT
roBop, Ha npumep, n3pasyBa TakoB MOAEN Ha BpemMe U MecCTo,
n360p ¥ yrHeTeHocT. Toj ro nNpeno3HaBa /laXHOTO BETyBake
3a MHAMBUAYAsIHO 34paBje U cpeka Ha Ha4uMH Ha KOj UHAWMBU-
AyanHute cnoboau nokpusaaT MHOTY CUCTEMATCKM HA4YUHU
Ha yrHeTyBahe.

dyKo ja gednHmpa xeTepoTtonujara, ynaTyBajkm Ha He-
KoM creumjasiHA NPOCTOpPMU LWITO MMmaaT YyAHO CBOJCTBO Ja 6u-
[aT BO Bpeka Co cute gpyrn mecta.” TakBuTe XeTepoTOoncKu
MecTa hyHKUMoHMpaaT ,,6uno 3a ga um ce CNpoTWBCTBYBaar,
4a i HeyTpanu3upaart, ga i ogpasysaar wiv ga r npecepTy-
BaaT" OHMEe MecTa [0 KOu ce HaofaaT. Kako npumepu, TOj
HaBefyBa: ornepanara (MecTo Koe He camo LUTO 0Ofpasysa,
npeTcTtaByBa WM MpPeEKPLUYBa); MHTepHaTuTe (MEecTo Kaje LITo
Kpu3ata u TpaHCopMUpaHeTo ce npasat npeky AUCLUMNINHK-
payko ynpasyBawe); nygHuumTe/3aTtBopuTe (Mecta 3a oaaeny-
Bake Ha AeBUjaHTHUTE MHAMBUAYW Of HOpMaTtuBHaTa nonyna-
umnja).2L Co apyrm 360p0BM, XETEPOTOMNCKN Ce UM UNy30pHUTE
CBETOBM LUTO MM Pa30TKpPUBAAT ,peasiHUTe" NPOCTOpU Kako yLiTe
nounny3opHu (6opaesnoT ja pa3oTKpuBa HepeasiHOCTa Ha xeTe-
pocekcyanHuoT 6pak; nyaHuuarta rm OTKpuBa Heycnecute Ha
rpafaHCKoOTO OMWTECTBO); MAN nepudepHUTE NPOCTOPU LUTO
(QYHKUMOHNpaaT Kako KOMMEH3Mpayku NpoCcTopy LITO M npuéu-
paaT HeycnecuTe Ha ,HOpPMaTMBHWOT npocTop (KO/OHMjaTa e
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of “heterotopia” as an alternative history of space. Foucault maps
a conventional model of history within which the past represents
the space of the dead and the future represents the space of
possibility. He argues however that we can no longer make clean
breaks between past, present and future - we live in an age of
simultaneity - "an epoch of juxtaposition, the epoch of the near
and far, of the side-by-side, of the dispersed."2 Life, within this
model, is not simply a road stretching into the future but a net-
work of relations, points, intersections - such a concept of time
and space is produced by different ideologies and different no-
tions of subjectivity within which a unitary notion of the indi-
vidual and his freedoms makes no sense since freedom in one
place always entails unfreedom in another. Renton’s fabulous
rejection of bourgeois life, for example, in the speech quoted
above articulates just such a model of time and space, choice
and oppression. He recognizes the false promise of individual
health and happiness and the ways in which individual free-
doms cover over much more systematic modes of oppression.

Foucault defines heterotopia with reference to certain
special spaces that “have the curious property of being in rela-
tion with all other sites.” Such heterotopic sites function “either
in order to contradict, neutralize, mirror or invert” the sites they
juxtapose. And he lists as examples: mirrors (a place that nei-
ther simply reflects, represents nor refracts); boarding schools
(a place where crisis and transition is managed through disci-
plinary regimes); asylums/prisons (places to separate out devi-
ant individuals from the normative population).2L In other words,
heterotopia are either illusionary spaces that expose "real" spaces
as even more illusionary (the brothel exposes the unreality of
heterosexual marriage; the asylum reveals the failures of civil
society); or peripheral places which function as compensatory
sites which accommodate the failures of "normative" space
(the colony as compensatory site for the nation state; the prison
as compensatory site for the criminal justice system).

°9
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KOMMEH3Mpauky NpocTop 3a HalvoHa/HaTa ApXasa; 3aTBopoT
€ KOMMEH3Mpaykn MpocTop 3a MPaBHUOT CUCTEM).

3a HawaTta uen e UHTepecHo Toa WTo PyKo U BO3OT
ro onuvulyBa Kako XeTepoTOrcku npocTtop. Toj nuwysa: ,,BO30T
e VCKyunTeneH Bp30M Of penauuu, 3atoa LITO € HewWTO HWU3
KOe HeKOj NOMVHYBa, TOj € M HEeLWTO CO LITO HEeKOoj MOoxe Aa
CTUIHe of eAHO MeCTO BO APYro, a TOj € M HewWTOo LWTO He
ogMuHyBa..." Bo Trainspotting Bo30T mefy JIOHAOH U EAuHGYpr
€ XeTepoToNnCcKM NPOCTOpP LUTO NOBp3yBa ABa rpaja, Asa rnasHu
rpaga, ABa OMUIEHN TYPUCTUYKN rpaja, HO TOj nonaTHO 3anupa
M ja ucupTtyBa penaumnjata mefy JIoHAOH, EAUHGYpr u cute
mMecTa Mefy HuB. beréu n PeHTOH 3aefHO ce BO3aT BO BO3, CO
KatacTpodpasHu pesyntatn, BO NOrnaBjeTo HapeyeHo “Inter
Shitty". HacnoBsoT e wwera 3a ogHocute mefy BpemeTo, npo-
CTOPOT M TPaHCMOPTOT, CO Toa WTo “city" ro meHysa BO "shitty",
na HafBOPELHOTO natyBake HM3 3emMjaTa ro npersopa BO
BHaTpPELHO naTyBawe HWU3 AebenoTo upeso.

Bo "Trainspotting”, Benuy 3a ,BHaTpeLIHOTO" noBeKe-
natn 36opyBa, He Kako 3a MCUXUYKO, TYKY Kako 3a ctomau-
HO; M LennoT AUCKYPC BO HETOBUMOT pPOMaH Ce BPTU OKONY
TENI0TO KakKo XeTepoTOnCKM NPOCTOpP 3a KOH3ymauwuja u cos-
JaBare U3MeT, ypuHa n 6ayjaHuun.

"Inter Shitty" e packaxaHO npeky crnoysiaBeHaTa CBecT
Ha Berbu, Koj BO poMaHOT ro npeTtcTaByBa rNacoT Ha >XecTo-
KOTO M CypOBO HACW/ICTBO, KAKO M OHa LITO Ke 6uge HapeyeHo
~hawmsam“ Bo kHurara. Herosute npekapu, dpaHko n eHe-
pasncumo, CU/IHO TO MOoBp3yBaaT CO HACWJ/ICTBOTO Ha anco-
NYTUCTUYKOTO Bnageemwe. flogeka PeHToH n berbu cepat Bo
BO30T U nujat, berbn KomeHTMpa Aeka BO3OT He Tpeba Aa
3anpe Hukage merfy EguHbypr n JloHaoH: ,Tpeba ga buae EaunH-
6ypr oo JIoOHAOH, Kpaj Ha npuyaTa, ga ja ebam“ (113). Bo He-
rosara ancoslyTuCTMYKa pamMka, 3a Hero nocrojaT camo fBe
MecTa - Tamy Kaje LTo € U TaMy kaje LTo Tpeba ga CTurHe,
cuTe Apyrm mecta ce HenoTpebHu “shitties." Kako n 06uyHO,
ber6bu 3anoyHyBa Tenayka BO B030T. beceH e nopagu Toa
LUTO TOj W HEroBuTe Apyrapy He MOXar fa rm Kopucrtar MHO-
ryTe npasHu ceguwita, 6ugejkm Tme ce pesepsBupaHn 3a gpy-
rmTe natHuum WwTto Tpeba fa ce kayaT BO BO30T BO Apyrute

Interestingly enough for our purposes, Foucault also
describes the train as a heterotopic space. He writes: "a train is
an extraordinary bundle of relations because it is something
through which one goes, it is also something by means of which
one can go from one point to another, and then it is also some-
thing that goes by..." In Trainspotting, the train between Lon-
don and Edinburgh is a heterotopic space which connects two
sites, two capitals, two tourist havens but which also stops along
the way and maps a relations between London, Edinburgh and
all the places in between. Begbie and Renton take the train to-
gether and with disastrous results in a chapter called "Inter Shitty."
This title makes a joke out of the relations between time, space
and transport by folding city into "shitty” which makes an exter-
nal journey across the country into an internal journey through
the bowels.

Welch repeatedly refers to the “internal” in Trainspotting
as not psychic but intestinal; and all the discourse on inner life
in this novel revolves around the body as a heterotopic space
for consumption and production of shit and "pish" and vomit.

“Inter Shitty” is told through the rabid consciousness of
Begbie who constitutes the voice of outrage and raw violence in
the novel as well as what gets called "fascism" in the book. His
nicknames, “Franco” and “Generalissimo” pointedly link him with
the violence of authoritarian rule. As Renton and Begbie sit on
the train drinking, Begbie comments that the train should not
stop anywhere between Edinburgh and London: "it should jist
be Edinburgh to London, end ay fucking story" (113). Within
his authoritarian framework, only two places exist for him - where
he is and where he is going, all other places are useless “shitties.”
Begbie, as usual, begins a fight on the train. He becomes en-
raged by the fact that many empty seats cannot be occupied by
him or his mates because they are reserved for other travelers
due to board the train in other cities. Begbie calls the reserva-
tion system a "fucking liberty" (114) and continues in his own
unique and horrifying voice about the class politics of the train:
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rpagoBu. CuctemoT Ha pe3epBaummn berbu ro Hapekysa ,ebeHa
cnoboga“ (144) n co cBOjOT cneundnyeH 3acTpallyBayvku rnac
npoAos/hKyea fa 360pyBa 3a KnacHarta NosuTMKa Ha BO3OT.
LAY, TM pesepBupane mectara. E6eHa cnoboga, Toa M e. A
Tpebe - KOj NPB CU AOLWON, TOj Aa cu cefHe. nyna pe3epsauvja
Ha MecTarta... Ke UM Jajam Ha nu3guTe pesepBupaHn MecTa,
ga m ebam” (114) Tyka berbu e obenexaH u kKako ocobeHo
30/1 HACU/THUK U Kako rpyb, HO pefieBaHTEH KpuTuMyap Ha Ma-
norpafaHckara pecnektubunHocT. HerosuTe aHaiu3n BCYLU-
HOCT ja OTKpuBaaT byp)yackaTa cMuena 3a oBfacTyBawe,
CO KOja HEeKOj MOxe fa 3aB3emMe MecTo 6e3 fa 6uge BO Hero.

HacnoBoTt Ha pomaHoT, "Trainspotting”, ro 3en mMmeTo
of, 6e3onacHarta fgeTcka urpa Ha 3abenexyBahe BO30BW BO
rpatumwara Hu3 Benuka Bputanuja. ®pojg nuwysa 3a MOM-
yewkarta cacuuHauvja of BO30BUTE KakKo 3a cekcyasHa dhac-
UMHaumja co 0CcO6eHOTO ABMXKeke U co ,Bo3byaata nopagm
OBVKEHETO" LWITO ja AoHecyBa Bo3eweTo. Ppoja nuwysa: ,,36y-
HyBauykun e (pakToT WTO MOMYMHaTa TOJIKY WUCKIYYUTENHO
WHTEH3MBHO Ce WHTepecupaar 3a CuMTe HelwTa MoBp3aHu co
enesHuuyarta, na Ha BO3pacT Kora npojykuujata Ha paHTa-
3UnMTe e HajakTuBHa (HemnocpedHo npefn nybepTeToT), MM ynot-
pebyBaaT OBMe HelTa Kako jagpo Ha cumbonukara WTO e
ocobeHO cekcyanHa."2 3a MoMuummata, cnopefg ®pojg, BO3OT
e npetcTaBa K 3a paslyCHMOT cumM6bos M 3a ABUXEHETO Ha
camarta CeKkCyaslHa aKTMBHOCT. Ha TOj HauMH aKTMBHOCTa Ha
3abenexyBarwe BO30BW CTaHyBa MOMasiKy acekcyasHo Xobwu,
a noBeKe aBTOEpPOTCKa MM XOMOEpPOTCKa aKTMBHOCT. Taka,
cpepbata mefy berébu m HeroBuoT TaTKO Ha MeCcTOTO Kaje
LWITO nopaHo 6una crtapaTta LleHTpanHa ctaHuua Ha JleuT, cTta-
HyBa MO3HauyajHa, Kora CTapuoT UM Benu Ha beréu n momuu-
warta: o npajte 6e, geuykn? neate Bo30BMW, a?" berbu ro
oThpna CBOjOT NWjaH, NagHat TaTKo, TyKa Ha MecToTo Ha
MallKOTO CeKcyaslHO Oyaewe, HapeKyBajku ro ,ebeHa crtapa
nm3ga“ n cn ogn. OTPpnarbeTo Ha TATKOTO e MoBeKe of ef-
HOCTaBHO pellaBare Ha eaunoBMOT KOMMJIEKC; Toa Ha noseke
HauyvHW npeTcTaByBa OTpfake Ha camaTa Mall-Ka CeKcy-
anHocT. MasikymuHa of, MOM4MHaTa BO POMaHOT ce BhyLwiTa-
aT BO KakoB W Aa e 06/MK Ha ,ycrelleH" cekcyasieH OfHOC U
BO HajrofIeMnoT Aes of BpeMeTo MNOoBeKe M uHTepecupa nue-
HETO W APOrMpareTo OTKOMKY CeKcoT. llycTaTta cTaHuua BO

“Aw they booked seats. Fuckin liberty, so it is. It should be first
fuckin come, first fuckin served. Aw this bookin seats shite...ah’ll
give the cunts bookin fuckin seats” (114). Here Begbie is marked
as both a particularly vicious bully and as a harsh but relevant
critic of bourgeois respectability. His analysis actually reveals
the privilege of a bourgeois sense of entittement whereby one
can take up space without even being in it.

The novel's title, Trainspotting, takes its name from the
harmless boyhood occupation of watching for trains in small
towns across Great Britain. Freud writes about the fascination
that trains hold for boys as a sexual fascination with the particu-
lar motion and “sensations of movement” brought on by the train
ride. Freud writes: “It is a puzzling fact that boys take such an
extraordinarily intense interest in all things connected with rail-
ways, and at the age at which the production of phantasies is
most active (shortly before puberty), use those things as the
nucleus of a symbolism which is particularly sexual.”2 For boys,
according to Freud, the train represents both a phallic symbol
and the motion of sexual activity itself. The activity of
“trainspotting” then becomes less of an asexual hobby and more
of an autoerotic or homoerotic activity. An encounter between
Begbie and his father at the site where the old “Central Station”
of Leith used to be, becomes all the more relevant then, when
the old man says to Begbie and his mates: “What yis up tae
lads? Trainspotting, eh?” Begbie rejects his drunken and down
and out father here at the site of male sexual awakening calling
him a “fucking auld cunt” and striding away. The rejection of the
father is more than simply the resolution of an oedipal complex;
in many ways, it represents the rejection of male sexuality itself.
Few of the Skag Lads in the novel engage in any form of “suc-
cessful” sexual interaction and most of the time they are more
interested in drinking of doing drugs than in sex. The deserted
station at Leith, haunted as it is by the ghost of Begbie’s father
and the lost past of male sexual promise, represents now the
break down of male lines of authority and inheritance; the disin-
tegration of phallic power and the end of trainspotting.
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Neunt, 3anocegHarta of AyxXOT Ha TaTKOTO Ha Ber6bu u usrybe-
HOTO MMHATO Ha MalLKOTO CeKCyaslHO BeTyBake, cera ro npet-
CTaByBa KpLUEHETO Ha MallKuMTe JIMHUW Ha aBTOPUTET U Hac-
neacTBO, Ae3vHTerpayuvjata Ha gpasnycHata MOK U KpajoT Ha
3abenexyBaweTo BO30BMU.

"Trainspotting” e camo egeH oA Hu3ata GpUTaHCKK
hIMOBUM 1 pOMaHU LITO Ce HacenyBaaT BO CBECTa Ha Hacui-
HWKOT 3a Ja i Ao3BonaT ,Ha umnepujata fa ro Bo3Bpartu yaa-
poT“. OcBeH TOa, He Tpeba Aa He M3HeHaau Toa LWTO Kora
nmnepujata ke oAroBopu, Toa Ke ro ctopu Bo hopma Ha Ka-
NM6aHOBOTO MPOKNETCTBO: Ba/IKAHO CO XXAproHCcKW rosop, 060-
€eHo co 35106a n 6ec. Nako "Trainspotting" caka ga ja norogm
pecnekTnéunHaTa MaxecTBEHOCT CO Toa LUTO ro oTdhpna [o-
MaKWHCTBOTO U FOPYMBO M KPUTUKYBa AOMUHAHTHWUTE chopmu
Ha Ma)KeCcTBeHOCTa OTe/I0TBOPEHM BO BOJHWMKOT, MOMULAELOT,
6M3HNCMEHOT U TAaTKOTO, OBOj pPOMaH M BKOTBYBa HOBUTE
opMM Ha MaXEeCTBEHOCT Ha HacUMHU WU BYHTOBHU Madku, Hay-
YeHU Ha xomocpobuja, pacusam u cekcmsam n obyyeHn fa yom-
BaaTt. KoHeuHo, "Trainspotting” ja McKa)kyBa MaXecTBeHOCTa
Ha momasnuTe rpynu, Koja e Bp3aHa CO AOMMHaHTHaTa Maxec-
TBEHOCT, Taka LUTO ro npeTcTaByBa CNPOTUBHOTO; OBaa Cnpo-
TMBHOCT Ha MaXecTBeHOCTa, cenak, He MOXe Aa ja npusHae
MOXHOCTa MaxecTBeHoCTa Aa 6uge MckoBaHa 0f, Mallku U
)XEHCKN Tena. MefyToa, efeH Agpyr noctumnepujasieH TeKCT
3a MaxecTBeHocTa, Kako oA majka pofeHu, pexwupaH og MNu-
Tep KaTaHeo, LeNoOCHO ja MCTpaxKyBa MOXHOCTa [a ce onuile
MOHWXKYBaHeTO U NOHU3HOCTa, 6e3 [a ce OKPMBYBAaaT XXeHUTe
3a Toa 1 6e3 fa MpeTcTaByBa onafare Ha Mallkara cunia Kako
pe3ynTar Ha NoAemMOoT Ha Kopo3uBHaTa WM KacTpupadka chopma
Ha XXeHckaTa MOK.

Kako og majka pogeHun, BO Koj urpa Pobept Kapnajn
(Koj ro wrpawle cTpallHMOT, HO cmelleH berbu Bo Bo3osute
MWHYyBaaT) ce c/lydyBa Mo nagoT Ha vHAycTpujata 3a 4ennk
Bo Llechung. PuaMoT 3anoyHyBa CO KPaToOK [OKYMeHTapeLl,
XypHan, 3a Wedwnngosnot yenmk Bo paHute 70-Th. PuamMoT
noyHysa fBaeceT roguHW NoAouHa, Kora yenuyapHuuarta e
3aTBOpeHa M unjagHuun pabotHMum ce 6e3 pabota. Bo 0BOj
dunm, 4ennKoT (PyHKUMOHMPA Kako meTadopa 3a crtapute

Trainspotting is just one of a handful of new British films
and novels which inhabit the consciousness of the thug in order
to allow the “empire to speak back.” We should not be sur-
prised, moreover, that when the empire does reply it is in the
form of Caliban’s curse: filthy and slang-laden, colored by spite
and rage. While Trainspotting takes aim at respectable mascu-
linity by refusing domestic manhood and bitterly critiquing the
dominant forms of masculinity embodied in the soldier, the po-
lice man, the business man and the father, it still anchors its new
forms of masculinity to violent and unruly males, schooled in
homophobia, racism and sexism and licensed to kill. Trainspotting
ultimately, articulates a minority masculinity that is bound to domi-
nant masculinity by virtue of representing its opposite; this
counter-masculinity still cannot acknowledge the possibility of a
masculinity forged from gay and female bodies. Another post-
imperial masculinity text, however, The Full Monty, directed by
Peter Cattaneo, fully explores the possibility of depicting male
humiliation and humility without blaming women and without rep-
resenting a decline of masculine strength as the result of the
rise of a corrosive and castrating form of feminine power.

The Full Monty, starring Robert Carlyle (who played
the terrifying but humorous Begbie in Trainspotting) takes place
in the aftermath of the decline of Sheffield’s steel industry. The
film opens with a short documentary, a public service film, which
recounts the glory of Sheffield’s steel works in the early 1970's.
The film begins some 20 years later when the steel works have
closed and thousands of steel workers are unemployed. Steel,
in this film, work as a metaphor for past models of masculinity,
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MOZENM Ha MaXeCTBEHOCT, OHaa Ma)eCTBEHOCT LUTO 3aBu-
cena of ,UBPCTOTO Teno“, ga ro ynorpe6aM TEPMUHOT Ha
Cy3aH Lllechopa, HO MagoT Ha yennyapHuLarta CayXm uM Kako
MpayeH MOTCETHWK 3a H6ecHeeweTo Ha TauyepusMoT BO 6pu-
TaHckaTta HauuoHasiHa vHaycTpuja.23 MHory maxkn Bo Ledmng
ce 6e3 paboTa, A0AEKA HUBHMTE AEBOjKW, XXEHU U MajKM KOu
paboTaT BO YCNYXHWUTe [ejHOCTU, ce ywTe ce BpaboTeHwu.
EKOHOMCKUTE Hecpa3mepHOCTU Mmefy husnykmute paboTHuum
Kou cera ce HeBpaboTeHU U hun3nUKMTE PaboOTHUUYKM KOWU CU
M 3agpxane BpaboTyBahwaTa 3Ha4yajHO W HEOTMOBMKNBO U
rnomecTune KOopAauvHaTUTe M 3HauyeraTta Ha poAoT U Cekcy-
anHocta. Kora BO rpafoT Ke fojae egHo kabape, Hekou of,
floKanHuTe MOM4YMH-a Ke peluart geka Tpeba ga ce obupat ga
3apaboTaT HeKoj feHap CO CTPUMTU3 U epOTCKO TaHLyBame.
3a uy[o, MpoLecoT Ha pa3BuBake Ha LOYTO M pna MaxuTe
BO HM3a AWnemMu Kou ce rojasue 3a Aa ja geduHupaar XeH-
CTBEHOCTA M KOV PEeyncy HMKOrall He rv noBp3yBamMe CO Ma-
)KECTBEHOCTA: MaXuTe ce rpmxart 3a cBouTe Tena, obnekata,
cnocobHoCTa ga TaHuyBaart, NoXenHocTa.

®duAMOT NoYHYyBa CO cepuja Hanagu Bp3 Mallkute npu-
BUNErnn: NpoTaroHMCToT a3 e HeBpaboTeH M ce Mauu ga i
nnaka anMmeHTaumja Ha nopaHellHaTa XeHa 3a Ja ro ofpXu
OfHOCOT co cuHOT. Opyrap my [ejs, crnopes 360poBuTe Ha
XeHa My, ,Ce npejan“, ce orpaHNyYn Ha couujaniHa nomoLl u
cn cegn pgoma. Llepang, nopaHewHuoT wed Ha a3 u [ejs, He
MOXe fa ce HaTepa cebecu ga i Kae Ha XeHa cu geka ja
3arybun paboTtaTta, na cekoe yTpo TprHyBa Ha pabota v oau
BO 3aBOfO0T 3a BpaboTyBawe, O4YajHUUKM HageBajkn ce peka
Ke Hajoe paboTa npen Taa Aa [o03Hae AeKa MM noTpowiuse
napute. KoHBEHUMOHaNHUTE MallKy YNOrM Ha TaTKo, Max U
XpaHuTen ce nofj cepuo3eH MpUTUCOK Kora Mo4vHyBa (OnIMOT,
a MaXeCTBeHOCTa yliTe of, NoYeToK e AedMHUpaHa Kako Ka-
Teropuja Ha Koja of cuTe CTpaHu Ii ce 3akaHyBa peAyHOaHT-
HOCT.

Jopeka egeH geH Mas u [ejg ce BpakaaT goma no
TEeWKNOT [eH NoMuHaT BO Kpajehe ocTaTtouu MeTan of cTa-
pata pabpuka, Tme cpekaBaaT fonra peguua XeHu Kou ye-
KaaT ga 6ugat npumeHun BO KNy6oT ,PaboTHuuun®, Kage wWTo
HacTanyBaaT kabapeTckute TaHuyepu. a3 mpeky nposopeLoT
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masculinities dependent upon “hard bodies” to use Susan
Jefford’s term but, the decline of the steel works also serves as
a grim reminder of the ravages of Thatcherism on British na-
tionalized industry.23 Many men in Sheffield are out of work
while their girlfriends, wives and mothers who work in the ser-
vice industry still have jobs. The economic disparities between
the blue collar men who are now unemployed and the blue collar
women who retain their service jobs shifts significantly and irre-
vocably the coordinates and meanings of gender and sexuality.
When a Chippendale’s show comes to town, some of the local
lads decide that they should try and make some money by strip-
ping and erotic dancing. Amazingly, the process of developing
a show throws the men into a series of dilemmas which we
almost never associate with masculinity but which have come to
define femininity: the men worry about their bodies, their clothes,
their ability to dance, their desirability.

The film opens with a series of assaults upon male privi-
lege: the film’s protoganist, Gaz, is unemployed and struggling
to make custody payments to his ex-wife in order to maintain a
relationship with his son. Dave, his mate, has, in the words of
his wife, “given up” and resigned himself to redundancy at work
and at home. Gerald, the former boss of Gaz and Dave, cannot
bring himself to tell his wife that he is out of work, so he leaves
for work every morning and heads to the job center, desperately
hoping to find work before she finds out that their money has
run out. The conventional masculine roles of father, husband
and breadwinner are all under serious pressure as the film be-
gins and masculinity is defined from the outset as a category
threatened on all sides by redundancy.

As Gaz and Dave return home one day after a hard
day of stealing scrap metal from the old factory, they encounter
a long line of women waiting to be admitted to the Working
Men’s Club where the Chippendale dancers are performing.
Gaz slips into the men’s bathroom through a window to survey
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ce BOBMpA BO MALLKWOT ToasneT 3a oTTamy Aa ja rnefa cueHara
HameHeTa ,camMo0 3a XeHun“. Ho, npen ga nobwe BUCTUMHCKa
lWaHca fa ja rnega BesMyecTBeHaTa ClieHa BO Koja CTOTULM
XXEeHW BMKaaT U CKOKaaT Mo CTPMNTM3EepoT, TpW XXeHu ogat
KOH MalLKWOT ToasleT 3a fa ja u3berHar peguuata npep KeH-
cknoT. a3 ce MpoTHyBa BO efHa Mnperpaja v rnefa Hu3 gyn-
KaTa of Bpatarta. [logeka a3 Tyka e BO Mo3uuuja LWITO ce
UYMHM JeKa e TpaauuMOHaUTHO Mallka, nosuuuja Ha Boajep, oHa
LITO rO rneja pajukKasHoO M MEeHyBa pPOAOBUTE Y/OTU Ha Frie-
faunTe. a3 HajnpBMH € 3a[0BOMIEH 0Of Toa LWTO MM rneja
XEHNUTe Kako MallKuoT ToaneT ro npeTsopaaT BO XXEHCKU
CcTaBajKm WMUHKa npeg orneganoto. v rnega HMB Kako ce
rnepaat cebecu. Cenak, npej HEroBM 0um, CLeHata Hario ce
MEHyBa Of] )X€HCKa CLieHa Ha W3/10KeHOCT, KOH Mallka cueHa
Ha aKTMBHOCT, KOra efHa Of XeHWTe ro MOAMrHyBa 340/HMLL-
TeTO W CTOejKu ypuHMpa BO MMUCOApPOT Ha 33[0BOJSICTBO Ha
npujatenkute. MecTo fa ce orpaHuWyyM eHOCTaBHO Ha MCUXO-
aHa/IMTUYKMOT MOZEN Ha KacTpauuja WM XeHCKU danmumsam,
OBaa CLeHa, cnopej MeHe, peructpvpa otdpnarbe Ha HEeKOSKy
cthakarwa 3a pogoBuTe: NpPBO, 046MBa Aa ja obenexu mail-
KOCTa Kako MeCTO Ha CeKcyanusupaH BoOajepu3am, a BTOpO,
oBaa cueHa M cyrepupa edekTuTe Ha Aypu U cnyyajHaTa
MHBa3Wja Ha MaLLKMOT CBET 0f CTpaHa Ha >eHuTe. KOoHeuHo,
pamMKaTa Ha KajapoT - LITO o fioumpa MaxoT KOjWwTo ce Kpue
3a/, Bpartarta, ABETe XXeHW npef ornejanoto M OHaa npeg nv-
€0apoT - ja npeABuayBa Temarta Ha nornefoT WTo Ke 6uge
enabopupaHa Bo nIMOT M Ke Ky/SIMUHUpA BO MocnefHaTa Cavka.

PacTeukaTa pefyHAAHTHOCT Ha cTapute 065Uy Ha
poaoBu penauuy 1 ctapute o6/nUM Ha MaXKeCTBEHOCT e MoT-
uptaHa Bo Kako of Majka poAeHW cO OBaa Harfia, Ho Heno-
BpaTHa pekoHdurypaumja Ha MawkuoT norned. Bo xonueyg-
CKMOT (oWIM, MAaLIKWOT MOr/fief ro CTpyKTypupa nornefoTt Ha
rnefaqyoT U Ha MallKMOT rnejad My OBO3MOXYBa Aa Ce UAEeH-
TMUKYBa CO aKTMBHOCTA BO CLEHaTa W Aa ja nocakyBa Xe-
HaTa LITO e MocTaBeHa Kako O0jeKT Ha HeroBuoT nornenxesn-
6a. MaxecTBeHaTta >eHa BO OBaa CLEHa, XeHarta npef nuco-
apoT, ro pecTpykTyvpa MallKuoT nornej co Toa LUTO WMHCKC-
Tpa MaLKWOT nornes ga 6uge pasbueHo npeky antepHa-
TVBHUTE HA4YMHM HA MaXXeCTBEHOCT. 3Hauu, BO ClieHaTa BO
MalKWoT ToasneT, a3 MoXe BOAjepuUCTUYKM Aa SupKa BO

the “women only” scene inside. But before he has a real chance
to take in the glorious scene of hundreds of women yelling and
whooping at a male stripper, three women make their way to-
wards the men’s room hoping to avoid a line for the toilet. Gaz
slips into a stall and watches what transpires through a hole in
the door. While Gaz here occupies the seemingly traditional
male position of the voyeur or peeping tom, what he sees changes
radically the gendered roles of spectatorship. At first, Gaz takes
pleasure in watching the women transform the men’s room into
a women’s room by applying make-up in the mirror. He watches
them watching themselves. Right before his eyes, however, the
scene changes abruptly from a feminine scene of display to a
masculine scene of activity when one of the women hikes up
her skirt and pees standing up at the urinal to the delight of her
friends. Rather than conforming to simply a psychoanalytic model
of either castration or female phallicism, this scene, | think, reg-
isters a refusal of several gender logics: first it refuses to mark
maleness as the place of sexualized voyeurism, and second,
the scene suggests the effects of even casual invasions of male
space by women. Finally, the framing of the shot-which locates
a man hiding behind a door, two women in front of a mirror and
another woman at a urinal-predicts the politics of the gaze that
will be elaborated in the film and will culminate in the film's final
shot.

The growing redundancy of old forms of gender rela-
tions and old forms of masculinity is underscored in The Full
Monty by this abrupt but irreversible reconfiguration of the male
gaze. In Hollywood cinema, the male gaze structures the look of
the viewer and allows for the male spectator to identify with ac-
tivity in the scene and to desire the female who is positioned as
the object of his gaze/desire. The masculine woman in this scene,
the woman at the urinal, restructures the male gaze by insisting
that the male gaze be routed through alternative modes of mas-
culinity. In the men’s room scene, then, Gaz can peer
voyeuristically at the women in the mirror only if he also looks at
the woman at the urinal. Gaz's struggle, here and fn other key
scenes of watching and being watched, indicates how thoroughly



identities

XXeHaTa npef orfnefanoto, camo ako rnefa u BO XeHaTa npef,
nnucoapoT. MasoBaTta 60pba, TyKa M BO APYrUTe KNYYHWU CLEHMU
Ha rnefamwe W npuMare norneam, nokaxysa KOJKy An1aboko
ce TpaHcopMupaHu OJHOCUTE Mefy MaXuTe W XeHuTe, Mo-
pagy NpoMeHWTe Ha HMBO Ha eKoHoMujaTa u paboTeweTo. Ce-
nak, 6u 6110 HECOOABETHO Aa Kaxeme AeKa HefoCTUrot of
€KOHOMCKa MOK MpUMEHET 04, MaxuTe of, paboTHUYKaTa Kiaca
of Wedwmng v kactpupa“. Hamecto T0a, M [03BONYyBa Aa
ce BuaaT cebecn Kako cyb6jekTu LITO ro npetcraByBaaTt U ro
cumbonusupaar HefoCTUroT, HamMecTo Taka ga rm rnegaart
XeHuTe.

Kora a3 Ke M Kaxke Ha cBouTe npujateny Bo 3aBofoT
3a BpaboTyBake LITO BMAE/ BO MalIKWOT ToaneT, HUBHUTE
oAroBopu 6enexart Heno3Hatu (hopmMn Ha Mallka napaHoja
WITO ce MpeAu3BUKaHW Nomasnky of 6ecoT crpema XeHuTe, a
noBeKe 0f, YyBCTBOTO Ha HEW3OEXHO M306MCTBO Ha XeTepo-
HOpMAaTMBHA MALLKOCT LUTOM MaXeCTBEHOCTa UMpKy/Mpa Hu3
pasnuuHn Tena. las cyrepupa: ,Kora xeHuTe Ke no4yHaT ga
Mo4yaaT KakKo Hac, TOJIKy e, rotoBu cMme [ejB, eKCTUHKTO."
Apyr max gopasa: ,Tue ce npeTsopaaTr BO Hac... 3a YeTupu
roAVHM MaxuTe Hema fa nocTtojaT, OCBEH BO 300/10WKN rpa-
OVHW, HeynoTpebnuBu, AMHOCAYpPYyCU, 3aCTapeHu... Kako CKejT-
6opaute.” OBaa TeMa Ha MalLlIKO cebenoTueHyBare ja gocTura
CBOjaTa HajHWCKa To4yka Kora [lejB n a3 HaofaaT Max LITO
caka fa ce ybue BO CBOjOT aBTOMOOW. CnacyBahweTo M Bpa-
KakeTO BO XWBOT Ha OBOj camoybuel, Jlamnep, e HeceHTu-
MEHT&/THO, a cenak KOHAEeH3Mpa cuiHa 6aMCKOoCT Mefy MaxkuTe
BO HeBO/lja. bpaTnmereTo M HagMUHyBa KacHUTEe rpaHuum
Kora MoMuuMkbaTa ro 3emMaart CBOjOT nopaHelleH wed Llepang
4a um buge MHCTpyKTOp. HeroBute 6asncku TaHY4epcKu cno-
coBHOCTW, HekorawHu 6enesn Ha paduHMpaHaTa n pecrnek-
TabunHa MaeCcTBEHOCT, cera cTaHyBaaT OCHOBa Ha HOBOTO
MallKO 3aefHWLWTBO, MHCMMPUPAHO Of pasoyapaHocTa u oT-
dpsieHocTa, HO ce MPOAYKTMBHM 3a cO3jaBake HOB MOAen
Ha Ma)eBHOCT LieHTpMpaH Bp3 MallkaTa U3/10XEeHOCT U paH-
NMBOCT.

TaH4yepcKkoTo 6paTcTBO CcTaHyBa MO6GpPOjHO Kora [as
W HeroBuTe npujatenu npaeaT ayavuuM 3a HoBaTa CTpUMNTM-
3epcka Tpyna W HaofaaT yuwTe ABajua Y4/eHOBW: LPHELOT Co

journal for politics, gender and culture, vol. |, no. 1, Summer 2001

male-female relations have been transformed by changes at the
level of economy and labor practices. It would be inaccurate
however to say that the lack of economic power exercised by
the working class men of Sheffield “castrates” them; rather, it
allows them to see themselves, rather than women, as the sub-
jects who represent and figure lack.

When Gaz reports back to his friends at the unemploy-
ment office about what he has witnessed in the men’s room,
their responses record unfamiliar forms of male paranoia which
are inflected less by rage at women and more by a sense of the
impending redundancy of heteronormative maleness once mas-
culinity circulates through different bodies. Gaz himself sug-
gests: “When women start pissing like us, that’s it, we're fin-
ished Dave, extincto.” Another man adds: “They’re turning into
us...in four years men won't exist except in zoos, obsolete, di-
nosaurs, yesterday’s news...like skateboards.” This theme of
male self-deprecation reaches its nadir when Dave and Gaz
find a man trying to kill himself in his car. The rescue and resus-
citation of the suicidal character, Lamper, is unsentimental and
yet it precipitates a strong fraternity between men in trouble.
The fraternity crosses class lines when the lads recruit their
former foreman Gerald to be their dance instructor. His ball-
room dance skills, once the mark of a refined and respectable
masculinity, now become the basis for a new male collectivity
inspired by disenchantment and exclusion but productive of a
new model of maleness centered upon masculine display and
vulnerability.

The dance fraternity grows in numbers when Gaz and
his new friends begin auditions for their stripper troupe and
they find two more members: a black man named Horse and a
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npekap Kok 1 xoMocekcyaneuoT a. Kako of majka poaeHu
anyavpa Ha anTepHaTUBHUTE KOHCTPYKLUM Ha MaXKeCTBEHO-
CTa 1 NpeKy OBUWe /IMKOBW M NOBP3yBa CO pacarta W cekcyas-
HocTa. JlIukoT Ha Kon0T, MOKpaj HEroBOTO VMMe, ycresa fa ce
U3QUrHe Haj CTepeoTUNOT Ha UpHeykaTa MaXeCTBEeHOCT Mo-
Bp3aHa CO rofieMuoT hasyc, a TOKMY XOMOCeKCcyaneuoT, Ha-
peyeH co onwToTo MMe [aj, ja Npesema ynorata Ha anda-
Maxjak BO rpynarta. YwTe noseke, kora [aj 3anoyHyBa Bpeka
co Jlamnep, HUBHMTE aNTepHaTUBHU BEP3UM Ha MaXKecTBeHOCTa
camo M yBepyBaaT Apyrute Aeka AOMUHaHTHaTa MaxecTse-
HOCT (Kako ymupaykaTa MHAYCTpMja Ha YesIMKoT) e TOTaslHO
6aHKpoTMpaHa opma.

DUIMOB KOHEYHO cyrepupa feka kora Maxkute u xe-
H/TE OMLITECTBEHO, (OMHAHCUCKKU, Na Aypyu W KYNTYPOOLLKH,
Ke cu rv mpomeHar ynorute, edpeKkTuTe He ce TOJKY JloLn.
XeHnte co MOK, OTKpuBame, He ce ofHecyBaaT efHOCTaBHO
KakKo Maxku, TYKY MM KynTusMpaar CBOMTE OAHOCK CnpemMa ma-
XXECTBEHOCTA W XXEHCTBEHOCTa M MM oxpabpyBaaT MaxuTe OKO-
ny cebe pa ro cropat uMcToTto. CANYHO, MaXMUTe Ha Kou uM e
of3eMeHa MOKTa, /leCHO nafaaT BO KOHBEHLMOHASTHUTE TPUXM
OKO/ly UMMOTEHTHOCTa, HO M yyaT W feKuunte Ha 06jektudmu-
Kaumjata. Bo MHOry KomuuyHata cueHa goma Kaj Llepang, kage
WTO MaxuTe 3a npsBnat ce obuayeaaT ga ce cobnevyat efeH
npeg, Apyr, ce nojaByea Lena Hu3a npobsemMn BO Bpeka Co Te-
noto. Kora [ejB ke npu3Hae fgeka ce 4yBCTByBa geben u Hec-
mMaceH, Llepang my ogBpaka: ,JebenvHata e eHcka paborta,
3Haew.” MNMotoa mMaxuTte Ha [ejB n efeH Ha Apyr cu gasaar
COBETU 3a ApXehe aueTa U Bexbarwe. Toa LITO cueHaBa ce
ogurpysa ".packolHa Buia, NpUrpasckm oM Ha nopaHewHUoT
OYHKLMOHEP, UCTO Taka M npepacrnpejesyBa KnacHuTe pas-
JIMKN BO rpynara v ogHocute Mefy MaxuTe U [OMaKMHCTBOTO.
Kako WTo Haofame >XEHM BO MaLLKMOT ToasieT BO Kiy6oT ,Pa-
60THMUM", TaKa Haofame Maxu [0oMa, OEH-CKWA, KOU AUCKYTMpaat
3a Tenara.

KpajHata cueHa cyrepypa Kako HOBUTE KOHLENTW Ha
MaXKeCcTBEHOCTa MOXaT M HaBUCTWHa Tpeba ga 6uaat pas3ou-
€HW NpeKy (PEMUHU3MOT U XXEHCKOTO Teno. a3 kpage npu-
MEpPOK Ha hunMoT delgeHe 3a Ja VM NOKaxe Ha TaHdYepuTe
npumep 3a Toa Kako Tpeba fga u3rnega TaHuyBaweTo. Ho

gay man named Guy. The Full Monty hints at alternative con-
structions of masculinity and associates them through these
characters with race and sexuality. The character of Horse, de-
spite his name, manages to rise above the stereotype of a black
masculinity anchored by a huge phallus and it is the gay man,
generically called Guy, who assumes the role of alpha male in
the group. Furthermore, when Guy begins a relationship with
Lamper, their alternative versions of masculinity only persuade
the other men that dominant masculinity (like the dying steel
industry) is a totally bankrupt form.

The film ultimately suggests that when men and women
reverse places socially, financially and even culturally, the ef-
fects are not all bad. Women with power, we discover, do not
simply behave like men, they cultivate their own relations to mas-
culinity and femininity and they encourage the men around them
to do the same. Similarly, disempowered men may easily fall
into conventional concerns about impotence, but they also learn
lessons in objectification. In a hilarious scene at Gerald's where
the men first try stripping in front of each other, a whole array of
issues come up about embodiment. When Dave confesses that
he feels fat and out of shape, Gerald shoots back: “Fat is a
feminist issue you know.” The men proceed to give Dave and
each other advice about dieting and working out. The fact that
this scene takes place in the ‘posh’ suburban home of the former
foreman also recalculates the class differentials within the group
and the relationships between men and domesticity. Just as we
found women in the men’s room at the working man'’s club, so we
find men at home during the day discussing body issues.

One final scene suggests how new conceptions of mas-
culinity can and indeed must be routed through feminism and
the female body. Gaz steals a copy of Flashdance in order to
give his dancers some sense of what good dancing should look
like. But as the film begins, Dave peers at the screen in wonder
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Kora Ke noyHe dmnmoT, [ejB 3jana BO €KpaHOT 4vyaejku ce
nopagu no4yeTtHata cueHa kKora LleHndep bune, HOoKHa TaH-
yepka, AeHCKM 3aBapyBa BO habpukaTa. [neTkata Ha XeHcka
TaHYyepka Kako 3aBapyBay, Kako W CnukaTa Ha >eHata npeg
nMcoaporT, ylwTe efHawl ja NnpeAn3BuKyBaaT ujejata 3a xeHarta
Kako W3/10XKeH npeaMeT, HO KpeupaaT U HenpuMpoAHa CivkKa
Ha >XeHCKa MaXKeCTBEHOCT, LUTO MaXwuTe cera Ke mopa ga ja
pocTturHat. MaxecTBeHocTa HU3 uenunot dmam Kako of Majka
poAeHn e npeuu3Ho 3aBapeHa hopMa Ha 3aefHULITBOTO Ha
Ma)KeCTBEHOCTUTE Ha nomanute rpynu. KoHeuyHo, oBOj oM
3a MaxuTe noj NPUTUCOK Kpeupa HOBW cCTaHAapau 3a onu-
WyBare Ha MaXeCTBEeHOCTa BO Boeukute hMIMOBM, a 3aBp-
WwyBa co Tabym3upaHaTa npeTcTaBa Ha Mallkara rosortuja.
Bo cBoOjaTa KOHeYHa YyCMewHOCT, OBaa 6puTaHCKa Komeauja
OTKpMBa [eKa MaXeCTBEHOCTa Ha MoManuTe rpynu mMoxe ga
ja npukaxe BojevkaTa MaXeCTBEHOCT Kako OMnaceH MuT 3a
NOTEHTHOCTAa, HepaHnMBOCTa WM HacuncTteoTto. lNocnegHata
cnunka wro Tpeba ga ja couMHM rnaBHata (puHTa Ha cobneky-
BareTO, BCYLUHOCT 0A6uBa fa ro oTkpue casnycot npu ToTa-
NUTETOT Ha MalKOoCTa; (QUHANIETO Ha MallKMOT CTPUMTU3 e
CNMKaHO of 3aj cueHaTa M CTaTMYHUOT Kagap m aka Liec-
TeMUHa Maxu 043a4u W Lenarta TOJna XeHW LTO Bpeckaar.
Taka, LenoCHMWOT NpuKas e OBOj Kajap LUTO ja BK/ydyBa Xe-
HaTa Kako BOajep, a MallUKOTO Tefi0 € M3/I0KEHO, a crnopeg
cdhopmaTa M cogpXuHaTa TOj € OfeK Ha MnopaHellHaTa cleHa
CO XXeHaTa npej nucoapoT. Bo obeTe cueHu ro rnegame camo
hanycHMOT cybjekT oa3aam n Bo obeTe CLEeHW MornefoT Ha
MaLlK1OT BOajep € M3BIeYEeHO NpPeky MornefoT Ha XeHara.
[BeTe cueHn 3aefgHo ro coumHysaat “the full monty".

3. Kpanesu u uvygaumn: 3akny4yok

Bu cakana ga 3aBpwam Taka LITO Ke r0 McnosiHam
BETyBaweTO 0f, MOJOT HaC/I0B U MHOTY HakpaTKo Ke ce OcCBp-
Ham Bp3 MMnepujanHaTa MaXeCTBEHOCT Ha XXEeHCKMOT Tpa-
BecTuT. Mako Kako op Majka pogeHu ja 3amMuciiyBa MOXHOCTa
XeHata ja ja ynotpebu u ga ja oTenoTBOpU MaKeCTBEHOCTA,
0BOj hv/IM ce 3a[0BOJlyBa CO TOa BakBata npumeHa ja ja
onville Ha HauvH Ha MoNOoBO MNpecBpTyBakwe. Bo MOjOT 3akny-
4YOK, cyrepypam fgeka m3BefbuTe Ha XXEHCKUTe TpaBecTuTu
npasaTt MoBeKe 0 MMWTUPawe Ha MallkaTa MaXeCTBEeHOCT
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at the film’s opening scene of Jennifer Beals, dancer by night,
welding by day in a factory. The spectacle of the female dancer
as welder, like the image of the woman at the urinal, challenges
once more the idea of woman as an object of display but also
creates the uncanny image of a female masculinity that the men
must now emulate. Masculinity throughout The Full Monty is
precisely welded together from a collectivity of minority mascu-
linities. This film, finally, about men under pressure creates new
standards for the depiction of masculinity in mainstream film
and it ends by referencing the taboo representation of male
nudity. In its final flourish, this British comedy reveals that mi-
nority masculinities can expose mainstream masculinity as a
dangerous myth of potency, invulnerability and violence. The
final shot which should constitute the “money shot” of “the full
monty” actually refuses to make the visibility of the phallus into
the totality of maleness; the finale of the strip show is filmed
from the back of the stage and a freeze frame captures the six
naked men from behind and the crowd of screaming women full
on. The full monty then is this shot which includes the female
voyeur looking and the male body on display and it echoes in
form and content the earlier shot of the woman at the urinal. In
both scenes, we only see the phallic subject from behind and in
both scenes the gaze of the male voyeur is routed through the
gaze of women. The two scenes together make up the full monty.

3. Kings and Geezers: A Conclusion

I'd like to end by fulfilling the promise of my title and
referencing very briefly the post imperial masculinity of the
drag king. While The Full Monty imagines the possibility of
women deploying and embodying masculinity, it was content
to depict such deployments in the mode of sex reversals. In
this my conclusion, | suggest how drag king performances do
more than imitate male masculinity or deploy the signifiers of
dominant masculinity from a recognizably female position.
Rather drag king masculinities remind us that masculinity is
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N of ynotpebyBarbe Ha O3HAUYUTENUTEe Ha AOMUHAHTHATA
MaXXeCTBEHOCT 0f, NPeno3HaT/vBa XeHcKa nosuumja. Makec-
TBEHOCTUTE Ha OBME TPaBECTUTW He MoTceTyBaaT Aeka Ma-
)ECTBEHOCTA Haj106p0 ce NpoyuyBa BO OHME WU3BEAGEHN apeHu
Kage LTO LEe/IOCHO ro HanywTta MallKoTo Teso.

BeuepTta kora 6eB BO kny6oT ,Uypaumn“ Bo JIOHAOH,
nmatle 6apem 300 HEOBUYHM NULLA BO MPENONHETUOT KIy6. Jles-
6ejku, negepu, xeTepocekcyasiHu, TpaHCcCeKcyasHU, TpaHc-
pofoBU nMua, cuTe TWe ce pactpsyBaa CO XMBa MellaHuua
04 MycTaKu, KO3ju bpaaunyku, 6akeHbapan, bpaguwTta, KOC-
TYMW, BPaTOBPCKW, KOXEHU jaKHW U paboTHUYKM YHUOPMU.
Temata, ce pasbupa, 6ewe ,dygaun”, na bewe npeasuannBo
TOa LWTO BO TEKOT Ha BeyepTa Ce ofpxa ,HaTnpesap Ha 4y-
Jaumn“, 3a fja UM ce gofenart Harpagu Ha Hajaobpute vygaum
oA, Tonnarta. Ha HartnpeBapoT Ha yyjauuTe ce nojasuja HM3a
KOMW4apu og TMnoT Ha BeHn Xun, umutatopu Ha Jnjam la-
narep of ,,0ej3uc” kon oTBOpaa ycTa Kako ga rneart, a umaile u
CTPUNTM3 BO KOj TPABECTUTOT Ke cobrievelle egHo napye 06-
fleKa 3a fia OTKpue Aeka nof Hero mma Apyro u efHa cueHa of
dunm co Llemc BoHa. "Gezeer" (,uygak), ce pasbupa, ce oa-
HecyBa Ha nocebeH GpUTAHCKM BUA, MaXeCTBEHOCT LUTO rope-
40Ny ofroBapa Ha OHa LUTO BO aMepPUKaHCKUOT C/IeHr e "a man's
man". Knyb6cknot mnasegysad Llync, XeHCKM TpaBecTUT BO
CTWOT Ha "gezeer", ro gecthmHnpa 360poT "gezeer" Kako ,ApP30K
LWM3WK KOj e NofiH co camogoBepba u manky npebneckas.”
TpaBecTutoT-U3Begysay CTeHNM ja npowupysa oOBaa
fethuHnupja: ,Mucnam geka "gezeer' ce ogHecyBa Ha 0CO6eHO
oABpaTHaTa MOMYellKa bpuTaHCKa MaKecTBeHOCT“. Hekon of
NoMaXXeCTBEHUTE XEHCKW TpaBeCcTUTW BO WHTepBjyaTa cy-
repupaar geka TpaBecTujata um gasa npocTtop fa qiepty-
Baar CO eKCTPEMHUTE BEP3MN Ha MaKeCTBEHOCTa, HO M Ja
npekpLlaT CyLTUHCKUTE BPCKU Mery MaXecTBeHocTa W Mall-
kocTa. Llync ob6jacHyBa feka LIOYTO Ha yyjauu, Ha npumep,
6110 MOXHOCT @ ce u3pasn efeH 0cobeH 06/IMK Ha MAaLLKOCT.
Llync Benu: ,HajronemuoT gen of dyjauute ce Maxu, Hekou
Ce >XeHW, HEeKOM Ce XeHCKu TpasecTutu. Ho, Toa e efHa of,
OHVMEe MallKX YNOorM LWTO € LIe/IOCHO O BOeHa o4 WUAEHTUTEeToT.”

TOKMy npeky nepopmMaHcoT Ha ,MOMYeLlKuTe" 06u-
LM Ha MaxecTBEHOCT LITO HU Gea OTKpueHn Bo Mefy cuneyu-

best studied in those performative arenas where it leaves the
male body altogether.

On the night that | attended Club Geezer in London
there were at least 300 queer people in a crowded pub. Lesbi-
ans, gay men, straight people, transsexuals and transgender
people all sported a lively mix of mustaches, goatees, side-
burns, full beards, suits, ties, leather daddy gear, and construc-
tion uniforms. The theme, of course, was "geezer," and the
evening predictably led up to a "Geezer Contest" to award prizes
to the best geezers in the crowd. The Geezer contest featured
an array of Benny Hill type stand up comics, a lip-synching
impersonation of Liam Gallagher from Oasis, a strip act within
which a king stripped off one layer clothes to reveal yet another
layer and a scene from a James Bond film. Geezer, of course,
references a peculiarly British brand of masculinity that may
loosely translate in American vernacular as "a man's man." Club
performer Jewels, himself a geezer-style drag king, defines gee-
zer as "a cocky wide-boy who's full of confidence and a bit too
flash." Drag king performer Stanley elaborates on this defini-
tion: "l think geezer references a particularly repulsive laddish
English masculinity." Some of the butch drag kings suggested
in interviews that the drag king space gives them room to flirt
with excessive versions of masculinity but also to break down
the essential connections between masculinity and maleness.
Jewels explains that the Geezer show, for example, was an op-
portunity to take on a particularly crude form of masculinity.
Jewels says: "Most geezers are men, some are women, some
are drag kings. But it is one of those masculine roles that is
completely divorced from identity."

By performing precisely the “laddish” forms of mascu-
linity that were so reviled in Among the Thugs, the drag king
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uTe, LWOYTO Ha >XEHCKUTe TpaBeCTUTU HW OO6pHyBa BHUMaHue
Ha CK/IOHOCTUTE Ha cueyncKkaTta MaXecTBEHOCT U Ha nog-
MOfiHaTa KOHCTpyKLUMja Ha cuneyvjata BO MmarMHaumjata Ha
nyfeto. lNpeky copma Ha cMmnaTuyHa napoauvja vygauute-
TpaBeCcTUTW M MpasaT BUA/UBW HAUMHWTE HA KOU MaxuTe of
paboTHMYKaTa Knaca ce npeTsopaaTt BO pu3HMLA 3a Hajbnec-
KaBuTe Heycnecu Ha BOOMWTEHaTa Mallka MaXeCTBEHOCT.
Kako n maxuTe Bo Kako of Majka pofeHM, XeHCkuTe Tpa-
BECTUTU M ynoTpebyBaat nepdopmaHcMTe M Mallkara us-
NIOXKEHOCT 3a fa MM 04BojaT: MaXecTBeHOCTa 0f MallKocTa,
Mawlkocta of hbaslycHata MOK U panycHaTa MOK 0f onwTtec-
TBEHWOT NernTumuTer.

OBOj TEKCT M KOMMNapupalle HeKou ofbpaHn MOLEPHU
N NOCTMOZEPHU, MMMepujasiHn 1 NOCTUMMEpUujanHn hopmMu Ha
MaeCTBEHOCT 1 TBpAelle [eKa BPeMeTo e npef Hac 3a fja
HanpaBuMMe ceondpatHa peapTukynauuja Ha MallkuTe HOPMW.
OcobeHnTe KOHdMrypauum Ha knacarta, pacaTta W cekcyan-
HOCTa BO MOCTKOJIHWjaiHaTa BpuTaHuja gonywtaart Kofnekuuja
WUCKNYYUTENHN MPETCTaBu Ha dparuiHu U paHIuBU MaKecT-
BeHocTN. Bo Kako og majka pofeHu MOKTa Ha XXEHCKMOT nor-
nepj ro pasHullyBa MMTOT 3a MallkaTa caMOAOBOJIHOCT U Mall-
KaTa COBPLUEHOCT, Mna MHCMCTUpa Ha HoBa hopMa Ha Maxec-
TBEHOCT LWITO € CuiHa U 3afoBosyBavka 6e3 ga ce noTnupa
Ha KOHBEHUMOHaNIHUTE 06/MuM Ha mMu3ornHuja. Bo "Trainspot-
ting" MoMuMHbaTa yXXmMBaaT BO CBOjOT MPOCTOTMMAK U 04 MPUH-
uun ja oTdopniaat pecnekTMbusIHOCTa Ha UaeanHUoT MallKu
pof,; a XeHCKUTe TpaBecTUTM BO KIy6oT ,Yygaumn” Hu rm npe-
JouyBaaT HajnepdopMaTUBHUTE acnekTy Ha MallkaTa Maxec-
TBEHOCT MPEKY HWBHWUTE COMCTBEHMW XEHCKW MaXeCTBEHOCTW.
Kako wWTo BNeryBame BO HOBMOT BEK, HUCKMUTE 06MUUM Ha Ma-
XXeCTBEHOCTa Off KOM TOJIKY Ce njawaT MalkuTe MOLEPHUCTU
- Mefy HMB M XOMOCEKCyanuuTe U MaXKeCTBEHUTE XEHW - Hu
gowne 3a ga ja gethvHupaaT MuneHMymckata MaXeCTBEHOCT.
EnvoToBata KowMapHa BM3vja Ha anokanurncarta Ha KpajoT
o4 ,WynanBnte maxu“, Moxe HaBUCTMHA ga 6uge My3uka 3a
HOB noyeTok: ,OBa e HAaYMHOT Ha KOj HacTaHyBa Kpaj Ha cBe-
TOT, OBa € HauyMHOT Ha KOj HacTaHyBa Kpaj Ha CBETOT, OBa e
HaYMHOT Ha KOj HacTaHyBa Kpaj Ha CBETOT, He CO TPeCoK, HO
co nnay.”

Mpesopg: Bacunka lNemosa
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show draws our attention to both the liabilities of thuggish mas-
culinity and the insidious construction of the thug in the popular
imagination. Through a form of loving parody, the drag king
geezers make visible how the working class man has been turned
into a repository for the most glaring failures of male masculinity
in general. Like the men in The Full Monty, the drag kings de-
ploy performance and masculine display to unhinge masculinity
from maleness, maleness from phallic power and phallic power
from social legitimacy.

This paper has compared some select modern and
postmodern, imperial and post imperial forms of masculinity and
argued that the time is upon us for a thorough going rearticulation
of masculine norms. The particular configurations of class and
race and sexuality in post-colonial Britain allow for a range of
extraordinary representations of fragile and vulnerable mascu-
linities. In The Full Monty the power of the female gaze shatters
the myth of male self-sufficiency and male perfection, and in-
sists upon a new form of masculinity that is powerful and plea-
surable without relying upon conventional modes of misogyny.
In Trainspotting the Skag lads revel in their abjection and refuse
outright the respectability of ideal manhood; and the drag kings
at Club Geezer relay the most performative aspects of male
masculinity through their own female masculinities. As we enter
a new century, the abject forms of masculinity so feared by
male modernists-the gay man and the virile woman among oth-
ers-have come to define millennial masculinity. Eliot’'s night-
mare vision of apocalypse at the close of “Hollow Men,” may
indeed be the soundtrack to a new beginning: “This is the way
the world ends, This is the way the world ends, this is the way
the world ends, not with a bang but a whimper.”
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BEJIEWKW

1/n3a floy nuwysana 3a ogHOCUTE Mefy OOMUHAHTHUTE W
Ma/ILUHCKNTE KYyNTYpU Kako 3a “HecTabuiHu 1 HesasplueHun". Bo eaeH
MHOTY KOpUCEH u3pa3 Ha AMHAMWYKOTO [ABMXEHE Ha XeremoHujara,
Moy nuwysa: "Bu MoOXesne fa KaxXeme Aeka xereMoHujata He e camo
NOJINTUYKM NPOLEC NPEKY KOj ofpefeHa rpyna ce KOHCTUTynpa cebecu
KakKo BWCTWHCKaTa WAM MHO3MHCKaTa, a BO OAHOCOT CO Hea
ManuuHcTeBarta ce geduHupaar u ce no3Hasaar cebecn Kako apyrute,
TYKYy € W Mpouec CO KOj pasfinyHuTe W Hecrnopeasvsu nos3vuuy Ha
Apyrocta MoxaT fa ce 34pyXaT U fa cO4YMHaT HOBO MHO3WHCTBO,
CNPOTUBHO Ha XeremoHujata. Lisa Lowe, Immigrant Acts: On Asian
American Cultural Polotics (Durham, NC: Duke UP, 1996): 69.

2 Ha nat 3a JloHgoH BO netoTo, 1990, 6eB M3HeHageHa Kora
OTKPUB [eKa BeCcHWUMTE ce MOJIHM CO NPWIo3WN 3a OYUINefHNoT ro-
NleM 3aMaB Ha Kpu3ata Ha maxecTBeHocTa. The Sunday Observer
Magazine, Ha npumMep, Ha cBoOjaTa Hac/oeHa CTpaHuua vMalle crvka
Ha rono mMawko 6ebe co Hacnos: "flene majko, mMalwko e", n co nog-
HacnoB: "Ho ganu Toa HaBUCTUHA e TOJIKY fowa BecT?" BHatpe nma-
LWe MHOTY MpWIo3n pacrnociaHn Ha AeBeT CTpaHuuy 3a BOCMUTYBare
Ha MOM4uHaTa. Bo HeKkoM ce KOMeHTMpaa HeofaMHeLlHUTe ucTpa-
XyBatba crnopej Kou [eBojuMtbaTa NOCTUrHyBaaT yCnecu Ha yuuauiu-
Te, a MOMYuHaTa 3aocTaHyBaar; BO APYyrK ce cyrepupaile geka e
JIeCHO fa ce BOCMUTyBaaT [eBOjYMHara, MoMuukbata npasaT HEBOM.
3a MOMYETO, He y4u NpUoroT, e NoBepojaTHO Aeka "Ke e HeycrnewHo
Ha yunnuwTe, fgeka Ke ja nsrybm pabotarta, geka Ke foXusee co06-
pakajHa He3rofa, feka Ke 6uae HacunHo wan Ke 6uae XpTBa Ha Ha-
CUNCTBO" OTKOJNKY AeBojueTo. Cenak, UCTMOT NPUAOT 3aknydyBa Aeka
"MOXeme MHOry fa cTopMMe 3a [a ja CMeHuMe uHuHaTa. A Ha KpajorT,
MaslkyMuHa o4, Hac Ke cakaart ga ro cmeHaT Xapu. Vive la differance u
[a 1M nocakame cpeka Ha mMomuumata“. Hun CneHcep: "Hesonute
co Momuunmata” Bo The Sunday Observer Magazine (20 jyHn, 1999):15.
Tyka onTMMMU3MOT € 1 30yHyBayku ¥ BO3HEMMPYBAYKM - HEBOaTa co
MOMYUHATa, OTKpMBaMe, BCYLWHOCT He e npobsiem CBOJCTBEH Ha
MallKMTe CO OonwTecTBeHa MOK, TYKy e npobnem Ha HaumHWTe Ha noc-
Tanysawe cO geuata. Mlako cym oxpabpeHa of Toa AeKa aHr/iMCcKuoT
neyar 3abenexyBsa feka Ma HeKaksy HeBOSIM CO MOMYMHATA, MUCNaM
AeKa cTpemMexXoT ga ce 6apaaT TepaneBTCKW, HAMECTO MOUTUYUKM
pelleHnja Tpeba Aa 6uae CMUMpPEH Co ApYru jaBHWM AUCKYPCU LUTO cakaaT
Aa m npeobnvkyBaaT AOMWHAHTHUTE MaXKeCTBEHOCTMU.

3 Gail Bederman, Manliness and Civilization (Chicago: Chi-
cago UP, 1995).

4 Mrinalinhi Sinha, Colonial Masculinity: The "Manly English-
man" and the "Effemenate Bengal" in the Late Nineteeth Century
(Manchester and New York: Manchester University Press, 1995):7.

NOTES

1Llisa Lowe has written about the relationship between domi-
nant and minority cultures as “unstable and unclosed.” In an extremely
useful articulation of the dynamic motion of hegemony, Lowe writes: “We
might say that hegemony is not only the political process by which a
particular group constitutes itself as “the one” or “the majority” in relation
to which “minorities” are defined and know themselves to be “other,” but
it is equally the process by which various and incommensurable posi-
tions of otherness may ally and constitute a new majority, a counter-
hegemony.” Lisa Lowe, Immigrant Acts: On Asian American Cultural
Politics {Durham, NC: Duke UP, 1996): 69.

20n a trip to London in the Summer of 1999, | was surprised
to find the newspapers full of articles about an apparent full-fledged cri-
sis in masculinity. The Sunday Observer Magazine for example fea-
tured on its cover a picture of a naked male baby with the caption: “Oh
dear - it's a boy,” and a subtitle: “But is that really such bad news?”
Inside there were numerous articles in a nine page special spread about
bringing up boys. Some commented on recent surveys which show girls
excelling at school and boys lagging behind; others suggested that girls
were easy children to raise, boys meant trouble. A boy, we learned from
the lead article, was more likely ‘to fail at school or to lose his job, more
likely to have an accident, more likely to be violent or to be the victim of
violence than a girl.” However, this same article concluded, “there’s a lot
we can do to change this future. And in the end few of us would want to
change Harry. Vive la difference, and thank heaven...for little boys.” Neil
Spencer, The Trouble With Boys” in The Sunday Observer Magazine
(June 20, 1999): 15. The optimism here is both puzzling and disturbing -
the trouble with boys, we discover, is not really a problem inherent to
maleness of social power, rather it is a problem with the ways boys are
treated. While | am heartened by the fact that the English press notes
that there is some trouble with boys, | think that the tendency to seek
therapeutic rather than political solutions needs to be tempered by other
popular discourses which seek to refashion dominant masculinities.

JGail Bederman, Manliness and Civilization (Chicago: Chicago
UP, 1995):

4 Mrinalinhi Sinha, Colonial Masculinity: The ‘Manly English-
man’ and the ‘Effeminate Bengal’ in the Late Nineteenth Century
(Manchester and New York: Manchester University Press, 1995): 7.
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