

http://researchcommons.waikato.ac.nz/



















































































































































































































































































































































































































































































































































































































































































































































































































































































































284

II. Masochism and Transgressive Subjectivity

The first part of this chapter considers the notion of a male subjectivity divided in
terms of male and female attributes. The solipsistic mania of Jock MacLeish's and the
drunk man's intoxicated and sexual excesses reveals a 'dernin' female principle who is both
revered and attacked. Projected as the protagonist's anima, the female figure holds a
promise for transcendence in sexual union. However, any sense of a spiritual or
psychological unification is problematized considering the hero's precarious construction of
himself as a sacrificed or dismembered god. The significance of A Drunk Man to the
development of this theme is the way that this god-like figure is also associated with the
murderer, Cain, through an association with self-truth in the 'real’ or abject subjectification

of a female antagonist.

In light of this, it is worth noting a violent notion of a gendered self-division in
David Lindsay's fantasy novel, A Voyage to Arcturus (1963). The story depicts a journey
made by Maskull, who leaves earth and travels across the landscape of another planet,
Tormance, where he receives philosophical wisdom. The urban novels under consideration
in this chapter are structured by a quest motif for metaphysical revelation, and a
metaphysical world functions in these ostensibly realist urban landscapes. This
metaphysical world is explicit in Lindsay's fantastic realm. Evident in both, as Joy Pohl

"m

notes of Arcturus, citing C. S. Lewis, is: ""a lived dialectic," . . . achieved . .. through a
systematic examination of dualities within a moralized landscape'.3> Central to Lindsay's
vision, Pohl continues, is a representation of several types of masculine/feminine
dichotomies. The character Panawe describes the first of these gender configurations to
Maskull:

Every man and every woman among us is a walking murderer.

If a male, he has struggled with and killed the female who was

born in the same body with him — if a female, she has killed
the male.56
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This violent image of an individual amalgamates the figure of Cain with the Jungian
conception of dichotomized man and is particularly appropriate for a 'moralized' urban

terrain.

Violence is a built-in part of the dystopian reality of a male-imagined urban space.
American literary critic, James B. Lane, suggests that sexual deviance and violence are
direct consequences of a character having 'jettisoned his illusions' in the face of a crushing
urban, working-class reality.57 Yet in Origins of the Sexual Impulse (1963), Colin Wilson
argues that violence is a manifestation of the desire to transcend that same squalid reality: 'A
"sexual deviation" . . . is the attempt of the healthy organism to tear off the blinkers that
frustrate its self-knowledge'.>® An interplay between existential and social notions of
masculinity is central in the nexus of city-self that informs Alexander Trocchi's Young
Adam, William Mcllvanney's Laidlaw and Frederic Lindsay's Jill Rips. In these works, the
self-laceration that is confined to the imaginative representation of (male) persona and
(female) anima of Gray's and MacDiarmid's visions is actualized onto the city and its 'real’
female characters. These texts embody a violent, because ostensibly 'real’, materialization
of a protagonist's 'neurotic imagination trimmed off and built into the furniture of the

world'.59

Each of these three texts begins with the violent sex-related death of a female
character. This violent negation of female presence is the condition that tears open both the
narrative space of the text and the psychical space of the protagonist. Thus the male-
imagined spaces of the text and city, through and in which the protagonist seeks self-
identification, become what critic Donna Wilkerson calls 'feminized' spaces. The
conceptual framework of Wilkerson's recent essay, 'Transgression, Masochism and
Subjectivity: the Sacrifice of Self to the (Feminized) Space of Literature in Maurice
Blanchot', provides a useful way in which we might apply a Deleuzean conception of
masochism to these Scottish texts. Wilkerson begins with a notion of a 'de-centred' or
'non-unified' male protagonist that allows for an 'enfolding of the masculine and the

feminine'.0 This 'enfolding’ occurs when a male's autonomy collapses and he inhabits a
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feminized space. In the works of Gray and MacDiarmid already cited, the protagonists are
'de-centred' in self-division, a process by which their feminine aspects are projected and
they enter a masochistic mode. As a literary construct, this process constitutes a 'simlacrum
[sic] of powerlessness', whereby the male subject embarks on a 'transgressive propulsion
outside itself and into a simulacral feminine mode', which then allows, via masochism, 'the
codification of a passive jouissance for the male subject'.6! 'Jouissance' literally means
‘enjoyment’ but, by way of Lacan (and later, Kristeva), has come to denote anything which
is so enjoyable or intense  that it may result in inertia and unbearable suffering. Thus,
the masochistic mode is, as Wilkerson notes, one of sacrifice. Notions of sacrifice are
evident in the identification of Gray and MacDiarmid's protagonists as the hero/martyrs,
Orpheus and Christ. The close readings of three ostensibly realist Scottish urban novels that
follow aim to show the ways that urban space is feminized to reveal transgressive male

identity and its sacrifice, according to Deleuze's conception of masochism.

Alexander Trocchi, Young Adam

The narrator of Trocchi's first novel, Young Adam, Joe Taylor, is a man who, like
Cain, is guilty of a crime and set apart from patriarchal society. The author-persona, the
insistent 'T', of Young Adam is a precursor to the author-persona's identification with Cain
in Cain's Book. Both the Joes of Young Adam and of Cain are associated with the figure of
a hanged man. In the former, an innocent man hangs in effigy, the image reverberating
through to Cain, in which the figure of a hanged man decorates Necchi's scow. The type of
hero implied in the title of "Young Adam' is a pre-lapsarian man. Perhaps existing even
before the creation of woman, he is without 'primal guilt'. Implicit in this identification,
however, is the inevitability of the hero's severance into male and female in the creation of
Eve and, recalling MacDiarmid's term in A Drunk Man, the 'curséd Conscience' (1. 260)
that her indiscretion engenders in him. In the fantasy realms of Trocchi's pornographic
novels, Thongs and White Thighs, his narrators live out their masochistic fantasies.

However, where the fantastic worlds of the pornographic works allow transcendence
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through masochism, the realistic setting of Young Adam literalizes masochistic bondage

that is literally constricting.

In the opening lines of the novel Joe examines his face in a mirror — 'T always
carry [the mirror] with me. It is unbreakable'¢2 — establishing from the outset an emphasis
onperpetual self-absorption and self-projection. Yet, as seen in Trocchi's use of reflective
surfaces in chapter three, the mirror's reflection also signifies a repetition, dissolution, and
dissemination of the self. At the start of Young Adam, Joe's reflected image reveals a
dichotomization of his identity into observer and actor:

Nothing out of place yet everything was, because there
existed between the mirror and myself the same distance, the
same break in continuity which I have always felt to exist

between acts which I committed yesterday and my present
consciousness of them. (p. 3)

Joe's logocentric, phallocentric 'T' is decentred in a temporal and spatial ambiguity:

I don't ask whether I am the 'T' who looked or the image
which was seen, the man who acted or the man who thought
about the act. . . . The problem comes into being as soon as I
begin to use the word T'. . . . It is the word 'T'" which is
arbitrary and which contains within it its own inadequacy and
its own contradiction. (pp. 3-4)

The space between Taylor's intractable experience of the 'T' of concrete existence, and the
T he must use to describe it, is uncanny because it threatens to subsume the real self under
its sign. It appears that the insecurity of Joe's identity is the outcome of an implied guilt for
acts 'committed’. These acts, it will later transpire, are the rape and manslaughter of his
girlfriend, Cathie. Thus, Joe's disintegration is directly related to those acts of sadism that
had been an attempt to assert a masculine sovereign identity. Joe's solipsistic 'T' is
emphatically masculine — he carefully inspects the growth of his beard in the mirror — and
his sadistic treatment of Cathie is a means of asserting a specifically phallocentric,

sovereign identity.
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Such a male-centred and sovereign identity is described by Bataille in Eroticism
(1957). Here, he postulates that the original sadist, the Marquis de Sade, epitomizes self-
sovereignty because his vision is founded on a notion of the solitary man 'subject to no
restraints of any kind'. In the self-sufficiency of Sade's citadel he 'distilled . . . a true
picture of a man for whom other people did not count at all'.63 For Joe in Young Adam,
like Sade, the sadistic act is something to be written about and it is in this that Joe links
sexual and narrative authority. Joe's sadistic rape of Cathie is an attempt to seek an
authoritative existential and authorial identification. In this incident, Joe is unable to write
and spends the day making custard, which thus carries a symbolic meaning of displaced
creative productivity. Joe's waste of time enrages Cathie and in retaliation Joe throws the
custard over her conveniently semi-naked body. In his attempt to redress creative impotence
Joe also pours a bottle of ink over her and thus he becomes the sovereign creator and Cathie
his work of art. He then defiles his 'creation’ in a violent beating and rape: '[with] the split
side of an egg crate . . . . I thrashed her mercilessly for about a minute . . . . I stripped off
my clothes, grasped the slat of the egg crate, and moved among her with prick and stick,
like a tycoon' (pp. 127-128). In using the length of wood to mete unrestrained violence Joe
transcends himself in masculine authority that, disturbingly, leaves his victim 'satisfied'.
The act of manslaughter carries this sadistic sovereignty to its extreme, transgressive

conclusion.

Yet, Joe's sadism does not appear to allow for the virile male autonomy he desires.
This contention may be elucidated by comparing Young Adam with Trocchi's pornographic
novel, Helen and Desire, published in the same year. In many ways Helen and Joe are
similar characters. Helen is, in Edwin Morgan's phrase, an 'existential exile', in whom
'Trocchi became ventriloquially female'.%4 In Young Adam, sex and death are fused in the
image of Cathie — her death is prophetic of her comment, related by Joe: '[a] kind of
compact . . . had always existed between our mating and the water. She attained to an
ecstasy through terror of it . . . she felt that was how she would die, overtaken in sex by
water' (p. 81). Thus, Cathie's corpse is sexualized. Her floating body is described as

'some beautiful white water-fungus . . . . [Her hair] was alive . . . a forest of antennae,
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caressing, feeding on the water, intricately’ (p. 4). Trocchi uses a similar image in Helen
and Desire when Helen describes her sexual avarice: ' am only my sex . . . ready to feed,
but more vitally than any of those subaqueous plants which, in the pale beauty which
draws, destroy that which is attracted'.%5 The fecund image of Cathie's sexualized corpse,
seen alongside Helen's words, symbolizes the destruction of the male in impotence or
castration. Cathie's tentacled hair is reminiscent of a Freudian Medusa's head. Freud has
written, in 'Medusa's Head' (1940 [1922]), that 'a multiplication of penis symbols

signifies castration', a notion he had also expressed in 'The Uncanny'.66

The ideal of male fantasy in Helen and Desire seems to become, in Young Adam, a
symbol of Joe's impotence. In Helen's self-sufficient narcissism she has no need of men:
‘what would I do with a man for twenty-four hours in a day . . . for months, years? That is
a kind of slow poison. My life is my own' (p. 16). For Helen, sexual and existential being
are synonymous. Helen views the sexual act as both self-annihilating and self-affirming.
From the void of dissolution comes existential plenitude, where she is the self-sufficient
incarnation of primitive desire: 'T am Narcissus. I look into the water and find myself
beautiful, indeed, the only beauty'.6” For Helen, the joy of momentary obliteration is
dependent on the knowledge that the self can be retrieved in order to be obliterated again.
Without form or language, Helen says: 'It is indeed doubtful whether I can still usefully use
the word "I"'.68 The ambiguity of her 'I' recalls Joe's feeling of discontinuity in front of
the mirror. By contrast, however, Joe's discontinuous and disintegrating reflection reveals
only the void itself; it signifies self-hate rather than a positive narcissistic self-reflection. In
contrast to the capacity of a woman to achieve transcendence through her sexuality,
Trocchi's male character is shown to be destroyed by his. In the absence of the sadist's

object, Joe, divided in himself, becomes the object of masochism.

The de-centred and desexualized nature of Joe's identity precipitates him into the
masochistic mode, indicated by his desire for punishment. The novel is, after all, a type of

confession. Deleuze differentiates from a Freudian notion in which masochism is a reversal
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of sadism ('I punish myself’). Such a self-reflexive notion is not possible when the 'T' is
dissipated, and a passive mode is more appropriate. As Deleuze suggests:
Masochism implies a passive stage ('l am punished, I am
beaten'), [therefore] we must infer the existence in
masochism of a particular mechanism of projection through

which an external agent is made to assume the role of the
subject.6?

Cathie's death and her silence open up the space for Joe's narrative — Joe's existence as,
and within, a text. From out of Cathie's silence her presence resonates and reminds Joe of
his crime. Joe carries the dead weight of her around; her photo, his compulsion to confess
(tempting punishment like Poe's Perverse Imp), and in contrast, his paranoiac fear of
getting caught. In this space of guilty isolation, his desire for punishment is placed onto the
harsh, authoritarian figure of Ella, his scow-mate's wife. Ella spends her life on the barge
which, as illustrated in chapter three, functions symbolically as Joe's ego-centre. Enclosed
in the barge, Ella represents the female element within himself with whom Joe must fuse.
Thus, when Joe notices Ella, she comes into his consciousness as a sexual being. Joe
muses: 'T wondered how much of a coincidence it was that I first made love with Ella on
the day Cathie's body came floating back to me like a little hunk of synthetic guilt' (p. 93).
Motivated by his guilt, Joe projects his need to be punished onto Ella. Just as Cathie
functions only insofar that Joe might 'destroy' her and assert himself, Ella is an
authoritarian figure who also exists as a projection of Joe's imaginative desire for
punishment. Ella is described as a 'sexually frustrated woman [who] call[s] down the
judgement of the Almighty on the sex she despised' (p. 11). She embodies the constrictive
moral code of the city that would deem Joe guilty of murder. The slat of the egg crate that
symbolizes sadistic self-assertion is transformed into a masochistic symbol of withheld
sexuality in Ella's refusal to give Joe an egg for breakfast. In the erotic figuration of images
in Bataille's novel, L'Histoire de 1'Oeil [Story of the Eye], the egg comprises part of what
Roland Barthes calls 'a chain of metaphor', in which the 'eye' of the title is substituted by a
number of similar objects. For Barthes, the egg, like the eye, represents a 'making wet' that
occurs in the 'convulsive' erotic act.’ By contrast, in Young Adam, Ella punishes Joe by

refusing him an egg. Furthermore, the erotic image, once taken up, is degraded. As Joe
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begins to perceive Ella as an object of sexual possibility, the egg is transformed into
potatoes, like white orbs, that she peels into a bucket. The potatoes, 'white, and shining'

(p. 12), symbolize not erotic excess, but the impoverished reality of working-class life.

The city embodies and epitomizes this degraded and morally rigid reality. The spare
landscape of Trocchi's Glasgow reflects the austere and limiting religiously defined moral
values of Scotland as a whole. In a sense, Trocchi's city contains the nation:

The church tower looked just as disenchanted as most church
towers in Scotland do. . . . As we skirted the churchyard to
reach the pub, I noticed the usual ugly red and black posters

proclaiming the evil influence of alcohol and the imminence of
the Last Judgement. (p. 40)

The realistic element of the novel represents the stultifying morality of its society and,
linked through a notion of self-righteous Calvinistic 'Judgement', Ella personifies what Joe
terms: 'an unintelligent society perennially bent on its moral purification' (p. 90). This
implication is made evident the first time that Joe advances on Ella:

Gently I stroked her, aware of the growing urgency at my

fingertips as they sowed desire there at her thighs . . . . At

that moment my fingers came in contact with the prohibiting

elastic of her old-fashioned knickers. . . . [S]he looked at me.

It was almost, I felt, a look of hatred, her eyes brittle and
passionate at the same time. (pp. 26-27)

Joe seeks to transcend society's limiting moral absolutism firstly through an
imaginative vision of Ella — 'T couldn't get her out of my mind' (p. 13) — and then
through a physical relationship. The evening the corpse is found, Joe goes to a pub with
Leslie but returns home early so that he may be alone with Ella. They make love against one
of the city's 'ugly red and black posters' and in doing so defile its moralistic message. In
this transgression Ella achieves transcendence: '[Ella's] obstinate stupidity was gone. The
futility of her existence was utterly transcended. . . . [W]e were together, fused, as lead is
fused to lead’ (p. 49). Such erotic fusion is a vertiginous experience that dissolves the

divide between the self and the other, as Joe says:
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There is a structure you have to build up of another person
. ... Beyond this structural idea there is no experience; the
structure itself is armour against it. For two people to come
close together it is necessary to destroy the structures in terms
of which each experiences the other. (p. 36)

For Joe, to encounter the female is to confront a borderline. Feminine presence propels Joe
to that place: Cathie's death had situated him 'at the edge of apprehension' (p. 82) and
Ella's sexuality induces, he says, 'a kind of excitement at the edges of me' (p. 18). Joe's

sexual experience with Ella propels him to the edge of limitless being.

However, it also brings him to its limitation. He does not achieve transcendence as
Ella does and becomes more passive as increasingly she 'was becoming demanding' (p.
94) for the power he gives her. At first this 'simulacrum female mode' suits Joe and
provides him with a sense of security: 'through her I lived out a life that was separate and
intact, with its own force . . . and its own centre' (p. 95). However, when Leslie finds out
about their affair and leaves the barge their relationship is no longer dangerous and Joe falls
victim to Ella's sense of propriety, which demands that he marry her. Joe feels trapped, and
the architecture of the docks around the barge becomes at once like a predatory animal and a
cage: "The dockside, fanged and strutted with steel girders in the pale fog, sprawled
shadowy oblongs into the hawser-shortened distance, which rang hollowly with the
monotonous splutter of blunt-nosed drills. The feeling of constriction remained with me all
morning' (p. 103). This image of the dock is brought forward into Cain's Book. Here, it is
made explicitly sexual in its similarities with a description Necchi gives of a prostitute on
Princes Street in Edinburgh: 'exposed for me in matchlight . . . this first sex shadowy and
hanging colourless like a clot of spiderweb from the blunt butt of her mound. . . . It bristled
then, and bared its pretty pink fangs'.”! The threat of entrapment and powerlessness in this
description are also evident in the dockside scene of Young Adam. Here, Joe turns from his
description of the dock and observes Ella with her 'bucket of refuse' (p. 103), recalling the

earlier image of the potatoes and their impoverished version of erotic ecstasy.
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Joe's entrapment at this point is necessary but it is also masochistic: 'I had good
reasons for remaining where I was, waiting for something to break' (pp. 103-104). In
Deleuze's formulation of the masochistic mode he notes that: 'Waiting and suspense are
essential characteristics of the masochistic experience . . . The masochist is morose: but his
moroseness should be related to the experience of waiting and delay'.’2 The image of the
hanged or crucified man in Gray and MacDiarmid is seen to allude to Deleuzean conception
of masochism. In Young Adam, Joe's fusing with, and subjugating himself to Ella,
sacrifices himself to the prohibitive society she personifies. Joe concedes that 'the more I
became involved in the small world of the barge, the more I felt myself robbed of my
identity' (p. 104). Joe cannot recuperate his masculine identity in passivity and gain
sovereignty. He is relegated to the 'real’ world of Ella and the city with which he fuses in
order to save himself from its laws that would have him hanged. However, Joe must
continue to push the limit of his being through sexual relationships with women to maintain
a transgressive self-identification. Thus, Ella having come to represent a limit, Joe must
transgress it. He does so by seducing her step-sister, Gwendoline and later, another
married landlady. This masochistic repetition of sexual fusion and sacrifice of identity does
not relinquish a transcendent Christ-like identity. Joe will always be marked with the sign
of Cain, an exile: 'T am a rootless kind of man. Often I find myself anxious to become
involved with other people, but I am no sooner involved than I wish to be free again' (p.
104). This lack of freedom is the fault of the narrative's female figures, who represent the
rootedness that would seek to trap him (the sexual obscenity in the analogy is not lost
either): 'if you compare a woman with a stalk of grass then her neck is the point at which
she enters the earth . . . and below her neck she thrusts downwards, kinetic, towards the
earth's centre, like the moist white shoots and roots of plants' (p. 23). The image recalls
Cathie's body in the water which had symbolized the feminine space of the text which had
both allowed for creative expression and denied a masculine identity undefiled with
feminine presence. In the ebb and flow of the water and Cathie's corpse in it, we see, to
use Wilkerson's phrase, Joe's 'simulacrum or "cadaverous presence" which nonetheless

continues to write and speak'.”3
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William Mcllvanney, Laidlaw
Like Young Adam, William Mcllvanney's novel, Laidlaw, is a crime thriller in
which the city's disparity is used as an objective correlative to personal identity.
Mcllvanney comments on the significance of the city for existential concerns in his work:
It seems to me that the thing Scottish writing would have to
confront is the Scottish urban experience. Because the truth is
that for most of us that is where we have been. You take the

nexus around Glasgow that's still the eye of the hurricane. I
think that's where our understanding of ourselves resides.”

The 'understanding' that Mcllvanney achieves relates to masculine selfhood which, while
certainly questioned, is done so, at it was in Young Adam, at the expense of its female
characters. In Ken Worpole's study of working class fiction, Dockers and Detectives
(1983), he remarks that in the conventional detective novel female figures play 'an
obstructive role . . . threatening to emasculate or betray the stoical heroes on their lonely
journeys through the mean streets'7> and that by contrast, Laidlaw's strength rests in its
radical questioning of such 'deep and self-destructive entrenchments of attitudes about
gender roles'.7¢ Yet, as Carol Craig points out, Mcllvanney 'portrays women as "the
Other" . . . he represents masculinity as the norm and femininity as the deviation from this
norm. . . . [W]omen become the object of men's desires for self-realisation and
aggrandisement'.”” In an urban scene very much concerned with the identification of the
hero as a 'hard man' in a 'hard city', women are characterized so that such a male
identification may be realized, or indeed, thwarted. Craig concludes that the brand of
Scottish 'MacHismoism' typified by Mcllvanney is in fact a social and personal 'inferiority
complex'. In Laidlaw, such insecurity sees both the murderer and Laidlaw divided in

themselves so that they become decentred subjects.

Savagely irreconcilable dichotomies characterize both the city and its inhabitants.
Detective Constable Harkness, who assists Detective Inspector Jack Laidlaw in the murder
case of a teenage girl, sums up Glasgow's codification of opposites and the violent sense of

attraction and repulsion he feels:
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He felt bruised with contradictions. Where he had been was
being mocked by where he was. Yet both were Glasgow. . . .
Its force came to him in contradictions. Glasgow was home-
made ginger biscuits and Jennifer Lawson dead in the park. It
was the sententious niceness of the Commander and the
threatened abrasiveness of Laidlaw. . . . It was the right hand
knocking you down and the left hand picking you up, while
the mouth alternated apology and threat.”8

This city of contrasts reflects the divided identities of its inhabitants. The opening pages of
the novel are told from the perspective of the killer, the young Tommy Bryson, as he
lunges through the city almost hysterical with self-loathing and self-recrimination,
'advertising panic, a neon sign spelling guilt' (p. 5). His guilt irreparably ostracizes him
from the public places of the city: 'You could only walk and be rejected by the places where
you walked, except the derelict tenements' (p. 7). He identifies himself directly with the
'big darknesses' of the tenements: 'Your body was a strange place. Hands were ugly.
Inside, you were all hiding-places, dark corners. Out of what burrows in you had the
creatures come that used you?' (p. 5). The use of the second person denotes a character
bifurcated into observer and observed, hunter and hunted. The second chapter, told from
Laidlaw's viewpoint, links the detective with the murderer. Laidlaw's narrative is also in
the second-person and picks up on the same key notions of alienation, self-hate and guilt
that had been described by the murderer. Laidlaw feels 'a bleakness that wasn't unfamiliar
to him' (p. 8) and, like the killer, Laidlaw's sense of self is allied with the city through the
notion of guilt: 'he found himself doing penance for being him' (p. 8). His guilt is not only
personal it is a consequence of the heritage of his nationality: 'Guilt was at the heart of this
kind of mood. . . . [B]orn in Scotland you were hanselled with remorse, set up with shares
in Calvin against your coming of age' (p. 9). Laidlaw is not unaware of his ambivalent
psyche: 'He felt his nature anew as a wrack of paradox. He was potentially a violent man
who hated violence, a believer in fidelity who was unfaithful' (p. 9). To make sense of his
unease at this moment Laidlaw's impulse is to 'unlock the drawer in his desk where he kept
Kierkegaard, Camus and Unamuno, like caches of alcohol' (p. 9). The three philosophers
Laidlaw reads are concerned with finding meaning within existential states of futility and

despair, and Laidlaw hopes they may provide an intoxicating sense of release from the
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reality that precipitates their need. However, they relinquish no means of healing the rift in

his own nature or the city: 'He knew nothing to do but inhabit the paradoxes' (p. 9).

For Laidlaw, at this moment, an understanding of his identity is not to be found in
philosophy, but in an engagement with the dark underbelly of Glasgow's streets. His
journey through the city in search of the murderer is a heroic quest. As Laidlaw's superior,
the Commander of the Crime Squad, informs Detective Constable Harkness on the latter's
assignment to the case: "You'll find that Laidlaw tries to lose himself in the city at times like
these. What is it he calls it? "Becoming a traveller," I think' (p. 46). The rape and murder
of Jennifer Lawson, which the novel, and Laidlaw's journey, takes as its point of
departure, opens out a narrative space that can be perceived as 'feminized'. Laidlaw's
propulsion into 'feminized' space is indicated by the Commander when he tells Harkness
that, because Laidlaw's method of 'travelling' is not conventional, there are to be two
investigations with Harkness as the 'fertilising agent' (p. 46) between them. Margaret
Elphinstone has written of the unconventional detective hero that 'the labyrinth he has to
negotiate leads him off traditional ground into highly subversive territory, into the territory,
in fact, of the repressed unconscious, the domain of female sexuality'.” In the sexual
metaphor used by the Commander, Laidlaw is, on the one hand, a hero on a quest through
the Underworld and, on the other, a passive feminine receptacle and therefore an alterity in
the traditional patriarchal authority represented by the police. A reversible notion of gender
is also at the heart of the murder case. The rape of the girl is two-fold; vaginally the first
time and anally the second (mirroring the degeneration we have traced in the mythicization
of the city) which, Laidlaw believes, 'you could see . . . as making her neuter in a way' (p.
71). The killer, like Laidlaw, is associated with an unstable gender identity that is deemed

monstrous.

The novel's female characters represent a feminine principle that, like sexual
perversion, is viewed as antagonistic to masculine identity. Ena, Laidlaw's estranged wife
(and perhaps the namesake of Duncan Thaw's Marjory Laidlaw in Lanark), says of her

husband: 'the questing intensity in him that had first attracted her was also what had
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separated them . . . . [W]ith him you never knew whether you were the maiden or the
dragon' (p. 66). Laidlaw's sense of estrangement from his wife is depicted through the
mythical image of the labyrinth: 'His marriage was a maze nobody had ever mapped, an
infinity of habit and hurt and betrayal down which Ena and he wandered separately' (p. 9).
The circuitousness of the labyrinth attests to a failure of heroism and an identification with
the monstrous. The labyrinth is interpreted in feminist terms by Elizabeth Wilson as a
symbol of 'male impotence'.80 Yet, throughout Laidlaw, masculine inadequacy is
transposed onto the female figure. The mother of the murdered girl is blamed by her
husband, Bud Lawson, for bearing him only one child and thus she is unnaturally,
destructively monstrous: 'That was all she had been able to produce. And four
miscarriages, small parcels of blood and bones that hadn't got enough from her to make a
human being' (p. 18). Bud Lawson is a tyrannical husband and father, yet in his grieving
household he is also shown as entrapped in a Gothicized realm of female emotion in which
he is made impotent:

The manic architecture of the heart . . . can make eerie

castellated turrets and gloomy secret chambers in a council

house. . . . The muttered voices were a coven. The kitchen

door was closed. From behind it came uncertain sounds, the
men imprisoned in their helplessness. (p. 53)

Conventional sexual desire is either emotionally and literally sterile or monstrously
perverted, evoking death in the 'petrified unrest', the stasis in repetition, implied in the

maze and the multiple miscarriages.

The centre of the urban labyrinth is finally located in the 'derelict tenements' into
which Bryson retreats at the start of the novel. Laidlaw and Harkness arrive at this
monster's lair shortly after Bud Lawson, who finds Bryson himself with a thirst to avenge
his daughter's death. Bryson, it transpires, loves Jennifer yet cannot reconcile or accept his
homosexuality. Bryson's male lover, Harry Rayburn, tells Laidlaw during questioning that
the boy 'couldn't come all the way out. . . . He still wanted to be straight' (p. 205).
Rayburn kills himself in an assertion of self-loathing that mirrors Bryson's sadism toward

Jennifer as a symbolic destruction of his feminine aspect. Bryson's feelings of guilt, not
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only of his innate sexual orientation, but of the rape and murder is expressed as a desire for
punishment, indicated by his refusal of Rayburn's help and the wait he endures for his
inevitable castigation. In this translation of guilt into a desire for punishment, sadism
becomes a Deleuzean masochistic mode, as it does for Joe Taylor in Young Adam. In
Laidlaw, this inversion may be gauged in the manner of the rape that opened the novel's
action. Deleuze writes that 'any "passage” from . . . sadism to masochism, can only occur
by a process of desexualization and resexualization'.8! In these terms of reference, the rape
that 'neuters' Jennifer is a 'desexualization' of both her and of Bryson. Rather than
asserting a 'normal’ heterosexual male power, the second, anal rape, establishes his sexual
‘abnormality'. Thus, Bryson's 'resexualization’ is as homosexual, therefore effeminate (as
if he has assumed Jennifer's feminine sexuality). In this powerless mode, Bryson goes to
the derelict tenement, a 'still point' of the city and the narrative, where he awaits the
inevitability of punishment. In Young Adam, waiting or suspeﬁse signifies physical forms
of suspension in hanging or crucifixion. Thus, waiting represents, for Deleuze, 'the unity
of the ideal and the real'.82 In Laidlaw, mythicism and realism coalesce in the tenement,

that abject urban structure and metaphysical Minotaur's lair.

Brought together in the tenement, the four men of the novel are in the dark hell of
their own souls. The building's disintegration is, remarks Harkness, like 'an act of God'
(p- 214). When Harkness hears Bryson's whimper and Lawson's brutal voice through the
tenement's blackness its effect is profound:

[The voices] reached remorselessly into who he was and
taught him futility. He had thought that what they were trying
to do was . . . to locate and isolate whoever it was who
carried about with him the savage force that had murdered
Jennifer Lawson. Now it came to him as impossible, because
that force wasn't isolated. It had already multiplied on itself to

create a twin, this moment of ravening viciousness whose
spores were in each of them. (p. 214)

Thus, the identities of the four men amalgamate into a single, archetypal masculine soul in
whom villain and victim, punisher and punished, hard man and homosexual, are

interwoven:



299

[Laidlaw's] voice was an atavism, like Lawson's. The
ferocity in Laidlaw's voice was a part of Harkness, just as he
shared Bud Lawson's rage. In the stillness he felt himself
enclosed in their animal breathings, and the pathetic
whimpering of the boy was like a plea against what Harkness
himself was. (p. 214)

An individual's divisions and alter-egos must be faced rather than suppressed, according to
Laidlaw, who believes that Bryson's crime is the consequence of a city that does not
tolerate alterity. In a comment that is reminiscent of Stevenson's warning against hypocrisy
in Jekyll and Hyde, Laidlaw remarks that it is 'the tax we pay for the unreality we choose to
live in. It's a fear of ourselves' (p. 72). A masochistic mode represents, as Wilkerson
remarks, 'a subversion of (patriarchal) law, insofar as it constructs a male subject free to
oscillate between power and powerlessness'.83 However, in the convention of the realist
novel this order must be reaffirmed and it is Laidlaw who does indeed 'lay the (patriarchal)
law' when he comments at the end of the novel: 'that's one thing the law can do . . . . It can
pull the knot on all those primitive impulses by taking over responsibility for them. Until

we get them back in balance again' (p. 219).

Frederic Lindsay, Jill Rips

Frederic Lindsay's novel, Jill Rips, appears in certain respects to be a conventional
detective thriller. It lacks the philosophical references evident in Laidlaw yet, like Lindsay's
earlier suspense thriller, Brond (1984), it explores an interconnectedness of the city and a
hero who is divided as both hero and fiend. Jill Rips is set in Glasgow and works through
the familiar realist premise that meaning or truth can be located in the correct reading of the
city as a series of signs or clues. The novel also subscribes to what Worpole designates:
'the conventions of sexual corruption in which women belong to the forces of evil'.84 This
too, is familiar in the convention of the detective novel. Jill Rips exacerbates this notion of
female evil by reinventing the historical figure of Jack the Ripper onto a vengeful Jill. 'Jill'
is in fact two sisters who are orphaned as children when their mother, a prostitute, is
murdered. Now women, they seek recompense for their mother's death by posing as

prostitutes and disembowelling their clients in the manner of Jack the Ripper. The
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dismemberment of a male by women is reminiscent of the destruction of Orpheus at the
hands of the Maenads. Thus, on the one hand, it appears that 'Jill' can recuperate power
and punish men. As policeman Billy Shanks says to his Superintendent, 'Jill' is "'A
woman who hated what men did to women, the way men exploit them. . . . Women's lib
instead of Victorian exploitation and hypocrisy"'.85 However, on the other hand, the
allusion to male disembowelment and castration aligns the male victim with the tragic

heroism and potential for resurrection of a sacrificed god.

The novel's female characters are represented as a threat to the integrity of male
identity. Old Mrs Wilson, the mother of Malcolm and Murray (who is investigating the
murders), places emotional demands on her sons that emasculate and ensnare them. Every
other woman in the novel is a prostitute. As 'the ugliest whores in the world' (p. 226),
Glasgow's prostitutes are associated with witchcraft. In Young Adam, Ella's familiar is a
black cat that twines her legs, and in Laidlaw, the group of women mourners are described
as a 'coven'. There is a history of witchcraft in Scotland and extensive witch-hunts and
trials had raged during the sixteenth and seventeenth centuries. In the contemporary city of
Jill Rips, the police investigation is a modern-day witch-hunt. The most sinister area of
Glasgow's streets are mapped out by the police Superintendent to resemble an occult
configuration:

'‘Deacon Street, Carnation Street, Florence Street,' a finger
followed their course, 'they make a triangle — with Merse
Street lying on top of it and curving back to join Moirhill

Road. Put a circle round that lot and you'd cover half the pros
and ponces in the city. (p. 83)

Susan Manning, in The Puritan-Provincial Vision, links the Scot's fear of witchcraft with
Calvinism. She notes that the nation's panic at that time was a manifestation of an 'inward-
turned Calvinism . . . [in which] the Scottish churches attempted to exorcise their inner
demons and purify their societies of the elect'.86 This inward-turn was the cause of a loss
of a previous certainty of a nationally defined, external and damned 'other'. Thus, the

individual experienced self-division:
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Calvinists found the paradoxes and divisions of their doctrine
reflected inwards . . . [the puritan had] to find within himself
the poles of spiritual conflict and to become the living
embodiment of a paradox. . . . [T]he puritan's mind tended to
bifurcate treacherously, to reveal the inherent tensions of will
and spirit. He became two selves — an observer and an actor,
a saint and a sinner, regenerate and reprobate — two selves
utterly opposed and yet (to the external view and the
corrupted conscience) perhaps indistinguishable.87

A male subject's inner divisions are exposed through his sadistic relationships with
the city's 'fallen' women. Tommy Beltane, who works on the case with Murray, describes
his first sexual encounter with an inexperienced and underfed prostitute on his way
‘through the city centre — going home to Mother' (p. 172). Disturbingly, he tells Murray
how he 'drove into [the prostitute] with all [his] strength. [He] wanted to split her in two'
(p. 172). This violence provides him with ‘the most terrible excitement of [his] life' (p.
172). This defiling, forcing apart and 'splitting' of a weak female object provides him with
an illusion of transcendence before he re-enters maternal enclosure. In the first line of the
next chapter, an image of splitting is transferred onto Murray: ""You live in the past,"
Mother said to Murray, whose head felt as if it had been split and packed in the seam with
pieces of burning coal' (p. 175). When Murray visits Mary O'Bannion, who had been
Beltane's frail prostitute of twenty years ago, as part of his inquiry into the 'Jill' murders,
she is now obese. Beltane warns him that she is 'a very fat smelly whore' (p. 168). Her
sheer size is self-protection but it is also revenge and she literally threatens to engulf the
male subject. However, Murray's fear and revulsion, like Beltane's, becomes cruelty. He
responds to her imposition of his space by his own self-justification when he leaves her

stranded in the middle of the city, too heavy to walk home.

Yet despite such misogyny, Beltane claims that it is women, not men, who are full
of hate. He associates the dark streets of Glasgow with the mythical realm of the dead.
Beltane's correlation of sex and death sees the urban underworld associated with the female
genitals: 'It's always seemed to me whores must be full of hate — down there in the dark

kingdom' (p. 168). A conflation of the female body and the city is made through the notion
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of the 'unhomely'. Many of the characters are strangers to the city and, at the end of the
novel, Beltane lends this literal sense of strangeness existential signification: 'I think some
of us are not . . . at home . . . in these bodies' (p. 325). For Blanche Gelfant, writing in
The American City Novel, the stranger motif reveals: 'feelings of loss and confusion, a lost
hold on identity; having failed to define and objectify themselves, any action may involve
self-contradictions and even self-destruction.'88 In Jill Rips, the male characters' fear of
women's sexuality betrays such a problematized subject. In "'The Uncanny', Freud
discusses the way self and place interact to impart a psychological sense of unease. A
male's fear of the 'place’ represented by the female genitals reveals his own psychopathy:
'neurotic men declare that they feel there is something uncanny about the female genital
organs. This Unheimlich place, however, is the entrance to the former Heim (home) of all
human beings'.89 In the feminized space of the narrative, in which women are predators

from 'the dark kingdom', sex reveals sublimated male transgression rather than female evil.

In the climactic chapter of the novel, 'Cold Malcolm', a revelation of male
transgression connects Calvinism and masochism. In this chapter, Malcolm, Murray
Wilson's brother, sleeps with Frances, who, with the help of her half-sister Irene
(Malcolm's wife), is the infamous 'Jill'. The sexual encounter has more significance to the
‘mystery’ of the novel than the denouement of the crime itself. During their encounter the
narrative suddenly slides from a relatively detached third-person point of view to a
hallucinatory stream of consciousness. The oblique yet richly symbolical narrative
describes the sexual act: 'he held a naked body in his arms and went forward through the
passage that pulsed like a living thing' (p. 265). Malcolm's words prophetically describe a
journey he will later make with Frances. After this scene, a third person murders Frances
and ties her body to Malcolm, abandoning them in a tunnel (the sexual symbolism is clear),
through which Malcolm must drag himself, with the corpse, to safety. During the sexual act
itself, Malcolm imagines a Miss Geddie, who personifies the Calvinistic 'terrors of law and
of God' in her characterization as an 'ice giant' (p. 265). Such coldness is integral to
Deleuze's delineation of masochism, summed up, he has suggested, in a 'trinity' of 'cold—

maternal—severe, icy—sentimental—cruel'. Deleuze contrasts the icy 'apathy' of sadism to
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a masochistic coldness 'that is not the negation of feeling but rather the disavowal of
sensuality'.%0 In Jill Rips, Miss Geddie's icy Calvinistic grip makes this sexual experience
a punishment: 'he saw [Miss Geddie's] hand . . . colder than anyone could live and bear,
anguish, spears of ice thrust in him' (p. 265). A similar connection with religion and
masochism is made in Sacher-Masoch's Venus in Furs. This novel's protagonist, Severin,
says: 'Venus must hide herself in a vast fur lest she catch cold in our abstract northern
clime, in the icy realm of Christianity'.%1 In Deleuze's analysis of the novel's delineation of
masochism, coldness signifies a 'catastrophe’ of consciousness: 'Masochistic coldness
represents the freezing point, the point of dialectical transmutation . . . . [A] sentimentality

radiates in turn through the ice as the generative principle of new order'.92

In Jill Rips, the pain of punishment is transformed through Malcolm so that he
becomes its receiver as well as its perpetrator, and he 'stabs' at Frances. At the moment of
climax, Malcolm resexualizes himself by regression to a child. At this moment he also
attempts to claim his identity as a 'man’. In this dark space of multiple possibilities for
masculine identity (like Laidlaw's tenement), Malcolm receives a shock of self-revelation:

Frances came on top of him, her fault her fault, and was colder
than any ice, colder than regret colder than righteousness,
colder than Miss Geddie when you were naughty hide all my
transgressions from view . . . not naughty, a man, not to be
frightened by their bogeys by their lies, the I thing, melting in
Frances, listen for the truth in the dark, holding darkness in

his hands, her lips open over him . . . he choked on the
foulness of her breath. (p. 266)

Malcolm's revelation shows him the nature of his own transgression and his own
transgressive being, illuminated against female darkness. Fusion with Frances causes
Malcolm to experience the loss of self and the experience of the transcendent other. In this
moment of continuity, a truth is revealed to him. What it is that women are concealing is
male transgression, (‘hide all my transgressions from view'") repressed under the cold grip
of Calvinism. The 'dialectical transmutation' described by Deleuze reveals both male
perversion and vulnerability, yet the cold Calvinism that represses it also protects it. As

Deleuze suggests: 'The coldness is both protective milieu and medium, cocoon and vehicle:
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it protects supersensual sentimentality as inner life, and expresses it as external order, as
wrath and severity'.93 Indeed, in Jill Rips, the violent patriarchal order of the city is

restored.

Frances, mutilator and murderer of men, is killed at the end of the novel. Her
corpse is tied to a man and left in a deserted tunnel. Her death is necessary, fulfilling the
obligatory resolution of transgression in the convention of the detective story. Obese Mary,
another hideous imposition on male space, is also killed. The scope of the detective novel
disallows anything more than the revelation of the sexual inversion, and female vengeance
cannot be sustained. Revelationary self-knowledge is glimpsed but cannot be upheld or
maintained. The space that is opened out by Frances's and Mary's apparent transgressions,
in which orders of gender and class are corrupted, close back in again. In the last lines of
the novel, Murray Wilson enters his mother's house. Malcolm is ill in bed and Murray is
blamed for threatening and raping his brother's wife. This is not true, but merely Irene's
cover for a guilty escape. Mrs Wilson 'beat at him with brittle fists of folded bones' (p.
329), and he retreats to a small room. There, trapped within the insecurity imposed upon
him by his mother's rejection of him he presses his forehead against the window and looks
in vain for 'the woman linking her husband and son at a set table' in the house opposite.
This traditional ideal of a female figure uniting the boy and the man, the male dichotomized
as innocence and experience, does not exist in Glasgow: 'There was no way of seeing her

from where he was' (p. 330).

Concluding Remarks

A reading of an urban woman in terms of her function as a Jungian anima elucidates
the nature of the male protagonist's search for transcendence in the psychological terms of
the novel, yet it does not adequately engage with the 'realistic' aspect of the novel and the
disturbing 'real’ situation of women that it represents. In the final three texts considered in
this study, the actual death of a female character opens up an exploration of a masculine

psyche yet, this reality also proves to be the limitation of such an exploration. Stephen
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Heath notes in regard to a similar technique used in Jekyll and Hyde, which begins with the
trampling of a girl: 'The story starts from the exclusion of the woman which is the
condition of a questioning of the man and also its limitation the specifics of difference are
pulled back into general themes'.%# In Deleuze's delineation of masochism as being
‘animated by a dialectical spirit' toward an imagined 'Ideal’, a masochistic mode belongs to
a fantastic rather than a realistic world. In the fantastic realms of Lindsay's Arcturus and
MacDonald's Lilith, identities are transgressed and reconfigured. The evil encountered in
such realms is, in Jung's terms, necessary for a goal of unification. However, in the realist
context of the urban novel, and particularly the detective novel, it appears that, even when
the crime is solved the protagonist is unable to attain totality or wholeness. Masculine
identity remains dictated by social convention and bound to a phallocentric male sovereignty

that is not reconciled to its own alterity.

In the three texts discussed in this chapter, a decentred, or non-unified protagonist
enabled an exploration of ‘powerlessness', yet reaffirmed, however internally fractured, a
socially acceptable, patriarchal stereotype. In Young Adam, Joe Taylor's solipsism is
fraught with his sense of discontinuity and self-disintegration yet he continually maintains a
persona of sexual potency. The hero of the title in Laidlaw is identified with the killer
through their relationship with the city and their feminization, yet his lawful authority
reasserts itself in the end, however humanely. In Jill Rips, Jack the Ripper becomes a Jill
who illuminates male transgression through her own apparently innate evil that must be
brought to justice. In Wilkerson's consideration of the philosophy of Deleuzean
masochism, she does not fail to address the politically problematic inscription of female
characters. In Wilkerson's view, a decentring of a male subject has two outcomes in respect
to the consequential 'enfolding' of masculine and feminine:

On the one hand, insofar as the subject maintains an ebb and
flow between its masculine gender and the feminine gender, it
can be seen as an undoing of binary oppositions and dualistic
modes of thought by creating a fluid and diffuse space where
the subject relinquishes its universal status and opens itself up
to alterity . . . . On the other hand, however, the enfolding
can be viewed as an appropriation and a maintaining of the

feminine — which has always been presented in the Western
(phallocentric) philosophical tradition as the de-centred, the
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lacking agency, the outside, self-annihilation — in order to
re-present the (male) subject as a disappearing (subversive)
entity.95

Thus, a radical individuality free of the insecurity and aggression Craig ascribes the
Scottish male is not catalysed. The use of a female character to decategorize and explore
male gender serves, according to Patricia Waugh (quoted by Wilkerson), to merely
'reinforce rather than go outside the patriarchal logic. . . . [I]t continues to empty women of
any true materiality, transforming them into Woman . . . an entity in service of a masculine
space of the sacred'.% In the non-realist readings explored in this chapter, a Deleuzean
'dialectical-imaginative' masochistic mode may enable a female side of a man's nature to
enact a mock destruction of his masculine persona so that unification may be possible. The
ideal towards which the male moves is not from a gender-based division to unification, but
to a reassertion of a socially conditioned male identity, within which is a more pressing
struggle between hero and monster. In this respect Berthold Schoene-Harwood has
remarked: 'Phallocentric thought effects a selective disembodiment of man . . . . It
champions an ideal of self-centred, monologic and divisive autonomy over principles of
communal dialogue and togetherness'.97 In Schoene-Harwood's view, the achievement of
The Wasp Factory lies in its engagement with a gendered alterity not possible within the
conventions and expectations of a realist text:

Banks urges traditional man to open up to what he has learned

categorically to exclude from his psychological make-up.

What is abject to the patriarchal system may not necessarily be

abject to the individual male. On the contrary . . . what man is

conditioned to regard with (self-) loathing may begin to
initiate processes of genuine self-authentication.?8

Such a process of authentication based on, to use Berthold-Schoene's term, a
'regenerative chaos', is explored in other recent works of Scottish fiction which, like The
Wasp Factory, successfully blend realism and non-realism. In Irvine Welsh's Marabou
Stork Nightmares (1995), for example, a victimized woman literally forces her rapist to

open his eyes to his feminine self by cutting off his eye-lids and his penis. In Alan
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Warner's novel, Morvern Callar (1995) the male author has killed himself on the first page,
and the narrative is handed over to Morvern, his girlfriend. It must be noted, however, that
these examples of male dismemberment and resexualization are not specifically urban.
There is also a strong emphasis on the fantastic represented in the comatose journeying of
Welsh's character through South-African dream-landscapes, and in the projection of erotic
male fantasy onto the female characters who are thus only apparently free of male
authorship in Morvern Callar. The questioning of identity through a masochistic mode in an
urban context may be seen in John Burnside's The Mercy Boys (1999), although the city
itself does not play a part in the events that unfold. The theme is more subtly wrought in the
Glasgow of A. L. Kennedy's Looking for the Possible Dance (1993), in which one of its
characters, Colin, is crucified to the floor, as well as in So I am Glad (1995), where the
protagonist, Jennifer, uncharacteristically loses self-control and whips her boyfriend

senseless.

This thesis begins by opening  one door, Lanark, and it ends by opening another.

There is ample scope for a study of the female experience of the city in Scottish literature.
Significant work is beginning on individual writers, particularly in the critical collection, A
History of Scottish Women's Writing (1997). There is a necessity, however, for further
research of the urban visions of, for example, Sarah Tytler, Dot Allen, Jessie Kesson,
Catherine Carswell, Willa Muir, Elspeth Davie and Emma Tennant which might provide a
companion-piece to the male experiences of the city introduced in this thesis. Such a study
may curb further criticism of the type seen, for example, in Robert Elliot's essay, 'Women,
Glasgow, and the Novel"

Women novelists have approached the city half-heartedly . . .

[Male novelists] have given us the slums, the shipyards,

politics, commercial greed, pride and craftsmanship, the

women novelists have tiptoed round the edge: a new dress, a
wedding, a pining heart, but little more.9

Just as this thesis shows that male writers given us psychological and spiritual concerns

other than just the outward and economic vision of the city suggested by Elliot, a similar
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revisionary approach to the representation of a female subjectification of the city may take a

comment made by Julia Kristeva as a starting-point:

It's more difficult for women to get out of hell, this descent:
Orpheus manages it but Eurydice didn't.100
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CONCLUSION

This thesis has argued and illustrated three main contentions. Firstly, it has traced a
tradition of Scottish urban literature hitherto denied or deemed a failure. Secondly, the
tradition thus delineated is not merely realist, but interweaves realist and non-realist modes
dialectically in an aim to reveal and recuperate negativity and thus achieve transcendence.
Thirdly, Alexander Trocchi is pivotal within this tradition. The concerns he expresses with
respect to urban selfhood and transgressive modes of self-realization exert a gravitational
pull which brings into focus a line of inheritance that links nineteenth-century realism and

fantasy with late twentieth-century city writing.

The tradition of urban literature that is traced through the course of this study is not
limited to a realistic mode of expression. To read the Scottish urban novel exclusively in
terms of realism is merely to engage with the surfaces of the city and of the protagonist who
inhabits it. A surface reading invariably encounters areas of failure, lack and absence. In the
view of predominant critical evaluations, such areas of non-meaning represent the failure of
the text to fulfil the unitary vision toward which realist narrative conventionally moves. Yet
the novels themselves point toward the inadequacy of such a way of reading. In
Stevenson's Jekyll and Hyde, for example, appearances are shown to be an unreliable
indication of what lies beneath; in Muir's Poor Tom, the city appears punctured with holes
that expose an infinite, vacuous, underlying realm; and in Trocchi's Cain's Book, the
reflection of the protagonist in water and in mirrors does not reveal tangible form, but the

dispersal and disintegration of appearances.

Such recognition of deficiency or lack at the realistic level of the novel catalyses the
protagonist's quest for meaning within metaphysical or psychological depths. The
phenomenological reading demanded by Trocchi's works, in particular Cain's Book, has
provided strategies with which to open out the realist representation of the city in the other

novels considered in this thesis. Further, the influence of Continental and expatriate writers
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such as Beckett, Kafka, Sartre, Camus and Sade in Trocchi's works is tenacious. This
tenacity prompts the critical strategies used in this thesis. Such opening procedures, applied
to Trocchi's works, are extended to the other novels explored in this thesis, in which
metaphysical concerns are less obviously drawn. Recontextualized within modernist,
Continental paradigms, the Scottish city is seen to function as the controlling metaphor for

the metaphysical concerns of its perceiving subject.

To break the texts and their characters loose from, and out of, the confinements of a
strongly endorsed realist tradition, and to allow them their own self-defined explorations

and expressions, has been a major purpose of this thesis.

Intertextuality is one way in which the self-referential enclosure of Scottish realism
may be broken.! In The Shipbuilders, for example, a copy of Joyce's Ulysses peeks out
from a pile of books on Leslie Pagan's coffee table; in Laidlaw, copies of Unamuno and
Kierkegaard are kept in Laidlaw's desk drawer; and in The Dear Green Place, Mat Craig
describes both his fascination and discomfort toward the spiritual exoticism of 'Pound,
Joyce, Eliot, Cummings, and especially Yeats'.2 If such names are furtively introduced into
the worlds of these novels, it is because they represent modes of self-expression that are
considered sinful and excessive within their Calvinistic frame of reference. In the religious
paradigm given by St Augustine in The City of God, for instance, noted in chapter one, the
material city is inhabited by the fallen, who believe that they, not God, are the centre of
meaning. As well as the religious frame, there is, conspicuously, a rigidly economic
structure too. So, correspondingly, in the working-class terms most notably seen in
Barke's Major Operation, discussed in chapter two, self-consciousness is considered to be

hostile to the socialist ideal of collective identity and strength in unity.

The protagonist's engagement with hitherto repressed depth connects him with the
most abject and negative aspects of himself, reflected in the pathological topos of the
industrialized city. In the self-contained universe of the self/city, the weight of the

protagonist's self-scrutiny causes him to bifurcate into both subject and object. This
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fragmentation is implicit in Shadow's social tract, Midnight Scenes, and is made explicit in
the fantastic visions of Oliphant's "The Land of Darkness' and MacDonald's Lilith. In the
socialist realism of Barke's Major Operation and Gaitens's Dance of the Apprentices,
introspection is described as a 'cancer'. It is an insidious, proliferative and destructive
disease. Philosophical rumination may be allowed expression in a fantastic mode but is
deemed inappropriate and inadvisable in a realist (con)text. The dismemberment motif that
extends across realistic and fantastic urban visions alike, from Oliphant's 'Land of
Darkness' and Davidson's Vivisector through to Barke's Major Operation, Hind's The
Dear Green Place and the crime thrillers of William Mcllvanney and Frederic Lindsay,
ruptures and decentres unitary forms of reality in order to distil metaphysical truth. In the
overtly psychological realm of the fantastic genre, urban secularization is the cause of
laceration and the painful self-exposure of the sinful self, abandoned by God. In the
development of the dismemberment motif in twentieth-century works, however, social
injustice supersedes moral conceptions of sin. Images of laceration are recuperated to

signify, paradoxically, a quasi-religious martyrdom and god-like resurrection.

The hero's consciousness of his innate monstrousness is shown to be crucial in
order to achieve resurrection, or transcendence. This is seen in the reading, suggested in
this thesis, of Mr Hyde as a subjective and 'artistic' force; in Trocchi's identification with
Cain and the Minotaur; and in the protagonists discussed in chapter seven, who deploy
masochistic fantasy to explore alterities of male identification. In each of these cases,
transgressive modes of being are deliberately evoked in order to explore that which is
impossible within the moral and economic constraints of urban social reality.
Transcendence is not to be gained from an Icarian or Thesean flight away from the
labyrinthine city. Instead, the heroic act lies in walking, eviscerated, through its dark
corridors. The hero in these vertiginous locations is necessarily a pedestrian. He is not a
professional walker of the city in the manner of a Baudelairean fldneur. The Scottish hero is
an amateur, like Dante's innocent, questing poet in L'Inferno, although without Dante's
Virgil and a literary tradition to guide him. In the evocation of the city as Dante's Hell seen,

for example in Poor Tom, discussed in chapter four, walking rather than public transport
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brings Tom and Mansie closest to self-realization. For to walk is to map oneself at the same
time as one maps the city. By tracing the city's streets the hero threads himself into its
physical structure while creating and limiting his own configuration. The urban nature of
the hero's identity attests to a subjectivity which, like that of the Minotaur, lies outside of
reason. The quest for transcendence is inextricable from the realization of the hero's own
sin and guilt. Significantly, however, the hero's movement through the labyrinthine city is
transcribed in the linear form of his narrative, and thus the quest for subjectivity is also

inextricable from its objectification in language.

The division of the city, the text and the individual into both subject and object
betokens struggle rather than reconciliation. The texts surveyed in this study delineate two
interdependent yet contradictory modes of transcendence. The protagonist desires sovereign
identification. This autonomy is achieved in radical difference from place. However, the
protagonist equally longs for a social or collective sense of identity, in which he is united
with place. The hero who carries this duality inhabits space precariously as he contends
with his desire for both rupture and enclosure. Inflections of this tension are represented by
the protagonist's perception of, and movement through, urban space. Each of the novels
studied here is dialectically constructed by activities of opening and closing, of the
transgression of boundaries demarcating inside and outside, and in upward and downward
movement. For example, Joe Necchi, in Cain's Book, is aware of the dangers of unlimited
freedom away from 'realist' structures when he muses: 'I often wondered how far out a
man could go without being obliterated'.3 The allure of Necchi's invocation to spatial
immensity lies in its dangers. However, for the protagonists of Muir's Poor Tom and
Kelman's Busconductor Hines, for example, the expansiveness afforded by epiphany and
exotic fantasy respectively brings the threat of self-dispersal. Obversely, in Gaitens's Dance
of the Apprentices and Hind's The Dear Green Place, discussed in chapter six, each
protagonist's subjectification of material reality serves to both objectify themselves and

'derealize' space. By this inversion, space threatens to smother and consume them.
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It is clearly evident that such struggle, convolution and contradiction are integral to
the unique tradition of Scottish urban literature proposed in this thesis. These tensions
contribute to the vitality of the writing as well as to its heaviness. According to Edwin
Muir, it is a literature 'struggling into being', thus generating a dialectic of open and closed:

The literature of the past is always greater and sounder than a
literature, however great, struggling into being in one's own
time; for in literature completeness is health and

incompleteness sickness: and the age in which a man lives will
always appear a little pathological 4

In the terms of this struggle as it is seen in each of the works discussed in this thesis,
'reality’ is not considered to be conducive to thought and expression in a state of whole
'completeness'; it is, rather, subverted, conditional, and polyphonic. Yet transcendence is
not achieved solely by recourse to a non-realist realm or way of seeing. The protagonist
also desires, and requires, collective and unified identity within the cognitive frame of the
symbolic order. In this respect, it is important to reiterate the point made in the introduction
to this thesis. The argument made here, of the crucial role of non-realism to the urban
tradition, in no way intends to disconnect metaphysical concerns from the realism that both
prompts and grounds them. Indeed, the limits imposed by realism are shown to be essential
for transcendence. For Mat Craig, in The Dear Green Place, such enclosure defines the idea
of human consciousness. It is the flashing moment in which one's own death is realized,
the 'horror of a possible combination of consciousness and the irrevocable state of death'.
Similarly, the danger of enclosure is important for Alasdair Gray's Jock McLeish, who
says in 1982 Janine, 'the moment when the trap starts closing . . . is the moment when we

change things'.6

Due to the tenacity of reality in Scottish fiction, the fragmentation of The Waste
Land or the anarchic excesses of William S. Burroughs's Cities of the Red Night are not
possible. Although the narrative of Cain's Book hovers at the edge of incoherence it is not
quite allowed to break up. In this respect, realism functions as a counterbalance. If, in the
texts considered in this thesis, language, society, the symbolic order, reality, religious and

economic ideologies signify enclosure, containment, restriction, and repress self-
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realization, they are also ballasts. The weight they provide allows for the magnitude of
achievement in the possible transgression of their own securities. The transgressive modes
of experience and identity which are appropriate to the city require that a limit or a boundary
be crossed. In this way, the individual may delineate himself and, in this realization, he
may transcend delineation. Edwin Morgan writes in an essay, 'Glasgow Writing', that
'straightforward narrative realism in fiction or poetry, though very fine, should not be
allowed to become a be-all and end-all. There must be interstices, at the very least, for the

imagination'.

To circle back to the three contentions made in the opening paragraph of this
conclusion, we may now, in the light of the present summary, define them more

specifically.

Firstly, in the application of the term 'tradition' to urban literature, I do not wish to
denote a sense of rigidity or convention; rather, I hope that this tradition has become
perceptible through the dialectical constructions considered throughout this thesis. In this
respect, it accords with a definition offered by Edwin Muir: 'tradition is a thing which is
forever being worked out anew and recreated by the free activity of the artist . . . [Tradition
is] a living perpetuation'.8 My thesis has attempted to describe accurately the ways in which
particular artists, in particular texts, have painfully 'worked out anew and recreated' this
tradition. While we can now identify it more clearly in retrospect, I hope I have shown that
it was in the work of these writers that the tradition was wrought; it is not merely an
imaginary retrospective construction. It is not a tradition in which nostalgia has any

important place.

Secondly, this tradition is not merely realist, but is informed by the concerns of the
protagonist for transcendence. This can only be fully elucidated by a metaphysical reading
of the text. In the conventional idiom of the mythic or Romantic quest, transcendence is
defined as a pre-lapsarian unity or a Hegelian reconciliation of self, 'at home with itself in

its otherness'.? In the Scottish tradition, however, transcendence is not a place or a state of
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being. Transcendence is movement itself, or '‘becoming'. Indeed, the etymology of
'transcendence’ derives from the Latin, 'to climb over'. Thus, meaning (as much as non-
meaning) is found in the point of intersection between the real and the non-real. In spatial
terms, this is represented by liminal areas, thresholds such as doors and windows,
indeterminate or marginal zones, and the fissures of surfaces. These fluid and transgressive
sites, like the murky canals that thread Trocchi's cities, or the Clyde that bisects the
Glasgow described by Blake, Gaitens or Hind, allow for passage between place and

experience.

Finally, in the words of Trocchi, whose works have been shown as central to the
tenets of the tradition explicated here: 'We must reject the conventional fiction of
"unchanging human nature". There is in fact no such permanence anywhere. There is only

becoming.'10
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1 See, for instance, Witschi's description of urban Scottish fiction before Lanark as 'outdated': 'Only a brief
glance across the ocean could have taught the authors concerned some new and interesting literary
techniques. Yet instead of "looking outward", to the literatures of Europe or the U. S. A., the authors of the
Glasgow school of crisis kept "looking inward", returning to the same themes over and over again' (Witschi
1991, p. 51).

2 See George Blake's The Shipbuilders, p. 21; William Mcllvanney's Laidlaw, p. 9; Archie Hind's The Dear
Green Place, p. 72.

3 Cain's Book, p. 13.

4 Edwin Muir, 'The Meaning of Romanticism' [1923-24] Chapman, 49, IX:6 (Summer 1987), 1-10 (1)

5 The Dear Green Place, p. 112.

6 1982 Janine, p. 194.

7 Edwin Morgan, 'Glasgow Writing', Books in Scotland, 15 (October 1984), 4-6 (5).

8 Edwin Muir, Transition: Essays on Contemporary Literature (London: The Hogarth Press, 1926), p. 133.
9 Hegel, quoted by M. H. Abrams in Natural Supernaturalism, p. 230.

10 Alexander Trocchi, Invisible Insurrection of a Million Minds', in A Life in Pieces, pp. 164-176 (p.
165).
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