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Abstract

This thesis is a study of the key novels of laimBaand James Kelman in the light of
Jean Paul Sartre’s theories of existentialism #@rdature as set out in his 1949 literary
manifesto Literature and ExistentialismBy comparing and contrasting these two
contemporary Scottish writers with reference tar@ar ideas, valuable insights into their
fiction and their Scottish literary context may bained. Sartre’s existentialism is
primarily concerned with the potential of the apgrdly alienated subjective individual to
influence and affect wider society. His theory wérature focuses specifically on the
relationship between the writer, the reader andsthmal context of both, so the thesis
will consider not only the novels of Banks and Kafbut also the social context of their
writing and the critical reaction to it. The thesss structured as an examination of
Kelman and Banks in terms of their depictions afss| politics (both economic and

social), gender, religion and ideas of morality.

The introduction explains the reasons for chooSagre’sLiterature and Existentialism
as the critical basis of the thesis and the contexthich his theories were formed. A
brief overview of existentialism precedes consitderaof the specific argument that
Sartre proffers in terms of the relationship betwdes existentialist thought and
literature. As a novelist himself, as well as aitpm@lly committed intellectual and
existential philosopher, Sartre believed that themes a strong connection between
literature and philosophy. His ideas about litematand existentialism therefore have the
authority of a novelist's experience of writing @a®ll as those of a philosopher and
critical thinker. | subsequently explain why | haslgosen lain Banks and James Kelman
as the literary focus of the thesis. Both are pn@ently novelists who have expressed
political and, in some senses, philosophical, iddas link them implicitly to Sartre’s
writings. Neither makes extensive or overt acknolgiment of Sartre, but approaching
them and their work from the Sartrean perspecsv#iuminating because it highlights
what drives their main protagonists as well asrtbain motivation for writing. Using
Sartre’s claims for the importance of literaturenag starting point | consider not only

their writing but also what has inspired their wankterms of their political, social and



ethical beliefs, examining the reaction to theirkydoth from critics and in their own

self-reflective comment.

Chapter One examines in greater detail the ideasowse in the introduction, with
reference to the idea of the ‘engaged writer’. Tikia specific term which derives from
Sartre’s claim that the ‘engaged writer knows hisrdg are actions’. The chapter
examines Sartre’s definition of the writer and #nr@er’s role in society. This definition
is applied to lain Banks and James Kelman withregfee to their artistic reaction to the
world post 9/11 in Banks’ noveBead Airand The Steep Approach to Garbadaled
Kelman’sYou Have to Be Careful in the Land of the FrBlge chapter analyses what can
be gleaned from their differences and similaritidgen writing about the same subject
and concludes that both writers, for all their appé contrasts in terms of style and
aesthetic, understand that the relationship betweader and writer is one which can

promote social and political change, thus fulfdgiiBartre’s definition.

Chapter Two focuses on Banks’ and Kelman’s readtion specific political situation
and widens the scope to look at the political ctanéhat both Banks and Kelman deal
with in their fiction. Kelman (born 1946) and Ban§isorn 1954) are of a generation of
Scottish artists who have reacted to a particuladiatile time in Scottish politics. By
looking at their personal comment upon it | invgste the culture that produced their
writing, and how relevant their respective reaciovere. For this, particular attention is
paid to Banks'Complicityand Kelman'sHow Late it Was, How Latm a discussion of
the role of the writer in political debate and imder society. In these and other novels
both writers not only provide reportage on the tdi of the time, but, through their
fiction, as ‘engaged writers’, directly challendeetmainstream contemporary political

ideology.

Chapter Three moves on from questions of politicednsider the writer and morality.
For Sartre, the question of personal morality istia to the writer’'s reason for writing.
He believed not only that an individual writer’s rabsense is evident in their fiction, but
also that the reader likewise learns about therenmient that created that moral

sensibility, specifically in their respective commity. In this chapter questions are



therefore asked about the transmission of ideasdeads through the act of Banks’ and
Kelman’s writing, as well as questioning what tretune of morality is. In their fiction
Banks and Kelman deal with the individual, the edtlive (with reference to religion, art,
class and philosophy) and further related questafnsocial and political morality by
placing their characters outside the socially ammemorm, and offering a critique of
those norms in their depiction of those character€umstances and actions. In ways
that invite comparison with Sartre’s stated idelagua the link between an individual's
writing and personal morality, both writers offevnsidered moral, social and political
ideas and ideals that they believe will change itiddvidual reader, and the wider
collective, for the better.

Chapter Four examines the question of Scottish nfiagy and femininity as expressed
in the novels of Banks and Kelman. This examinatsorelated to the ideas discussed in
the previous two chapters with reference to howtrpgals of men and women in
literature reflect the connection between gendet annation’s political and social
systems in a Scottish context. Said depictionsrriogate the politics, morals and
aesthetics of the writers’ work. Banks and Kelméeraifferent, but related, critiques of
the masculine and feminine stereotypes in ScottBhtish, and Anglo-American
conventions. Their creation of male and female attars thus exemplifies the politics

and aesthetics of their writing and the naturéhefrt‘engagement’.

Chapter Five looks more closely at Sartre’s theomeéth specific reference to the
individual writer’'s aesthetic, the individual readeaesthetic and the idea of shared
aesthetic values between both. This is done witlseclanalysis of how Banks’ and
Kelman’s writing has changed over the years, andbing so this analysis asks to what
extent one writer can be said to be ‘artisticallypexior to’, or more ‘aesthetically
pleasing than’, another. The expectations of tlaglee and the writer are discussed with
reference to Sartre’s specific definition of theiter's aesthetic, and this definition is
applied to Banks and Kelman to ascertain what we learn from their respective
aesthetics. Both writer and reader are requirectéate an ‘objective reality’, a process
by which Banks, Kelman and Sartre implicitly, aramhn&times explicitly, propose the

recognition of ‘human freedom’ as its ultimate aim.



-V -

Chapter Six posits that comparison with a numberthadir contemporaries will
demonstrate that, while Banks and Kelman are nstgelvtho notably benefit from such
critical exposition, Sartre’s ideas are perenniedigvant and insightful when considering
writers in a political, social and ethical conteXtmongst modern Scottish writers Banks
and Kelman are pre-eminently ‘engaged’ writers witbral responsibilities, as Sartre
believes all writers should be, and their engagémemains morally, politically and
aesthetically committed and challenging, yet operfutther revision and development.
Over and above applying Sartrean literary philogofghBanks and Kelman this thesis
therefore also offers a model of literary criticisinat can be applied to a number of other
contemporary Scottish authors.

In conclusion, this thesis suggests that Sartieeories of literature can assist in the
attempt to better understand the value of the wiitesociety, and of Kelman and Banks
in particular. The comparison and contrast betwanks and Kelman makes clear the
importance of contextualising the individual writaot only with the work of their
contemporaries, but with the time, place and pmsiin which they are writing. The
intention of the thesis is to discover how Sartrd&as of existentialism and literature can
be applied to writers and their work in a way talidws ‘the critic’ to analyse both the
novelist’s fictional technique and to gauge theueadf their role in society — in other
words, how Sartre’s theories allow us to bettereusind the individual writer in a

social, political and moral context, both natiopahd internationally.
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Introduction: Existentialism and the Writer

A fictional technique always relates back to thealist's metaphysics. The critic's
task is to define the latter before evaluatingftivener. (Jean Paul Sartre, ‘On the
Sound and the Fury: Time in the Work of Faulkné8Z9))*

Existentialism is a word that avoids easy defimti®heOxford English Dictionargives

the following:
existentialism: a doctrine that concentrates on the existenceeoiniividual, who,
being free and responsible, is held to be what laé&es himself by the self-
development of his essence through acts of the(willch, in the Christian form of
the theory, leads to God).

The Chambers Dictionarylefinition is:

existentialismnouna philosophy that emphasises freedom of choicepansbnal
responsibility for one’s own actions, which creatge’s own moral values and
determine one’s futur®,

Such definitions are of limited application, altighuthey do point to the key aspects of
all existential thought, namely the existence @f ithidividual, that the said individual has
free will, and is therefore responsible for hishar actions. These three ‘existential
truths’ make evident that existentialism is coneerwith freeing the individual from
society’s apparent constraints.

Further understanding can be found by brief exation not only of what the
existentialists believed, but what they were agafixistentialism is generally opposed
to rationalist and empiricist doctrines that assuimgt the universe is a determined,
ordered system intelligible to the contemplativesatver who can discover the natural
laws that govern all beings and the role of rea®the power guiding human activify.’
If there can be said to be a uniting central ided &pplies to all existentialists it is that it
IS a mistake to concentrate on discovering objedtivths about man’s place in the world
as that world is singularly defined by the subjezindividual, and as such — according to
existentialism - the examination of the self mustobimary. Philosophical terminology is
often problematic, especially when it involves atterpt to group individual
philosophers together. In tiactionary of the History of Ideake situation, with specific
regard to existentialism, is addressed as follows:
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A philosophical movement is often named not bygh#osophers who are taken to
be its representatives, but rather by its oppondmntsthose who observe from
outside a community of thought amongst certainkiéyis, and who give name to
what they regard as a trend in order to be abteftde or attack it.
Groupings are often made in terms of place and,timeexample the Ancient Greek
philosophers or the Scottish Enlightenment philbsog, or literary groups such as the
Hobsbaum group or the Chemical Generation, buttdkes little account of what the
individual members of these groups actually belieaed the variety of their approaches,
which are often fundamentally different. Once airdgbn or statement regarding a
philosophical movement has been made, the tendenty apply the term not only to
philosophers of the day but also those who cameréefind to force inclusion upon
them. This reflects a common desire to show thathilstory of ideas follows a linear
pattern where all the dots can be joined togethemore or less an ascending line of
knowledge. History shows that there is a generaldéacy to group disparate
philosophers and their theories under one convenierbrella. This is a particularly
keenly-felt problem with the ‘existentialists’, maof whom would have argued keenly
about their individual beliefs and ideologies. Thastential label is one which implicitly
allows for such a breadth of ideas. As set ouh&definitions at the beginning of this
introduction, existential theory is primarily comsed with the existence of the
individual, and the freedom that accompanies saitstence, and this became a
convenient label with which to apply to philosophewnriters and artists who did not fit
easily into other ideological and artistic categseri
Existentialism was never an organized movementwaigta loose grouping of like-
thinking people who found that analyses given by writers discussed (Soren
Kierkegaard, Martin Heidegger, Jean Paul Sartreeappropriate to the historical

circumstances in which they found themselves. la sense there have been as
many existentialisms as existentialits.

This individualism of thought, which speaks of a@eadlogy that belongs exclusively to
the self, is only to be expected. Freedom of woll &ll means that every individual's
choices make them unique, but this opposes martgratawish to belong, which

encourages individuals to look for similarities het than embrace differences. This

paradox is at the heart of existentialism and pglieation to the world, but it should not
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stop us from examining what were the differenced similarities of those who were

considered existentialists.

It is believed that French philosopher Gabriel &hrfirst coined the term
‘existential’ in 1943’ although the term has been applied retrospectit@lynclude
thinkers such as Soren Kierkegaard, Friedrich Nate, Martin Heidegger; it has also
been applied to Marcel’s peers Jean Paul Sarmegr& de Beauvoir and Albert Canfus.
(Camus certainly did not consider himself an exigédist, although this did not stop
others from doing so. Sartre originally preferred term ‘phenomenological ontology’,
although later he embraced the tefmBome commentators also include the
phenomenologists Edmund Husserl and Marcel MerlPaaty. There are marked
differences between all of the above. Some, suclKiagkegaard and Marcel, were
devoted Christians, while others, including Heidaggnd Sartre, were avowed atheists.
Since existentialism is concerned with the indialdsuch differences should not only be
expected, but can be considered necessary to thesqgbthy. The possibilities for

difference are innumerable.

It can be argued that all existentialist philospptan be traced back to René
Descartes and his belief that the only thing hddcbe certain of was his own existence.
Descartes’ claim, first expressed nscourse on Method and The Meditatiptisat 1
am, | existis necessarily true, every time | express itamaeive of it in my mind’ has
been simplified to the pithy ‘I think, thereforein’*® Taking this certainty as ‘truth’ the
philosophers that followed used it as a startinmpim examine what, if anything, could
be said about ‘the human being’, ‘human nature’ #red existence, or otherwise, of a
God. In his bookThe Sartre DictionaryGary Cox describes how Sartre acknowledged
the debt he and other existentialists owed to Désta

Perhaps the major preoccupation of Continentalopbjphy since Descartes has

been to identify and overcome the problems of hialidm and offer a more

coherent philosophy of mind. Sartre is part of théslition. He describes himself as

a post-Cartesian, acknowledging Descartes as thelé of the debate in which he
is engaged?

To oversimplify the issue, we might say that thenowon theme to all of the existential

philosophers and writers is that they are concermgth ‘existence’ and ‘truth’.
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‘Existence’ may refer to the individual alone, weas ‘truth’ is intrinsically a universal
proposition, addressing the ‘existence’ of all induals. It is in the overlapping
relationship between the notions of ‘existence’ dndh’ that existentialism escapes the
twin accusations of being purely a solipsistic engand advocating moral relativism.
This philosophy of existence became the basis @fttistentialist’s concerns, no matter
whether they considered themselves part of sucbllactive or not. The philosophical
questions that concerned ‘the existentialists’ vaetdressed, at least by some, not only in
philosophical writings but also in fiction, dramadato a lesser extent, poetry.

Fiction was the form that seemed best suitedeattistic expression of existential
ideas, which is apt given that Sartre gives it priynmportance as the most suitable way
of transmitting an individual's ideas and idealsmething which will be examined at
length in chapter one. Among the most notable enig&l writers was Sartre himself
whose work as a novelist and playwright, partidylarnth his Roads to Freedortrilogy
and the playsThe Flies(1943) andHuis Clos (1944), explored, through the prism of
literature, many aspects of his existential idéa®ther famous ‘existential’ novelists
include the aforementioned Albert Camus, Franz Kafsamuel Beckett, Scottish
novelist Alexander Trocchi and the term was apphetospectively to Russian writer
Fyodor Dostoevsky. The uniting feature of all okgk writers was that their work
expressed the individual angst that comes fromréadisation that man is free and
responsible for his own actions. Camus’ 1942 ndved Strangeis perhaps the clearest
example of this, where the central character of fgeult murders a man who is unknown
to him. Despite being tried and found guilty Mewdsahows no remorse, and embraces
incarceration as he is physically constrained fracting, a state he welcomes. His
apparent indifference to his actions mean thatsha stranger not only to society, who
cannot understand the reasons, if there can beséie any, behind the murder, but also

from himself.

Other famous texts, such as Beckett's pliting for Godot(1953)® and
Trocchi’'s Young Adan{1957) have similar concerns. In the former ithis fear of what
free will and responsibility mean to the individubbt causes the inaction of the central
characters of Estragon and Vladimir to remain imlaly stasis as they await their

instructions as to what to do from the never pre§€adot. Trocchi’'s novel sees another
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murder and trial, but this time the guilty man, magor Joe, escapes punishment and is
content to watch the trial of the man who is cotedcof his crime. Again it is the lack of
emotion or remorse that is striking as Joe, likeuMault, apparently lacks any moral
imperative to act in a manner that society wouléndemorally suitable. The linking
theme in all of these texts is that if man is feeel responsible then only he can decide
what the concepts of right and wring are and tloeeeffudgment comes from the
individual alone. This echoes one of Sartre’s @ntenets: ‘| am responsible for
everything, in fact, except for my very respongipjlfor I am not the foundation for my
being. Therefore everything takes place as if len@mpelled to be responsibfé.Such
literature portrays a bleak existence that suggdwsexistential life is a painful one

which must be suffered alone, and this is a staietwSartre explicitly acknowledges:

| am abandonedn the world, not in the sense that | might remalandoned and
passive in a hostile universe like a board floatomythe water, but rather in the
sense that | find myself suddenly alone and withwelp, engaged in a world for
which | bear the whole responsibility without beiagle, whatever | do, to tear
myself away from this responsibility for an instant

These novelists exemplify this belief and it is ersfandable that Sartre saw literature as
the most appropriate form for the exchange of idkdsas proved to be the form which
has best expressed his philosophy so it is no de@atto his theory, as set out in his
literary manifestdLiterature and Existentialisni1949),that it is best placed to transmit

an individual's ideas.

My thesis is founded upon Jean Paul Sartre’s pbphy, explicitly his theories of
existentialism and literature. To refer back to epigraph, it can be seen that Sartre
believes that the writer expresses their ‘beingodigh his or her writing, and it is
important to try and decipher how Sartre believes tan be discussed with practical
application. Sartre mentions the role of the critithout stating what sort of critic he has
in mind, and it is important to try and clarify whe is referring to. In fact, it would
appear that there are two separate types of ernticinvolved here, literary and

philosophical.

It could be argued that the literary critic’s taskpredominately to examine the

novelist’'s technique. The philosophical critic’skamay be defined as examining the
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novelist's metaphysics. However, Sartre states‘the critic’s task is to define the latter
while evaluating the former’ and this referencetsingle critic appears to be deliberate.
For Sartre, ‘the critic’, at least in terms of taéure, is one whose task is to examine both
what the writer writes and try and discover whyytheite it, to discovehow meaning is
created rather than what meaning really is. Sartcetic is defined by what he or she
criticises, but cannot be considered to be fulfglitheir role unless they engage with

metaphysics. Both are not only required but necgssa

One of the core beliefs at the heart of Sartretstential philosophy is that
‘existence precedes essence’Ehkistentialism and Humanis(t946) he outlines what he
means by this statement:

What do we mean by saying existence precedes eX&ie mean that first of all

man exists, encounters himself, surges up in thddwe and defines himself

afterwards. If man, as the existentialist sees Bmmot definable, it is because to
begin with he is nothing. He will not be anythingtililater, and then he will be

what he makes of himself. [..] Man is nothing elsé that which he makes of
himself. That is the first principle of existent&h'®

More specifically, that is the first principle ohre’s existentialism, and it is reliant on
his atheism. Since God does not exist, man iscereated’ to any plan. The comparison
that Sartre uses is between man and a paper knifepaper knife is created to do a
specific job. Its essence, its reason for existiagjecided before its existence. Man is
born with no such ‘plan’ in place, therefore heates his own essence, he, through the
free choices he makes, creates himself. If thihéscase, then the writer is primarily
creating his essence through his or her writing thiedcritic can discover more about the

individual by examining both the writing and th@sening behind it.

In Literature and Existentialisr®artre deals specifically with the individual write
his or her work, and the relationship with the exadHe believed that it is in this
relationship that literature becomes concrete. Binalar way as the individual reveals
‘being’ by their relationships with the world, sloetreader is necessary for literature to
‘be’: ‘Authors need the reader’s freedom for theork to exist authentically. Without it,
they will cease to function as authors and theirkwaill fall into obscurity, unread'?

The freedom of the writer and that of the readeat® an imperative for change.
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As a novelist Sartre was in the rare and prividegesition of being theorist and
creative writer. As Stephen Priest states in higioed of Sartre’s Basic Writings
‘Literature is the form in which Sartre expressésdwn philosophy?® Sartre believed
that all actions are free actions, and that wriigign artistic expression of this freedom.
Indeed, Sartre believed that the writer cannot therothan to express this freedom; it is
in the nature of the action, as Iris Murdoch expai‘'Since the novel is an appeal to
freedom, since it presupposes as reader a freethere, would be a sort of contradiction
involved in using the novel to advocate enslavermdiite writer, a free man, addressing
free men, has only one subject — freedoffiLiterature is the perfect vehicle for both the
individual writer and reader to recognise their dngedom and that of each other. Sartre
believes that this relationship between writer aedder is one that promotes further
change in a social context. In his essay ‘Whatiisrature?’ he says: ‘The “engaged”
writer knows that words are action. He knows tbatetveal is to change and that one can

reveal only by planning to chang@".

| examine in detail Sartre’s idea of ‘the engageiter’ in chapter one, but, to
summarise briefly, we can say that when he or sakesithe free choice to write, the
writer is choosing what they believe to be for Hest, both for themselves and for all,
and, if the writer’s actions are convincing, anthibse who read the writing believe in it,
then they may be influenced by the writing to cheahgw they view the world, and their
place in it. This embodies the paradox at the hedrtSartre’s philosophy: the
existentialist is a singular, solitary, self; butiting is an intervention, an address to a
social and trans-historical collection of individsiaWriting presumes both the individual
and the possibility of social change. In 1947 ®awirote the essay ‘We Write for Our
Own Time’ for the French magazihes Temps Moderne8s Sartre comments ifruth
and Existenc€1989), this essay was open to misinterpretatidie Write for Our Own
Time” has been understood to mean writing for prgsent But no, it is writing for a
concrete future defined by each and everyone's$idpars and possibilities of actidf'.
This explanation itself is perhaps a little unclegartre believed that the ‘engaged’ writer
does not write for the present, but does wai®utthe present in the hope that he can

help define this concrete future. As Bernard Hédwy says in his biography of Sartre:
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The committed writer is the one who, with firmnessolution and clarity, decides
to address himself, not to some future, distanckthos fantasized period, but to
the very time whose contemporary he is. He is the who, not satisfied with

speakingaboutthis time which is his, takes the decision to &p&aofor it.*

This concentration on the contemporary is one ef itajor reasons for choosing to
examine James Kelman (born Glasgow 9/6/1946) an®Blanks (born Dunfermline, Fife
16/2/1954) in this thesis. Using Sartre’s claims Vigiting as my starting point | will
examine these two contemporary writers who writetieir own time, in ‘our own time’.

I will apply Sartre’s ideas to their work, consiohgr not only their writing but also what
has inspired their work in terms of their politicabcial and ethical beliefs. | will examine
the reaction to their work, both by critics andtbg writers themselves.

James Kelman has often been described as aneetiédt writer. Cairns Craig, in
his bookThe Modern Scottish Novaltates: ‘In Kelman’s novels, the realism of wogkin
class life is the basis for an engagement withpthi®sophical legacy of existentialistf’
and Simon Kovesi, in his 2007 study of Kelman, saiés narrative strategy is also
confirmation of his foundational aesthetic exista@igm: he does not want for a moment
to suggest either omniscience or essentialist nstinf the generic narratorial voice'.
The term ‘existential’ is as problematic when apg@lto a writer as it is when applied to a
philosopher, as it prejudges what is expected $naniher work. One might argue that
Kelman also is concerned with ‘existence’ and hrutHis characters suffer as they
attempt to negotiate day to day living, but it Isoathe background to their existence that
Kelman is exploring. We read of their lives througbnsideration of their intensely
individual experiences; they are isolated, lonellyenated characters. Alienated from
each other and silenced in the social world, theghinseem like descendants of the
creations of another ‘existential writer’: SamuedRett’'s disembodied voices. However,
their lives are represented in Kelman’s fictionalrld, contextualised in a society where
political, economic and moral authority must beetalknto account. Kelman believes he
is giving voices to those in society who are reedesilent. Like Sartre he believes that
social change can occur through literature:

In our society we aren’t used to thinking of liten@ as a form of art that might

concern the day to day existence of ordinary woraed men, whether these
ordinary women and men are the subjects of therp@eid stories, or the actual
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writers themselves. It is something we do not ekp&ad why should we? There is
such a barrage of elitist nonsense spoken andewrétbout literature that anything
else would be surprisirf§.

Kelman’s writing fits Sartre’s model of the ‘engagewriter and this affinity is the
principal reason | chose him as one of the writerder examination. But it is a mistake
to think that Sartre’s literary theories are onppkcable to those writers who may be
described as characteristically existential. Thtte®ries can be, and are meant to be,
applied to anywriter whose work has a political, social and/orratcdimension. To
demonstrate this | want to compare Kelman to aewritho is apparently different to him
in terms of class, place, technique, content andtwhight loosely be described as

‘philosophical attitude’.

lain Banks would not be primarily considered axiseential writer’ as he does not,
at first glance, deal with the suffering of ‘humiaging’ even when he is dealing with the
suffering of human beings. Whereas Kelman concessran the individual, Banks is
concerned with society and politics in a wider gensis characters, even the central
characters, are usually depicted in a context afpgex inter-relationships and rarely as
the severely isolated individuals found in Kelmafitsion. But that does not mean that
Sartre’s theories should not be applied to Bankgaii it may appear that the term
‘existential’ is constricting rather than all-embirsg. Banks comes from a different
background and has a different aesthetic to Kelrhahhe also writes novels which are
politically and morally motivated. Indeed, the d#mn of ‘individual’, isolated
existences in Banks’ novels bears initial comparigoth those of Kelman. Banks is

equally concerned with specific political, econorard moral contexts.

By comparing these two contemporary Scottish nistgl the application of
Sartre’s theories can yield valuable insights nady anto their writing specifically, but
can provide a context to examine other writersSdirtre is correct in saying that all
writers are writing for their own time, then we chlok at how two different writers
foresee a better future, and how they believe suiiture may be attainable. This will
not only give insight into the local and nationalit universal. This process is described

by Iris Murdoch: ‘It is an inevitable part of thask of the novelist, not only to exemplify
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this liberating creativity of art, but (since henoat, from the nature of his subject-matter,

avoid commenting on society) to advocate a commufifree beings®’

Of the two writers Banks is perhaps the most ekpli‘engaged’ in his fiction, as
he uses his words to endorse and encourage deoteoh.aln many of his novels he has
expressed his political and moral views directlytihe reader through his characters.
However, it would be a mistake to think that Kelmarany less ‘engaged’: it is rather
that he demands more work, more ‘commitment’, fiosireader. Both writers address
specific social or political situations, but wheBanks’ characters engage directly with
such situations by trying to change them, or bycwwgy their opposition to them,
Kelman’s characters are oppressed by the situasindst is the description of their lives
that invokes reaction from the reader.

It is this relationship between writer and readbeat is ultimately under
consideration in this thesis. Sartre examinesrédetionship in his essay ‘Why Write?’
where he says: For the reader, all is to do and all is alreadyeddhe work exists only at
the exact level of his capacities; while he reau$ ereates, he knows that he can always
go further in his reading, can always create mooéopndly, and thus the work seems to
him as inexhaustible and opaque as thiA§sf.we accept the role of the reader as a
creative one then what does this in turn say abimaitreadership for whom the writer
writes? Sartre goes on to say:

The author writes in order to address himself ® fitkedom of readers, and he

requires it in order to make his work exist. But d@es not stop there; he also

requires that they return his confidence which fas Igiven them, that they
recognize his creative freedom, and that theyiin swlicit it by a symmetrical and
inverse appeal. Here there appears the other ta@keparadox of reading; the

more we experience our freedom, the more we rezeghat of the other; the more
he demands of us, the more we demand offim.

This helps explain criticism of a writer when heshre fails to live up to the increased
expectations of their readership, as has happenéueireception of some of Kelman'’s
and Banks’ novels. It is a relationship built onrmdhan trust, it is one that involves
reflective recognition. That is to say, both writerd reader become aware of each other
and have reciprocal expectations of each other.d¥evw these expectations do not take
place in a vacuum where aesthetic priorities rblg, rather in a literary marketplace,
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national and international. It is an important ddaegtion in the twentieth and early
twenty-first centuries that the success of a writergaining a readership is almost
necessarily defined by commercial success in ttegnational marketplace. Writers have
to market themselves in a particular way in ordebdth get their ideas across and to sell
books. The successful writer needs to be read wibeethe or she fails and becomes an
irrelevance. The two factors go hand in hand. BEh&tionship, at least as Sartre sees it, is
clarified by David Caute:

The thesis is clear: literature, properly employedn be a powerful means of

liberating the reader from the kinds of alienatimhich develop in particular

situations. By this process the writer also fregasklf and overcomes his own

alienation...It is the writer's mission to dispel inertia, igamce, prejudice and
false emotior”

This thesis will therefore be primarily focused examining how James Kelman
and lain Banks, two ‘individual’ writers who diffgreatly in terms of fictional technique,
accept the obligations of this ‘mission’ by libeénaft their readers and themselves. It is
this relationship between the individual writer ahdir collective readership that allows
the writer to escape accusations of solipsisticugggthe existentialist to examine the
world objectively while still concentrating on thendividual, and the critic to
contextualise the writer, their writing and theegadership in a wider cultural sense.
Although it would be justifiable to examine Kelmand Banks individually with
reference to Sartre, nevertheless the two arelgleamparable in terms of gender, age,
body of work, years of writing, critical successdatheir shared national context as
writers engaged by life in modern and contempoBugtland. Therefore questions about
both can raise answers that only come when theyamsidered together. | have not
included Banks’ science fiction novels or the soradaptations of his work and have put
aside the plays and short stories of Kelman, ntt bacause | wish to concentrate and
focus on their mainstream novels, but also bechusmnt as tightly fitting a comparison
as possible. Banks has only one collection of shtmties, some of which are science
fiction, while Kelman’s fiction has remained eaflibund and resolutely in the present

day.
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By concentrating on these novels | am also takimg account the importance
Sartre places on ‘prose’ above other art formscéles prose ‘the empire of signs’ and
says:

The art of prose is employed in discourse; its wule® is by nature significant; that

is words are first of all not objects but desigoas for objects; it is not first of all a

matter of knowing whether they please or displéaskemselves, but whether they

correctly indicate a certain thing or a certainiomf*
He then comments on the writer: ‘Thus, the prosgewis a man who has chosen a
certain method of secondary action which we may astion by disclosure® | will
argue in due course that Sartre overstates therienmme of prose, particularly over other
forms of writing, however in the context of thie#iis as a whole | wanted to stay as close

to Sartre’s definition of the ‘engaged’ writer asspible.

The desire for a direct comparison is also thearahat | am not dealing with, for
instance, Janice Galloway, A.L. Kennedy or Irvinelg#, to name three writers who are
comparable in terms of profile, success and culteregagement. Nor do | wish to
compare Kelman and Banks with Scottish writers difeerent, if overlapping, era, such
as Robin Jenkins or Alasdair Gray, as this woule tany study too far in a different
direction. By referring almost exclusively to Kelmand Banks | am aware that the thesis
risks the accusation of a ‘masculinist’ approackhduld therefore qualify my argument
at the outset by saying that | am aware of thetéditimins of not dealing with the work of
women novelists, but have chosen this focus deltbr for the reasons stated. | shall
briefly discuss other Scottish contemporary writégth male and female in chapter six.
However, | shall, when referring to ‘the novelie&nceforth, be referring to Kelman and
Banks as ‘he’ or ‘him’.

As ‘engaged’ literary artists both Kelman and Bankre committed to the
exposition of a world of negotiation and contingenthis shared world-view is another
reason that they should be considered togetheh &wet self-confessed atheists, as Sartre
was, and as with Sartre it is central to their warld world view. Their fiction is an
attempt to find a language that opposes fundamsmslor unquestioned belief systems
at a time when the latter are increasingly in enagein the world. This helps move these

writers beyond those who simply comment on isolatefividuals in a particular time
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and place to address universal questions. Thepdate in different and revealing ways,
concerned with ‘existence’ and ‘truth’. This alstages them in an ideological and
political, as well as a literary, lineage with 3artand the specific nature of this

connection will be discussed in chapters two aneketh

By challenging, and developing, critical undergiag of these two important
Scottish writers, and applying an existential cdasation of their work, further insight
into the current critical considerations that canc8cottish literature can be gained and
this will be examined in chapters five and six. fEhare aesthetic considerations which
are intrinsically linked with the cultural, moraté political and these can all be placed in
a Scottish literary context. Scottish critics, sashCairns Craig, Simon Kovesi, Laurence
Nicoll and Michael Gardiner, have discussed thedicof James Kelman with reference
to existentialism, but he has been an isolated siasly, with the notable exception of the

work of Alexander Trocchi, and | will refer to thariticism throughout this thesis.

As yet, no critic has applied the theories of exiialism to the work of lain Banks,
or indeed any other contemporary writer, to anyi§icant degree. Discussion of Banks
has focused on the split between his mainstreatiorfi@and his science fiction, gender
depictions, religion and genre. There is nowhe tige level of criticism that has been
applied to Kelman, and this is understandable,abotore insightful examination of his
work is desirable. As stated, Banks is not thougfhds an ‘existential writer’, but that
does not mean that existential theory should nadpied to his work. It is a mistake to
think that the two should be mutually inclusivedded it is the contention of this thesis
that and examination of Banks benefits from justhsan investigation. Moreover, there
are further insights to be had in applying suckiaisin to other Scottish writers and this
has an effect which is two-fold. It validates Saldrcentral belief that his theories are
applicable to all engaged writers, using his owfinien, and it places the work of
James Kelman at the centre of Scottish literarycsin as the theories that those critics
have applied to his work can be reappraised widreace to other Scottish writers. The
comparison with the work of lain Banks that is theus of this thesis is one which can

be extended further to other culturally signific&abttish writers.
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This thesis is thus an examination, through thenpiof the existential theories of
Sartre as set out in this introduction, of Kelmad 8anks in terms of their depictions of
class, politics (both economic and social), gengdigion and ideas of morality in their
novels. It is an examination of their reasons fatimg, how they write, and an attempt to
discuss literature in a way that can include thiejesttive individual and the objective
collective. Sartre’s theory of literature placese thdividual writer at the centre of social
and political change, and that covers politics, atity, representations of women and
men, the local, and the universal. Sartre’s phpbsgoand fiction concerned the specific
situation of France as he was writing, but wasrn@gonal, indeed universal, in its
ultimate scope. He believed the answer to the gueStor Whom Does One Write?’ is:
for the biggest possible readership, and, ultingateVeryone: ‘[...] one writes for the
universal reader, and we have seen, in effect,ttigaexigency of the writer is, as a rule,
addressed tall men’3® The same can be claimed for both Banks and Kelifiagy both
write for Scotland in the present day, even wheir tbettings and characters are placed
outside the country. Their fiction may give us gigiand comment on specific times and
places, as Sartre sees as of primary importancthéowriter, but what they have to say
should reach beyond these specifics. It is becthesefiction is ‘of its time’ that makes
them ideal subjects for this thesis. Their idea$ideals are intended, often explicitly but

always implicitly, to be of relevance to every wmidual beyond national boundaries.

Theories and theorists have their day, and th#iccmove on to the next. Often
that means that they get relegated to the histbrigens. | believe that Sartre’s ideas
deserve to be reconsidered and are still relevasdyt As notions of nationality and
belonging are under revision and in flux, with amcreasingly global perspective
encouraged, Sartre’s theories allow critics to epttalise writers beyond such apparent
boundaries. The enquiry of the thesis will be wxdver if Sartre’s ideas of existentialism
and literature can be applied to writers and thark in a way that allows ‘the critic’ to
analyse both the novelist's metaphysics and higofial technique, and moreover, to

evaluate his role in society and beyond.
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Chapter One: The Engaged Writer

In my introduction | referred to Jean Paul Sartié&a of the ‘engaged writer’, and in this
chapter | will examine the concept further. Séasttaim, made inVhat is Literature?
that the ‘engaged writer knows his words are astfoneeds to be understood clearly.
Sartre states his belief that writing is the adishethod which is more successful than
any other in transmitting ideas and ideals. He gpeese writing in particular as a means
of expression that is open to all and one that i&ifn recognised and understood by all
and it is the utilitarian use of language that éhibd this idea. Language can be poetic
and aesthetic, but it is primarily functional. Sartliscusses his view of language: ‘Thus,
regarding language, it is our shell and our antenitaprotects us against others and
informs us about them; it is a prolongation of senses, a third eye which is going to
look into your neighbour’'s heart. We are within daage as within our own bod3.
Sartre is giving language physical properties, iamslthe mutual perception of language
by the writer and reader that is the foundatiothefwriter/reader relationship.

The claims that are made for the writer and theie of language also need
clarification. It is not that writing is more aestltally pleasing than other art forms, but
that it is the form of writing that is the most irthate and functional in its use of
language and therefore allows for the greater pigiof success in the exchange of
ideas, and lends itself more than any other arhftr the individual influencing wider
society. As Gary Cox explains:

For Sartre, the purpose of writing, the purposditefature, is not to provide an

apology for the way things are or to flatter thewpos that be. Such writing is

opposed to freedom and deeply inauthentic. Liteegtwovokes rather than sedates,
it is a stimulant that is capable of bringing adiudual, a group, a whole social
class, out of a state of alienation into an awasemé freedom.
The solitary acts of writing and reading are th&ensibly simplest and most direct form
of transmitting ideas and ideals, and are recoglesto both writer and reader alike.
Sartre claims that prose writing in particular deed a relatively straightforward way
with language, and makes clear that he sees e@amae from other forms of art, even
other forms of writing. For example, Sartre attesnjot make a clear distinction between

prose and poetry: ‘The empire of signs is prosestyois on the side of painting,
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sculpture, and musié Sartre argues that this is not a question of atisth but one of

transmission:
It is true that the prose writer and the poet bwtite. But there is nothing in
common between these two acts of writing exceptribeement of the hand which
traces the letters. Otherwise, their universesram@mmunicable, and what is good
for one is not good for the other. [...] The art obge is employed in discourse; its
substance by its nature is significative; thathg, words are first of all not objects
but designations for objects; it is not first of almatter of whether they please,
they correctly indicate a certain thing or notiorhus, it often happens that we find
ourselves possessing a certain idea that someangight us by means of words

without being able to recall a single one of thedgowhich have transmitted it to
5
us:

Sartre is implying that where the prose writerngolved in the world, the poet merely
reflects it. This is something which David Cauteammnes in his introduction td/hat is
Literature?(1947): ‘Prose, he [Sartre] argues, is capable pdrposeful reflection of the
world, whereas poetry is an end in itself. In proserds are significant; they describe
men and objects. In poetry, the words are endseémselves® But, while the reasoning
behind this distinction is strongly argued, | beédhat the distinction is, despite Sartre’s
protests to the contrary, essentially an aesthatigment. Both poetry and prose are
dealing with language and often there is a blurohghe lines between the two, or the
incorporation of both within a single text. It shd be noted at this juncture that Sartre
himself was a novelist, and no poet, something wi@ary Cox also alludes to: ‘As an
engaged and committed writer of literature, Sawirete to respond to history and to
shape history through his impact on his readersh§o it can be said that fiction suited
Sartre as he tried to convey his philosophy. Tleigsbthe question: did Sartre become a
writer of literature as he saw it as the artistietihhod with which to change the world, or
did he find that his skill in writing prose led hita proclaim the success above all others
of the art form that he practised? It is not sudbap to imagine that, if his muse pointed
him towards poetry, he would not necessarily haenst as an ‘inferior’, or at least less

functional, art form.

However, Sartre is not the only existentialist whelieved in the primary
importance of fiction. In the introduction Existential Thought and Fictional Technique:
Kierkegaard, Sartre, Beckettritic Edith Kern explains this:



-19-

From its inception, existential thought has fedelf at home in fiction. Because of
its intense “inwardness” and the “commitment” &f froponents, it has expressed
itself more strikingly in imaginative writing than theoretical treatises. Entranced
by the beauty of speech “when it resounds with pihegnancy of thought,”
Kierkegaard listened to his own sentences manystiomgil “thought could find
itself completely at ease in the form.” Accordirgnhodern existentialist thinkers,
the paradox and absurdity of life can be more pasduced from fundamental
human situations portrayed in fiction than desdctilde the logical language of
philosophy which is our heritade.

If we accept that a central tenet of existentialisnthat ‘man creates himself’ then it
makes peculiar sense that a creative medium ispestd to express existential thought,
although Kern does not make the distinction betwg®se and poetry that Sartre does:
‘Existentialism’s abhorrence of rigid thought syateas being alien to life and existence
has equally pointed toward a preference for poatiy fiction’? Despite his protestations
of the superiority of prose it might be just ase&ng to apply Sartre’s literary theories
to poets and their work.

Leaving styles of writing aside, it is clear thhaé relationship between writer and
reader is a close one. Sartre, in his essay ‘Whyte@/y further examines this
relationship, which he sees as one of mutual comaenit:

To write is thus both to disclose the world anafti@r it as a task to the generosity

of the reader. It is to have recourse to the comsciess of others in order to make

one’s self be recognized assentiato the totality of being; it is to wish to live i

essentiality by means of interposed persons; butthe other hand, as the real

world is revealed only by action, as one can feelself in it only by exceeding it in

order to change it, the novelist's universe woalckldepth if it were not discovered
in a moment to transcend'ft.

Closely considering the opening sentence of thisteuallows real insight into the

writer/reader relationship. The writer's actionsiga reaction in the reader. This is an
attempt to influence the reader’s subsequent axtomd ideas. The writer discloses the
world as they see it, or how they believe it shfrddld be, and hopes, by the action of

writing, to convince others of his ideas througé ta-action of reading.

Sartre believed that the result of this transmisdetween writer and reader was

liberation for both parties, a recognition of theiutual freedom:
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For, since the one who writes recognizes, by thrg fect that he takes the trouble
to write, the freedom of his readers, and sinceotie who reads, by the mere fact
of his opening the book, recognizes the freedoth@fwriter, the work of art, from
whichever side you approach it, is an act of canfak in the freedom of men. And
since readers, like the author, recognize thisdivee only to demand that it
manifest itself, the work can be defined as an imag presentation of the world
in so far as it demands human freeddm.

For Sartre, if writing failed to achieve this aior, at least aspire towards it, then it could
not be considered a success. He believed that ¢inth wf a novel had little to do with
any perceived aesthetic value but rather with haithfully it adheres to its role in the
recognition of freedom: ‘Thus there are only goad &ad novels. The bad novel aims to
please by flattering, whereas the good one is agerge and an act of faitff. The
problem of such a statement is that it appearsexmenideas of aesthetic worth and moral

worth, and this is a question | return to in cheptaree and five.

It is clear that Sartre believed in the power itdrhture to change the world. He
thought of the art of writing as a political actitrat, at its best, is capable of informing,
illuminating and affecting others: ‘Our great wrigewanted to destroy, to edify, to
demonstrate*? An explicit example of this desire is to be fotindain Banks’ novellhe
Steep Approach to Garbadal@007), where the central character, Alban McGQG4l,
attacking American business-man Fromlax after theeAcan attempts to justify the Iraq
war by linking it to the 9/11 attacks on the USA:

‘The Iraqi state had nothing to do with nine-elevérthat's what you mean. Just
nothing, and if you want to “give these people’hamce of a better life, get the hell
out of their country. Stop interfering.” Alban cdutee Fromlax was about to reply,
but he just kept on talking; warming to his therhgdu were being polite, or just
having got to a straw/camel’s back tipping-pointeafreme impatience with naive
Americans if you were being honest. ‘Jesus,” he,sgou’re constantly making
fresh mistakes to compensate for the mistakes yadenbefore, aren’t you? You
don't like the left-wing nationalists elected tovwper in Iran so you stage a coup and
put the Shah in charge, then get all upset andisatpwhen the Iranians don't like
unelected US-supported despots and so the mulitksowver; you turn a blind eye
to the barbaric, medieval bastards of Saudi Ar&dnialecades because they happen
to be sitting on a desert full of oil and you dohtther your sweet asses they're
using their slice of the profits to promote theimgbat fundamentalist Wahhabiism
across the whole Muslim world, then you have thee&hto be stunned with
fucking amazement when it's cockpits full of Sauialots who fly into your
buildings on nine-eleven; you back Saddam Hussgaimat the mullahs in Iran and
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can’'t see how that might go wrong; you back theahidjin in Afghanistan and you
get Bin Laden™

There has to be art involved in such writing. Itaiscreative process, and the more
successful the art the more persuasive the arguwidrgeem. ldeas and arguments are
never enough, and | will discuss the aesthetitefvriter in chapter five. In the extract
above, Banks’ anger is expressed through the dearat Aloan McGill, but the writer
wants to balance this anger with knowledge andorgaand as a result the writing is both
passionate and rational. Dead Air(2002) the thoughts of the narrator Ken Nott s¢em
reflect how Banks views, and uses, his fiction] thke things I'll never get to say. All the
rants I'll never get to rant. There was one shapipgabout context, about blindness,
about selectivity, about racism, and our intensekathood when it came to reacting to
images and symbols, and our blank, glazed inaliitgccept and comprehend reality in
the form of statistics'> Nott is a ‘shock-jock’ DJ, and Banks is seen byeas a ‘shock’
novelist, but both character and novelist are simgcfor what they see as good reasons.
They see their ‘rants’ as the opportunity to chatigdr listeners/readers and try (perhaps
in what both consider a losing battle) to changeviorld.

Such passages as the above are written to ré&féadts’ world view and express it,
and they are always backed up with detailed knogdeaf the situation under discussion.
Banks is a political writer in a very specific waand in a very different way to James
Kelman. Banks takes specific political situatiossch as the Iraqg War, and carefully
argues his point of view. The arguments of hisggonists often closely mirror his own.
Whilst promotingThe Steep Approach to Garbad&anks spoke of an episode where he
sent his ripped passport to the then Prime MiniEtery Blair in protest against the same
war in Irag: ‘I was so angry about the illegalitydaimmorality of the war. And this was
me — a comfortably off, white Caucasian atheistfiivaguely Protestant background. If
| thought it was disgusting, what would Muslimsnthiabout how their co-religionists
were being treated?® It can be seen that in this particular novel Baokeestioning of
the moral and the political are expressed aestibticThe two quotes above could be
interchangeable between the fictional characteAlbbn McGill and Banks himself.
There are many other parallels between the two, Bewks' actions are reflected in

Alban’s words from an earlier passage in the nofadrsonally, | believe that when faced
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with an imperial power — and let’s not kid oursalyvthat's exactly what the USA is — one
ought to do everything non-violent that one camesist it, just on principle’ Looking
closely at this passage we deduce Banks’ own viewd,certain words hold particular
resonance: ‘Personally’, ‘imperial power’, ‘non-l@at’, ‘principle’. All these words
could be applied to a man whose method of proteshat he sees as a ‘white Caucasian’
and ‘vaguely Protestant’ attack on a foreign courgnd ideology is to destroy his
passport to express, and publicly announce, hgudisat what he describes as an illegal

and immoral watr.

The Steep Approach to Garbadalas not the first of Banks’ novels to react to the
world post 9/11. IlDead AirBanks deals with his thoughts about the attackher/orld
Trade Centre, or if he does not do so explicithent certainly that is the cloud hanging
over the novel. The original hardback cover feataglane flying over the ‘twin towers’
of London’s Battersea Power Station. Late in theehds protagonist Ken Nott faces the
reader with a statistic, one which is delivered isimilar tone to the earlier proclamations
of Alban McGill and Banks:

Every twenty-four hours about thirty-four thousastdidren die in the world from

the effects of poverty; of malnutrition and disedsasically. Thirty-four thousand

from a world, a world society, that could feed atothe and treat them all, with a

workably different allocation of resources. Meanwhithe latest estimate is that

two thousand eight hundred people died in the Thawers, so it’s like that image,
that ghastly, grey-billowing, double-barrelled fatepeated twelve times every
single fucking day; twenty-four hours, one per hahroughout each day and night.

Full of children. We feel for the people in the &, we agree with almost any

measure to stop it ever happening again, and sshaeld. But for the thirty-four

thousand, each day? Given our behaviour, and @egptidea we're supposed to

love our children, you could be forgiven for thingithat most of us just don't give
a damn'®

Such representation is often apparent in Banksofic He is deliberately, and directly,
trying to affect the reader through the action @ lshosen words. Again, such
impassioned language, allied to Banks’ own politic@ws, leads us to believe that
Nott’s point of view is the same as that of Barlkgleed if you compare this to the earlier
quote fromThe Steep Approach to Garbadatleey could be spoken by the same person,

which in a very real sense they were. Banks iseptojg his ideas and ideals through the
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protagonists of his novels. Such a technique fiith artre’s idea of ‘the engaged

writer’, which he discusses What Is Literature?
The prose-writer is a man who has chosen a cemaithhod of secondary action
which we may call action by disclosure. It is tHere permissible to ask him this
second question: “What change do you want to brmg the world by this
disclosure?” The “engaged” writer knows that higa@#are action. He knows that
to reveal is to change and that one can reveal lonlglanning to change. He has
given up the impossible dream of giving an impamigture of Society and the
human condition. Man is the being toward whom nmdean be impartial, not
even God. For God, if He existed, would be, asagermystics have seen Him, in a
situationin relationship to man. And He is also the beingd/an not even see a

situation without changing it, for His gaze congealestroys, or sculpts, or, as does
eternity, changes the object in itsef.

Banks appears to epitomise this idea of the ‘endjageter’. He uses his words as
actions, and is aware of their power. He reveal&js writing, what he sees as important,
and wants change by making others aware of his,\aewiew that he believes should be
held universally, creating a better society. Bankslerstands that to opt out of
interacting with questions of politics, if not nesarily with party politics, leads to a loss
of influence in shaping society. He realises he wsa not only his writing, but his fame
as a writer to try and change people’s attitudas.ekample of this can be seen in an
article Banks wrote fofhe Guardiamnewspaper’s ‘G2’ section in 2007 entitled ‘Why |
Traded in My £100,000 Car Collection to Save thanBt'. A famed car enthusiast,
Banks sets out his new goal in terms of driving:h& | would really like is an all-
electric car that is a reasonable size. | am ggtinwind-turbine if | get planning
permission, and the ideal thing would be to powearafrom purely renewable resources,
not the national grid®® This is a direct attempt to affect other peoplesoms and belief.

If it was not, then why feel the need to annourig situation in a national newspaper?
Interviews with Banks are rarely simple exercigeselling books. He often uses them to
deal with whatever political or social problem @ncerning him at that particular time.
What is crucial to consider is that the above Ertwould be taken, as written, from one of

his novels, adding to the feeling that Banks andyrd his protagonists are as one.

In another example of this, an interview withe Heraldnewspaper in 2010, Banks

once again proved that he remains a politicall\sjoeste individual:
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“There ought to be a cultural and educational btiyoa Israel and it's time to
revisit that idea,” he says matter of factly. “llled my agent yesterday and said
don’t accept any deal from Israeli publishers s jtist got to that sort of stage
where they’re obviously not listening.

“It is a form of collective punishment, but if pdepvon’t be reasonable and listen
to anything — UN resolutions or human decency - tln@ess you turn to violence
you have nothing elsé?

But, as with his protest against the Iraq War, Bafdls short of advocating such
violence:
Underneath all those intellectual theories andipaate opinions, there is a softer
side to lain Banks. He doesn’t like confrontatiordavould do anything to avoid
violence — even put aside his own political views.
“There is a case for Scotland being so profoundffgrent in the way it behaves
and the way (its people) want to live. It's not eamotional nationalism — | had
nothing against the English people — it’'s a pragenablitical, attitude.
“As long as it doesn’t involve bloodshed, as losgage can live in peace together.

I'd far rather we had an amicable staying togethan a disastrous bloody parting.
Call me old-fashioned but | think violence is b&dl”.

This pacifistic stance may seem at odds with tieéewice in his fiction, but Banks makes
it clear that it is the ideology behind the violenrn his novels that is important. There is
a high level of the fantastical to all of Banks'viets, and to concentrate on the violence

in itself is to miss the point of his writing.

To examine how different aesthetic techniquesaggdied by different writers it is
worth comparing lain Banks’ and James Kelman'sstictiresponse to the same political
events. Kelman'’s literary reaction to a post-9/1drld/is very different from Banks, as is
his method of writing, but it is no less politiciseBut if Banks can be called an engaged
writer it is harder to make such a claim for Jareéman, at least at first inspection.
Kelman’s novelYou Have to be Careful in the Land of the F(2@04) is set in a post
9/11 New York, but his writing avoids the persopalitics of lain Banks’ characters.
The narrator, Jeremiah Brown, is a Glaswegian d¢ivinNew York, and we pick up his
story at an apparent crossroads in his life: ‘I badn living abroad for twelve years and |
was gaun hame, maybe forever, maybe a ménsich an opening is a typical stylistic
technique of Kelman’s. His writing follows his narors at a particular moment in time,

but not necessarily an exceptional moment in tidis.writing does not deal in dramatic
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twists or red-herrings. It is as if the reader @iy allowed a glimpse into a life that has
progressed until this point, and that will go oracbed in only small ways once the
reader’'s gaze has passed. His characters coulddueilted as trapped in their situations

and in their own existential crisis.

Jeremiah Brown wants to go home to Scotland, leualso wants to stay in the
USA to try and make a life with his ex-partner, Mas, and their un-named four-year old
daughter. Caught between these two opposite stigsices he does nothing but continue
his existence of work, and, when he is allowedltmking and gambling. Jeremiah never
mentions 9/11, nor do any other characters, big the backdrop to this novel. The
paranoia of America and the fear of the foreigrs 36 tone, with a sign in a taxi
highlighting that Jeremiah is in a less than frigrmalace: S Yore Right To Smoke In
Here, ‘S Ma Right To Shoot Y& Such detail not only gives the reader the sense of
unease but showcases James Kelman’s often oveda#@se of humour. Jeremiah is
asked to produce his Red Card in every office, ereh every bar, that he visits, adding
to the feeling that he doesn’t belong. This clasdion reduces him to a list of
attributes, as he explains: ‘a non-assimilatit gli@eremiah Brown, nothing to worry
about, Class Ill Redneck Card carrier, aryan caanaatheist, born loser, keeps nose
clean, big debts, nay brains, big héilt is this classification that Jeremiah believes i
holding him in this life of purgatory. The Red Cdrd holds represents a classification
between the Green Card, which Jeremiah craveswialjo him citizenship and the
promise of a better life, and deportation, whichulgoat least force him home. He is
defined by his official status, and this definitimnnegative: ‘I am a registerrred fucking
non-intigratit cunt with the wrang fucking politiche wrang philosophy of life man, the
wrang this and the wrang that. The Red Card is tkedacard’®® Kelman is concentrating
on the individual to inform the reader about thel@viworld, but in a very different way
to lain Banks. Whereas Ken Nott and Alban McGilk statistics and direct information
to change the reader, it is Jeremiah Brown’s peedent, his life, which is used to affect

the reader. It could be said that where Banks, t€bdman shows.

Jeremiah’s situation is a reflection on a societyere constant monitoring is
increasingly a way of life. As the novel unfoldeetconcentration is on the tension that

grips a nation as a result of this particular srig¥ith Jeremiah used as the conduit as he
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comes across the increasingly strict security nusthand red-tape and tries to fulfil his
(apparent) desire to return home to Scotland. Jafésnwork in airport security, one of
the few jobs his Red Card allows him to do, givethleremiah and the reader an insight
into an aspect of American life that had taken wrater significance after Septembel’11
2001. As he waits for his interview for the airp@b he reads some PR materials and
sums up their philosophical position, at leastasdads it:

True change could take place in society if therentiorld were true believers and

evil cast asunder. Until then folks would just haweyet on with things, assisted by

a variety of humane structures; some freshly cceaithers passed down through

the generations whether by common assent, divippastior state intervention by
either peaceable decree or the democratically-eddblce of armé’

In his 2007 book on Kelman, Simon Kovesi looks elgsat the portrayal of Jeremiah

and how this reflects Kelman'’s ‘existential’ woslgkw:
For Jeremiah, alien by birth, by politics, by adcand by faith, the United States
can only offer repeated reinforcement of that atem, can only make him aware
of the fragility of his existence, of his subjectido rules and stipulations of
immigration management, unless of course he shifissubject position to one
which is acceptable to the state authority. JerBmiéirst-person narrative could
signal Kelman’s raising of the possibility that pril's can exist in the United
States for those who are new to the country. Indeeemiah’s encounters with the
state seem only to be about securing his idenéibhgsuring every natural-born

American knows, and has a right to know, who hand what he might threaten
America with, all in the name of domestic natioseturity®®

Jeremiah’s battles in America, while often with batf, are largely due to the fact that he
will not be allowed to be himself, nor be allowedstay. He feels he cannot go home for
the risk of being branded a failure, but he caregiress his true beliefs in America as
they do not fit with what is deemed acceptableh® duthorities. As Kdvesi points out,
the more Jeremiah has his identity defined, theenh@ seems to lose his own sense of
self. He is told who he is, but more significantlfio he is not. This concentration on the
life of a disenfranchised individual runs throughkliKan’s fiction and Jeremiah could be
the cousin over the sea to other Kelman protagani®bbert HinesThe Busconductor
Hines, 1984), Tammas A Chancer,1985), Patrick Doyle A Disaffection 1989) or
Sammy SamuelsHow Late it Was, How Latd 994).
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The characterisation is strong enough to sugdestthe circumstances these men
find themselves in are secondary to the conflicthef self that each of them suffers.
Kelman is showing that his narrators are everynien, at the same time distinctly
individual. As Roderick Watson says of Kelman’s tagonists, they are: ‘Lonely men
essentially sealed off (even from their loversyegi to physical action, but held rigid by
the male ethos and a sense of socio-politicalitiptih an existential realm of pain and
courage, and masochistic or homo-erotic martyrddnThis is one of the traits of
Kelman'’s fiction; he deals with those whom othdtease to ignore. Jeremiah Brown fits
this description perfectly, as can be seen by th&tion to a security guard who is
patrolling with his Rottweiler: ‘Don’t threaten meith yer stupit fucking dog man I'll
batter its fucking heid in and have it with chip&'Later Jeremiah regrets this loss of
temper, and tries to examine what caused it: ‘Tl been nay need to go losing my
temper and picking on the big guy, him and his mamomrade. All they done was come
out for a walk and look what happened! harassedyalien in their ayn domestic
hinterland’®* Such self-examination and flagellation exemplifiéelman’s ‘heroes’.
They often act in haste, almost without thoughgntimepent throughout the rest of the
novel, adding layer on to layer of self-loathighereas lain Banks’ characters have the
education, social position, good health and wilattively engage in political argument,
Kelman’s are dealing with surviving; barely, astle case of Jeremiah Brown, simply
getting from point A to B, and often failing to do. This difference can be said to be at
the heart of their approach to writing. Banks dedath politics directly as his characters
have the ability, or perhaps seek to realise thesipdity, to make a change, whereas
Kelman is representing those to whom such powebkas denied. He sees the political
starting in having this power, and his characteftect the struggle of those who are
disenfranchised.

In his essayAnd the judges said ...Kelman explains what his writing sets out to
challenge and overcome, namely the idea that amlisfor the few, a notion that is tied
to economics:

There is a notion that art is sacrosanct and at éeibious notion; there is also the

notion that the practice of art is sacrosanct wisglist nonsense. The only context

in which it has meaning is political, it impliesenarchy, it assumes freedom for
some and economic slavery for others; for someetieithe luxury of time, not
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having to worry about how to get by in the worlduycan be a free sprit, it is your
right as an artist, you are set loose from theyalaeyr trials and tribulations of an
ordinary person because first and foremost yownaten ordinary person, with all
the diverse responsibilities which that might dntau are an Artist?

Such an elitist view is anathema to Kelman, ansl $eis out the political ideas that drive
Kelman'’s fiction. The characters that appear infigison are fighting a similar battle to
be recognised as individuals as he believes hadhfight to be recognised as a writer.
They are ‘ordinary’ people whose responsibilities eontrolled by matters economic and
political. Kelman sees the act of writing itself ascessarily political if it is to be
relevant, whereas for Banks it is a means to espnespolitical and moral world view.
This difference applies to the characters who iith#ieir writing as well. Banks’
characters are free to make choices, or at lepstaago have a greater level of freedom,
and are aware of those that they make, and adeemonsequences of them. Their lives
are affected by the actions of others, but theg tdntrol of their lives by the time the
novels end. Kelman’s characters either try to awoaking any choices, or believe they
are prevented from doing so. As Roderick Watsoesiot
| am worried by the fixity of Kelman'’s characteasid while | admire their capacity
to survive, or even to embrace their conditionytbeem to me to be trapped... The
perception that there is nothing to be done is@ed®e and undeniable, | think, in
absolute metaphysical terms, but it is disturbiag Kelman means it to be) in a

genre which presents itself as realism...Kelman'sowiss deeply existential and
even, finally, metaphysicaf.

When critics talk of ‘existential writers’ they eft mean writers who portray existential
angst in their fiction, their protagonists finditfieemselves in situations where free choice
appears either impossible or undesirable. Jamemates characters live such lives, at
least during the time that the reader spends \ugimt They are often in the state which
Sartre calls bad faith. In his introduction to $sigt What is Literature?David Caute
clarifies this idea:

Man wishes to be the sole subject of the univasapsorb the world into himself,

and never to be an object. But for other men Ileeigitably an object. According to

Sartre, we react to this anguish either honestly,atting on the basis of our
freedom, or in bad faith, by escape and eva¥ion.
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Another term for such anguish would be sufferingjraportant idea for Kelman, Banks
and Sartre. James Kelman’s narrators are alwaysngeto escape or evade, but they
suffer, whereas Banks’ characters are aware tlea¢ thre ‘others’ suffering and want to
change the world to ease this. As Sartre statparintwo ofBeing and Nothingness
The being of human reality is suffering becausdsis in being as perpetually
haunted by a totality which it is without being @lib be it, precisely because it
could not attain the in-itself without losing iteeds for-itself. Human reality

therefore is by nature an unhappy consciousness naitpossibility of surpassing
its unhappy stat®.

Faced with this bleak view of reality it is understiable that escape or evasion would be
a preferable state.

In The Scottish Novel Since the Seventdmsrns Craig further outlines the

existential dilemmas facing Kelman’s protagonists:

The crises which Kelman’s protagonists face — drel/ tare all in one way or
another on the edge of mental breakdown — areasoivable by action and event;
they are conditions of suffering which are permaneeflecting the stasis, both
political and social, of the worlds which they iita There is no way out: the
condition continues. It cannot be arrested andetli®emo respite from it. All of

Kelman’s protagonists are condemned to go on,esdtl and relentlessly bearing
their unbearable alienation, precisely becauseultimate falsehood would be to
cease to be aware of sufferitig.

This is certainly borne out in the life of JeremBiown. Literally suffering alienation he
is only too aware of his condition, at times haviogremind himself of the basics of
living: ‘ye breathe out, ye breathe ihibut he accepts it as an inevitability that suffgri
will only stop when his life ends, something he siders as he begins to freeze near the
end of the novel:
Maybe mmy end had come. Maybe ttonight was gaunghtie night, mmmaybe
that auld gguy with the long bbblack cloak and gdsrwas a gonna come lukkin
fir me. The more one thought about it the more awed one became. If it wasnay
me then it was somebody damn close. The lord ss\adl.uThe guy with the scythe
is out looking for us, ice dripping from his strdigg yellowing beard®
This shows that Jeremiah believes that not onhjgdife to be nasty, brutish and short,

but that this is a universal condition, with nothibut the prospect of eventual death to
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look forward to. ‘Life is suffering, followed by déh’ could be a neat, if bleak, summary

of Jeremiah’s expectations, and that applies toymathough not all, of Kelman’s men.

But if Kelman’s men suffer, then lain Banks’ meithough they are aware that
there is suffering, and feel anxiety, or even gailiout this, at least have life experiences
that give the reader the impression or appearahbeiong enjoyable. Admittedly, this is
often a superficial enjoyment, but it is there nahe less. Banks’ characters regularly
enjoy sex, drugs, and rock n’ roll, sometimes igthd in all three of these
simultaneously. Kelman’s characters are excludednfenjoying the excesses that
society can offer. They sometimes drink or gamblexcess, but there is rarely any sense
of joy. Banks’ characters often live lives of exgelut it does not define them and you
rarely get the feeling that they are in thrall twls a lifestyle, or that these are the root of
their problems. It is interesting that althoughs#hn@wo authors create very different
characters the result of these different livesdaten the same, with a sense of despair
and emptiness at the heart of both writers’ heroes.

The character of Ken Nott iDead Airis, at first glance, as far as can be imagined
from Jeremiah Brown. He is a successful radio Dihdi, and playing, in swinging
London. When we first meet Nott he is with a ‘Madaresque’ rock star: ‘Breakfast had
been some orange juice and a couple of lines of ealch®® We find he drives both a
Porsche and a Lexus, has sex with various partardsjs looking for the next conquest
at an age where society usually dictates that belgtknow bettef® But through this
hedonistic, selfish character Banks comments aressas wide and diverse as the power
of the press and the hypocrisy of those who consittmiewouldn’t buy a piece of shit
like The Suror theMail or theExpressin the first place...I'd have been less, not more
likely to do so if there had been a photo of PrascBi on the cover. So | hadn’t helped
kill her’.*! Institutionalised racism, the morality of the sedustry and the problems of
the middle-east are all Banks’ subjects in thisaioVhe following ‘rant’ from Ken Nott
is typical of what occurs throughout the novel:

God, look, can we just agree on this? That the ¢let wasn't evil and horrific

and the single most obscene concentrated act oamuarbarism ever recorded

because it happened to the Jews, it was all be¢hbappened tanybody to any

group, toany people. Because it did happen to the Jews, ana thad been
nowhere for them to escape to, | thought, Yes, airge they did deserve a
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homeland. It was the least that could be done.Wdrdd felt that. Partly guilt, but
at least it was there. But it wasn’t a moral blatleque. For fuck’'s sake, if any
people should have known what it was to be demdnigetimised and oppressed
and suffer under an arrogant, militaristic occugyragime,and possess the wit to
see \zvzhat was happening to them and what they wang do otherstheyshould
have:

This is another example of Banks’ fiction making lown political stance clear, and to
convince the reader that it is worth considerings Ipassionate, reasoned, educated and
clearly argued. Yet the man whom Banks uses to e&piivese words appears morally

bankrupt and self-destructive.

Banks seems to believe that by portraying hisaidtars as flawed he can convince
the reader that it is their unhappiness with theldyas much as with themselves, that
leads to their disaffection with life. Ken Nott aman whose life is driven by hate; it
appears to define him. The things that he hatesxarrehowever, random. They are all
considered, and the reader knows that, if asked:, ¢dmld justify every one. In just a
small extract of a list of his ‘dis-likes’ we find:

The Tories? New Labour? American Republicans? TIA& Che IMF? The WTO?

Rupert Murdoch? Conrad Black? The Barclay Brotheféf?at-d’you call-him

Berlusconi ? George Dubya Bush? Ariel Sharon? Sadttussein? Thingy

Farrakhan? Osama Bin Laden? The entire Saudi rdgatily? Muslim

fundamentalists? The Christian Right? Zionist eet® The UVF? Continuity IRA?

Exxon? Enron? Microsoft? Tobacco companies? Prif#zatance Initiatives? The
War Against Drugs? The Cult of the Sharehold@r?

From this list we get a sense not only of Nott'ditps, but of Banks’, and perhaps we
can assume other aspects of how Banks views hirtiselfigh his characters. They are
often flawed, regularly flippant and immature, kot the end serious, political and
righteously angry. Banks is aware of the persoadline of much of his writing. In an
interview withThe Guardiarhe owns up to accusations of self-indulgencBedd Airis

full of rants; it's a rant-based book,” he concedé&ges, it's self-indulgence. | plead
guilty; mea culpd.** However, it should be noted that self-indulgenceesdmot
necessarily mean unsuccessful writing, and itesathger and frustration that drives much
of Banks’ fiction. His characters express this arigethe process of changing from the

people to whom we are introduced at the beginnfripenovels, to those we leave at the
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end. Banks’' characters go through journeys of dsgoin his novels, leaving them
‘better’ people when the story is ended, or attlbasing a ‘better’ understanding of their
own self. There is a sense of redemption in Bamkging that is missing from that of
James KelmarDead Airis a novel that is, as is shown from the earligstgtion, set on
the day of 9/11. But, as witfiou Have to be Careful in the Land of the Frbe focus is
on a man whose life is not the way he would havagimed. As with Jeremiah Brown,
there is suffering, but there are differences akg| money, status and social standing.
These are aspects of both Kelman and Banks thibevihvestigated in chapters two and
three, but first | want to look at the similaritie approach. There is anger, frustration
and despair with the way of the world, and thisltgnately expressed from the point of

view of the individual.

In The Steep Approach to Garbad@éan McGill is a character who is seeking
redemption, and who, like Ken Nott, is angry bothtlae world and at himself.
Independently wealthy through the success of hislfés board game, pointedly called
Empire! Alban has dropped out of the family business andtroduced to the reader in a
Perth housing estate earning enough money to begpcheer and drugs. In contrast to
Ken Nott, Alban McGill has decideabtto tune in, but to drop out, but like Nott it isshi
decision. What moves Alban from his situation ie groposed takeover of the Wopuld
family business by th&merican Company Spraint Corphe climax of the novel builds
as his family all descend on the family home of l§adale in an attempt to work out
whether to sell to the Americans, or keep thingthafamily. Alban’s self-imposed role
as ‘outsider’ detaches him and the reader fromethegents. Addressing his friend
Verushka: I feel like a UN Observer or somethinige tells her. ‘I'm going to watch
them tear themselves apart, for money. Or stayk#dth¢ogether in some sense dubious
spirit of solidarity”*> Banks is less than subtle in drawing parallels wite world
political situation. The members @praint Corp fit the image of American Neo-
Conservatives: god-fearing, money-loving and rughlerhis allows Banks to take fairly
obvious swipes at some of his usual targets sudngasised religion: ‘I'm an atheist, Mr
Feaguing,’” he said, turning to the other man. ‘Bw@ing to explain to Tony here that,
from where | stand, Judaism, Christianity and Isldon’t even look like separate

religions, just different cults within this one gbimad, misogynist religion founded by a
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schizophrenic who heard voices telling him to kils son*® Banks may be accused of
simplifying or even trivialising religion in such @assage, but it is a clear expression of
his beliefs. In conversation with Jill Owens, Bamkpresses the contempt with which he
views organised religion:

There’s something absolutely frivolous about religi no matter how ghastly it
may appear, no matter how strict and stern its temamce. | call something
frivolous if it distracts from the nuts and boltsreal life, of how we try to live our
lives as model creatures. | find something unfagle about the way religion
clouds what should be fairly clear water and doesryhing to make that as
difficult to navigate and negotiate as possible.tiat extent, probably all of my

books try to put something of that across. Butmaggou do have to be careful not
to preacH’

The Steep Approach to Garbadatay break no new ground in Banks’ oeuvre, but it is
worthwhile discussing as it brings together mangogmisable Banksian traits. The
structure of using a dysfunctional family with ecist as the dramatic backdrop is one
which he first used in his deblihe Wasp Factory1984) and it has served him well
through The Crow Road1992), Complicity (1993), Whit (1995) andA Song of Stone
(1997). As well as family secrets there is betragahfusing love-lives, self-discovery
and the excuse for Banks to rage against whatevatrig his ire at the time of writing.
Some of these complaints will endure, such as ieiws/on religion, and some are more
specific. In this novel the particular irritanttise second Iraqg War, and Banks’ view of
the US as the new Imperial power. The novel caaumemed up as a typical example of
Banks’ writing:
This is not intended to be just a diatribe agatinstUS in general and Spraint Corp
in particular, though | do feel | have to explaititde of why I feel the way | do
about the choice that we’re being presented witle kaday... The USA is a great
country full of great people. It's just their propsity as a whole for electing idiots
and then conducting foreign policy of the utmosprdeity that | object to. You
could argue that Bush junior has never been faigted at all, but, in the end, at
the last election, faced with the choice betweenginy with the Purple Heart (John

Kerry) and the guy with the yellow belly, the haffthe US electorate that could be
bothered to vote appears to have pumped for the fit

What The Steep Approach to Garbadaéso highlights is that for all the anger and
exasperation that Banks expresses in his writisgnbiels leave the reader with hope;
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that people can change if they choose to and thett shange could facilitate wider
change. It is a perfect example of existential tiesoput into practice. Individuals make
choices in an attempt to make them better peoptedral and metaphysical senses, and

with the hope that this will affect further indiwidls to do likewise.

Another difference between Banks and Kelman is the latter's readers are left
believing that his characters have little chancehginge. Compare the end@éad Air
with that of You Have to be Careful in the Land of the FrBanks’ novel ends: ‘We
spent some time shopping and wandering around @Ghasiyring that first day, before
we went back to my parents’ place for dinner, amadl a sudden shower, dodging traffic —
we ran across Renfield Street, holding hafidiit the end of his novel Kelman leaves
only the promise that life, as experienced by JakrBrown, will continue: ‘But being
an outlaw is a serious affair. If anybody with adieal interest ever did a survey of these
poor unfortunates it would reveal that the vastambj die of pulmonary diseases
brought about by nervous disorders. Take Billy e Yes sir'>® Banks’ optimism for
the future is a vivid contrast to Kelman’s pessimigven if Banks ironises cliché and

Kelman ironises irony.

It is worthwhile once again to examine what Sanreans when he describes the
‘engaged writer’, and reappraise what that meanswigter and reader in relation to
Banks and Kelman. Of the two writers Banks app#asmost obviously engaged as he
uses his words as direct action. His style, attlemgerms of communicating his moral
and political beliefs, is relatively straightforvdawith little work to be done by the reader
in terms of understanding. It would be difficult tonagine a reader greatly
misunderstanding Banks’ world view. However, it Wbilbe a mistake to think that
Kelman is any less engaged, he just demands more fnam his reader, and it is the
relationship between writer and reader that | wargxamine to conclude this chapter. It
may be imagined that this relationship is an unizdd one, where the writers are certain
of their meaning but the reader can only interpneaning and may be mistaken as to
what the writer intends. However, the change irhbatader and writer occurs in this
relationship necessarily, therefore the writer'samiag is irrelevant until the reader is
involved, and the act of reading is as creativahas of writing. Sartre examines this

relationship in his essay ‘Why Write?’: ‘Since tbreation can find its fulfilment only in
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reading, since the artist must entrust to anotiejdb of carrying out what he has begun,
since it is only through the consciousness of eeler that he can regard himself as
essential to his work, all literary work is an aghé® If we accept the role of the reader
IS a creative one then what does this in turn smyiathe readership for whom the writer
writes? | would argue that James Kelman asks nmrgerhaps expects more, of his
readership than lain Banks does in terms of thekitte asks them to do.

The relationship between writer and reader is lomé on more than trust, as it
involves reflective recognition. That is to say,veas discussed at the beginning of this
chapter, both writer and reader become aware ¢f ether and that they are equally free.
The relationship, at least as Sartre sees it,agfield by Gary Cox: ‘In liberating the
reader through his successful efforts to creatdestging and provocative works of art,
the writer is in turn liberated by the reader amilijfrealizes his own freedoni It is not
a case of a writer being engaged or un-engagedoramitted or non-committed, but a
question of degree. All writers are engaged at stawel, even if they are unaware of
this, they all comment, to some degree, on thedwvorltheir time. Sartre is challenging
writers to become fully ‘engaged’, to accept thepansibility that comes with being a
writer to challenge and change the world: ‘Literatshould not be a sedative but an
irritant, a catalyst provoking men to change theldvon which they live and in doing so
change themselved®.In the following chapters | will examine how Jamésiman and
lain Banks attempt to fulfil this mission by libéray their readers and themselves, and

changing wider society.
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Chapter 2: The Political Writer

“Every time you use language it's a political actimes Kelman

In chapter one | examined how James Kelman andBaimrks engaged with a specific
socio-political situation, that of the post 9/11ndoin their fiction. In this chapter | look

at what makes them political writers in the widense. To do this it is important to have
a look at some of the political background that Bhaaped both writers, and hos their
response to the political marries to Jean Paur&ameliefs of what the engaged writer

should be concerned with.

Sartre, in his essay ‘Situation of the Writer B4T’, states his belief not only what
the writer must comment upon in their own age, épplies this theory to his age,
specifically 1947 when post war Europe was defitmsd revolutionary ideals, the
beginning of the Cold War, and global and localartainty. This is a situation which
Sartre addresses directly, but in doing so he algbnes the role he sees the writer

fulfilling necessarily:

If perception itself is action, if, for us, to shawe world is to disclose it in the
perspectives of a possible change, then, in thesaddatalism, we must reveal to
the reader his power, in each concrete case, ofgdand undoing, in short, of
acting. The present situation, revolutionary bytugr of the fact that it is
unbearable, remains in a state of stagnation beacaes have disposed themselves
of their own destiny; Europe is abdicating befdre tuture conflict and seeks less
to prevent it than to range itself in advance i ¢amp of the conquerdfs.

It is a call to arms for the writer to reveal tetheader the power of the individual to
challenge and change specific political situatiamsl reflect the times and places in

which they write.

Kelman and Banks are of a generation of Scottitst®s who have reacted to a
particularly volatile time in Scottish politics. Kean had been published as early as 1973
when Puckerbrush Presgrinted his collection of short storidsn Old Pub Near the
Ange] but his first novel,The Busconductor Hingsvas not published until 1984. lain
Banks’ debut novellhe Wasp Factoryas published in the same year, placing both
writers firmly in the period that can be summarissdbetween the votes’; that is the two
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most recent referendums on Scottish devolution fitke of which was in March 1979,
and the second in September 1997. This period eéised politically in the United
Kingdom by a succession of Conservative governmddtgler Margaret Thatcher’s
leadership the Conservatives won the General Blectn &' May 1979. In the
introduction toContemporary Scottish Fictions: Film, Televisiordahe Novel2004)
Duncan Petrie talks about the political situatidntlus period, what he refers to as
Scotland’s ‘double whammy’:
The first blow took the form of the referendum delbaof T of March, 1979, in
which a narrow majority in favour of establishingdavolved Scottish assembly
was rendered invalid by a ruling that required 48 pent of the registered
electorate to vote in favour of devolution. Whilenge critics have regarded the
result as a collective failure of nerve on the mdrthe Scottish electorate, others
have noted the manner in which this negation of damocratic will, however
marginal the result, became transmuted into a gitff@rward rejection of
devolution. This was followed a mere two monthendty the triumph of Margaret
Thatcher’'s Conservative Party in the general edacta result emphaticallgot
endorsed in Scotland where the Tories polled lkas bne-third of the popular
vote?
Thatcher led her party to two further election ergts in 1983 and 1987 before being
replaced by John Major. Under his leadership th@s€watives then won a further
election in 1992 before the defeat by Tony Blaltabour Party on 2 May 1997. This
period of Conservative rule was one where Scotlasida nation had lost significant
political power, with residents of Scotland votifag the Labour Party and the Scottish
Nationalist Party in far larger numbers than weoéing Tory. In late twentieth-century
Scotland the years of Conservative rule createdeaemtion that felt politically
disenfranchised. Scotland in the 1980s and they ek880s was a country that was
governed by a party that had so little represemtain the country as to make it
negligible. Usually political trends cannot be gathin such broad brush strokes, but the
figures bear this out:
The decline in Conservative support across a wiglectsum of social groups
suggests that the party had become alienated fiaotti$h society as a whole, not
just from some segments within it. In other wordssuggests that there was a
national dimension to Conservative unpopularitySeotland...In fact the crucial
difference between Scotland and England conceresskiiled working class, a

group which was particularly enthusiastic about §éaet Thatcher’s policies in the
1980s. Conservative support in this group in tist of Britain was around 40 per
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cent between 1979 and 1992 and still over 20 pet itce1997. In Scotland, by

contrilst, it was usually under 20 per cent and pietad to under 10 per cent in
1997.

If the above statistics relate to the skilled wogkclass of Scotland, it is easy to imagine
the impotence felt by the unskilled working claskp, thanks to massive unemployment,
were a larger group than at any previous time el#te-twentieth century. Iihe New
Statesmanmmagazine Allan Little gives a personal account la$ tperiod in Scotland
which crystallizes the political situation: ‘MargarThatcher swept away the post-war
consensus. She transformed the economic topograpleycompany that lights my home
isn’t even British. In rolling back the frontier$ the state, the Thatcher revolution had an
unintended consequence: it also rolled back thatigs of British sentiment in
Scotland” Little goes on to explain that this was more thastatistical difference
between Scotland and England, there was an idealogplit that had a huge impact on
how Scots viewed the United Kingdom. In the follogripassage he gives some reasons
why this was the case:
Scotland never had an indigenous Thatcherite réeoluFor a decade, England
voted enthusiastically for the change that shereffeScotland resisted it. Until the
mid-seventies there was little difference betwdenways people voted north and
south of the border. After that, voting behaviotarted to diverge until, by the
nineties, the divergence was extreme. This washigbrrosive for the Union. Its
place in the popular imagination shifted. It waslowger a beneficial partnership,

but an instrument of English control, a means byctwrEngland imposed on
Scotland changes that had been rejected at thet bal®

This perception of English control led to a widesat disillusionment with the political
process in Scotland. This had an important if umssing effect on general social and
political awareness, but also on artistic sensiédj something Cairns Craig explains:
‘Many anticipated that Scotland, economically maadjzed, politically divided, would
become a cultural desert. In fact, however, th&ipal energy that had been blocked by
the Referendum went into cultural creativity, arfie t1980s and 1990s saw an
efflorescence of Scottish culture which many désati as a “renaissance€™ This
‘cultural renaissance’ was largely defined by apaapnt political apathy. As time moved
on many in Scotland appeared to lose a collectoligal will as the chance to make any

difference to United Kingdom politics seemed to mdurther into the distance, and the
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work of writers and artists reflected this. Ideas @reams of political and social change
were decimated. Many Scottish novelists chose togoa Scotland where such ideals of

national independence were seen as unreal oniame

Writers such as Alan Warner, Duncan Maclean aviddr\Welsh, all of whom were
first published in the 1990s, wrote novels whossggonists did not even try to push for
political change. Their idea for a better life wessape; either through drugs and alcohol
or physical escape from Scotland. At first examorathis would seem to put them closer
in terms of subject and aesthetic, if not politics,James Kelman rather than lain Banks.
Banks’ characters do use drugs and drink, but atioreally, not to primarily avoid
dealing with everyday reality. The relationshiptth@any of Kelman’s characters have
with alcohol is more dependant. They frequently iis® blot out the world, and it
becomes another part of their problems rather 8mgnescape or solution. kow Late it
was, How Latethe reader is introduced to narrator Sammy Sasnurelthe opening
paragraph:

Ye awake in a corner and stay there hoping yer badydisappear, the thoughts

smothering ye; these thoughts; but ye want to relpeerand face up to things, just

something keeps ye from doing it, why can ye natdihe words filling yer head:
then the other words; there’s something wrong;ellsesomething far far wrong;
ye’re no a good man, ye're just no a good man. iigfifpack into awareness, of
where ye are: here, slumped in this corner, wigs¢hthoughts filling ye. And oh
christ his back was sore; stiff, and the head pmgidHe shivered and hunched up

his shoulders, shut his eyes, rubbed into the coméh his fingertips; seeing all
kind of spots and lights. Where in the name of fuék

Kelman uses various techniques to convey Sammysridntation and psychological
turmoil. The move from second person to third persarrative not only expresses the
confusion of Sammy’s thoughts, but reports on tigsgal as well as his psychological
condition. There is also a mix of Scots and Ehgiesmguage. The ‘Ye’ appears to signify
Sammy’s immediate thoughts as he tries to make s@mge of his situation. The ‘He’ is
secondary, reportage on his physical state assérideed by another. The third-person
narrative addresses those sensations that arertoiftet rather than open to Sammy’s
conjecture. As the novel progresses the narratiyee €£ontinues to switch between
second-person and third-person narrative, and these blur at times into first, second
and third-person reference:
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The thing is ye see about Sammy’s situation, thg leathought about things. Who
knows, it wasnay something you could get yer headrad. Hard to explain. Then
these things as well that draw ye in then pushwayal mean fuck sake great,
alright ye think alright, it's good man, it's okaymean who’s gony fucking moan
about it, there’s nay moan on, it's just being picat, realistic, ye've just to be
realistic, ye approach things in a down-to-eartmmea. | mean Sammy was never a
moaner’
The use of the first name ‘Sammy’ would appearddtord person, but the use of ‘ye’
before it, and considering it is still Sammy’s imal monologue (or even a dialogue with
himself), means it can also be read as a secosdmpearrative, or even in first person, as
the repeated use of ‘I’ suggests. Cairns Craigsdwidh Kelman’s use of language Time
Modern Scottish Nové€lL999):
The standard written forms of language and theessptation of oral pronunciation
are so mixed in Kelman’s language that there idistinction between the narrative
voice and the character's speech or thoughts: revatthy of language is

established which orders the value to be put orchizeacters’ language in relation
to any other mode of speech or writing within teet{°

There is a misconception that the political aspéételman’s language is simply down to
his use of dialect, but the question is much mamplex. In his essay ‘The Novels of
James Kelman’, Laurence Nicoll explains why Kelmartes as he does: ‘Kelman
cannot opt for a conventional third-person naregtiwith an author/narrator who views
his characters from above, for this would conveg author into a divine orderer, a
“God”.* What Kelman is trying to achieve is to remove adga of the assumed
authority of the author over the individual, whatcdll refers to as an ‘existential
aesthetic’?> As Kelman himself says in his introduction #&n East End Anthology
(1988): ‘In our society we aren’t used to thinkiofgliterature as a form of art that might
concern the day to day existence of ordinary woarahmen, whether these women and
men are the subjects of the poetry and storiestheractual writers themselves'.
Kelman is not only trying to give these ordinarymen and men representation, but
shows that such representations can be more tirdrpirson narrative reportage, and he
believes that conventional literary techniques havee subverted:

The establishment demands art from its own persgediut these forms of

committed art have always been as suffocating tasnthe impositions laid down
by the British State, although | should point oaattl am a socialist myself. |
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wanted none of any of it. In prose fiction | saw thistinction between dialogue and
narrative as a summation of the political systemyas simply another method of
exclusion, of marginalising and disenfranchisinffedlent peoples, cultures and
communities:

The opening ‘Ye’ ofHow Late it Was, How Latewhile identifying Sammy, also

implicates the reader. It can be seen as a difgmtad to the reader to put himself or
herself in Sammy’s place and to consider the Iifat tunfolds not from a detached
perspective, as the reader may expect, but to beaovolved in this situation. Kelman is

not trying to evoke sympathy for Sammy: that wohél patronising to both reader and
character. Rather, he strives to create the oppitytfor empathy, and then to distance
the reader from Sammy. The reader has to see Samnay individual, not simply a

stereotype, but also to remain at a critical distaas that will provoke the strongest
reaction.

lain Banks is thought to be more straightforwarchis use of literary techniques,
but it would be a mistake to dismiss him in thisywln his novelComplicity (1993)
Banks also begins with the second person: ‘“You tearcar after an hour and a half.
During that time you've been here in the darknesiting on the small telephone seat
near the front door, waiting. You only moved onaéer half an hour, when you went
back through the kitchen to check on the m&@his is part of an opening where Banks
introduces the serial killer whose identity willmain a secret for most of the novel. His
use of the second person in the serial killer eastinot only lends the violence an
immediacy but is an interesting contrast with tivstfperson narrative of the main
protagonist Cameron Colley, who is both ‘detectivehis role as investigative journalist,
and a suspect in the police investigation of thedars.Complicityis a political novel in
a very different way tdHow Late it Was, How Lateand | will examine that further
shortly, but it is interesting to note how Bankseuwf different narrative viewpoints also
asks the reader to consider the perspective ointtieidual. Is the distance obtained by
the use of second-person narrative necessary fandiwidual to commit such horrific
acts? The use of the narrative ‘you’ means thairttieidual narrator is seeing himself as
others would see him, and he views his actionshaset of another. In chapter one |
looked briefly at Jean Paul Sartre’s theory of Wadh. This is the belief that the
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individual may react to anguish by self-deceptiesgape or evasion. The use of second-
person narrative voice gives the impression ofrafividual who has distanced himself
from his actions. Is this essential to removingease of blame? If this is the case then it
is clear from the beginning that Cameron Colleythwhis reference to ‘I, is not the
killer, and suggests a psychological differencewken someone who may fantasise
about committing such acts, and someone who really. The one who only fantasises
has an intact moral sense that such actions anegnand they remain fantasies, the one
who makes these fantasies reality has to convimoedif that his or her actions are

warranted. They have to act in bad faith to be &bjastify their actions

There is a major difference between the voicethemarrators in Kelman’s novels
and those in Banks’, and this difference concenesquestion of class. This is something
| will look at further in later chapters, but itugorth noting here for the position in which
it places Banks in particular in the context of mod Scottish literature. Banks’
characters are almost always middle class, songethimch sets him apart from almost
all of his Scottish contemporaries. This is notugsiion of language, but of position in
society. It could be argued that Banks stands dpart other writers because he chooses
to write about people who have had apparently hamoycomfortable upbringings, even
if the author often goes on to puncture this idy. the outside world it may seem that
they should be content, and it is only throughgkiél of Banks’ writing that he manages
not only to convey the underlying sadness of higggonists, but to make the reader care
about them. Banks finds himself in the middle inrenevays than one, in terms of
Scottish literature. Kelman may have inspired fat@cottish writers to write honestly
about the working class, but it was Banks’ horrificting, as first seen iThe Wasp
Factory, that was an influence on many of the deliberatiidyurbing scenes that became
a hallmark of much modern Scottish writing. Two koip examples are Duncan
MacLean’sBunker Man(1996) and Irvine Welsh'8larabou Stork Nightmaregl995)
(although scenes of graphic violence may be foun@lmost anything by Welsh). |
would argue that many modern and contemporary iShothovelists exhibit a
combination of influences from Kelman and Bankse Thsult is a sizable amount of
fiction which describes the damaged masculinity thacentral to Kelman'’s fiction with

the horrific and lurid descriptions that Banks dsgcat. Like Kelman, Banks' novels
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regularly feature damaged males, although theyismally men who have the wealth and

education to change their situation.

In Banks’ The Wasp Factorthe reader is introduced to Frank L. Cauldhame who
believes he has been physically damaged by thdyfalmng, literally losing his manhood
as a child. But this is nothing as compared toithagined psychological damage that
occurs when Frank discovers he is really Frandsdather’'s daughter, not his son. Such
a twisted scenario was to become typical of thigews work. But his books are much
more than horror stories or tales of the unexpe®adks often looks to events that occur
in childhood and examines how they affect the antulater life. This prompts questions
of ‘nature versus nurture’ and how the expectatmfrsocieties, and families, can become
burdens as Banks’ protagonists try to deal withmthén Complicity there are the
flashbacks to the apparently ideal childhood of €amn Colley, Andy Gould and Andy’s
sister Claire. That idyllic life is smashed whemyttencounter a stranger who attacks then
rapes Andy until Cameron, who has initially run gyweturns and kills the man:

He has one hand over Andy’s face, clamped tigkthbad is turned away from me,

red hair fallen down over one ear. | put the bratwb-handed over my right

shoulder as | ran up to them, jump over a smalhlzul then as | land at their side
bring the branch swinging down. It whacks into than’s head with a dull, hollow
sound, jerking his head to one side; he gruntsstads to go limp. | stand over
him.'®
A simple reading of this event could be that its=si1Andy to commit the murders he
does. It is the moment at which childhood dies. Dié Testament judgement of ‘an eye
for an eye’ is vividly revisited throughout the rmpvBut as with all Banks’ novels things
are never as simple as they may first appear. dlge bad been sexually experimenting
when they had been discovered by the stranger, thigholder Andy encouraging
Cameron to masturbate him. Banks manages to efédgtiepict a series of events that
would undoubtedly twist a child’s ideas of sex, theand power, and it is made more
lastingly potent for these occurring in a shortcgpaf time. What begins with adolescent
sexual discovery ends just minutes later with aldezdy. As with Frank’s revelation in
TheWasp Factoryit is difficult to imagine the psychological eftethat this would have
on the boys. Cameron seems to have buried thesemesmalthough his indulgence in

sadomasochistic sex suggests he has not buried wegndeeply. However it is Andy
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who becomes the serial killer, one whose punishsnénhis victims’ ‘crimes’. Again
Banks asks the reader to become involved, to questiotive and the idea of justice. Is
this psychotic behaviour a result of his shatterietthood? Is it the result of the scenes
of horror he has witnessed in his time in the aranyeteran of the Falklands and the first
Gulf War? Banks is challenging established bele#fsight and wrong in relation to the
individual and wider society.

Sammy Samuels, at the beginningHufw Late it Was, How Latevakes up blind,
confused and alone, a situation that sets the ftanthe novel. Kelman’s novel is a very
different critique of the political situation of €h1980s. Whereas i@omplicity Andy
Gould has decided on a direct form of action tdilfbis idea of justice, Sammy has no
option but to simply try and survive. Kelman mal&smmy’s situation clear, and the
struggle Samuels faces: ‘fuck it. He was gony flmignself in. Life, know what | mean.
So what man so what, it didnay fucking matter, @swall fuckin crap’’ Sammy’s
struggles are punctuated with little successes:day. He was a blind bastard. Right
then. That stage ye just go, Fuck it, cause whed = there? nothing, there’s fuck all.
Sammy had reached that stage. A while ago. Itjadhay dawned on him. No till now.
He smiled. Fucking Weird. There ye go bdf’As Sammy is always aware of his
situation, so is the reader, who is forced to aamfnot only Sammy’s plight, but also the
social circumstances that allow it. Cairns Craidlines the existential dilemma that
Kelman’s characters face, and the reason for ¢eisnique:

Kelman’s working-class realism is tactical rathéart essential, for what is

essential is that the working-class characters, espkcially the marginalised

working-class characters who are his protagongsts.the sites not of a social — a

class — conflict, but of an existential awarenessfwhich most human beings are

being insulated by their society. The alienatiorthad working class becomes the

context not for the exploration of social issued gnssible political improvement,
but for the exploration of humanity’s existentiahdlition®

With regard to Banks and Kelman, we are being rcoiéd with two types of
horror, the psychological horror of the everydagttKelman confronts the reader with,
and the exaggerated extreme ‘shocking’ writing tBanks often deals in, although
neither are merely ‘sensational’. A writer who condal these two aspects would

produce novels similar to those of Irvine Welsh,nban Maclean or Louise Welsh;
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writers who deal with damaged males, and who ateaifnaid to shock the reader through
graphic scenes of sex and/or violence. In an idarwith Steven Redhead Irvine Welsh
explained: ‘I used to get “oh he hates James Kelarahall this stuff” and it's not that
kind of thing at all. You're writing against, yoe'rreacting against what went before to
some extent? It is understandable why Welsh would want to diseahimself from
Kelman. He wants to be seen as part of a new fitereovement and as such wants to
distance himself from what has gone before, asghdbose who claim he is influenced
by Kelman are somehow lessening Welsh’s own woidwéter, | believe he is being
disingenuous to a degree as Kelman’s influencasnuge of language is obvious. In the
same collection of interviews Duncan Maclean is enforthright in admitting Kelman’s
importance in his work:
In the same way that (Lewis Grassic) Gibbon walirtglabout a place | knew,
Kelman was writing about a time | knew: | recogdiskee people, the language, the
predicaments, the politics, the culture, the wokli. course, Kelman’s a great
writer in all sorts of ways. But for me, and no doa lot of other writers who have
been published in the last ten years or so, hem@e than that. Kelman was the

first contemporary writer | was aware of who mada®idn seem like a necessary
thing, like a vital thing, like something | showujet involved with*

There is no such written evidence of lain Bankdluence on these writers, either as
inspiration or as someone to kick against, but ggstthis is not surprising. Banks is seen
as a middle-class writer, and both Irvine Welsh @&nthcan Maclean normally avoid
writing about the middle classes in their novelgept when such characters are held up
for ridicule or scorn. | contend Banks has beengaificant influence both in Irvine
Welsh’s work and certainly in the visceral Mcleawvel, Bunker Man But it is Louise
Welsh, whose style could be described as ‘urbahigjot/ho comes closest to combining
the aesthetic of Kelman and Banks. In an intervieth The Guardianin 2005 she
simply states: ‘When | started writing | really wad to be James Kelman, and it took me
a long time to realise that | wasrf But with her 2002 noveThe Cutting Roorand her
2006 novelThe Bullet Trick Louise Welsh has written fiction that is consalgy closer

in style and content to Banks rather than Kelmarthé same way a@omplicitycould be
described as a murder/mystery or genre novel, soLoaise Welsh’s novels, but like

Banks’ work they reach beyond the limitations ofigee The most obvious comparison is
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in the way both writers are happy to be as graphithey feel necessary when it comes to

scenes of sex and/or violence.

In Louise Welsh’'s debufThe Cutting Room the central character Rilke’s
promiscuity is the defining aspect of his sexuakpea rather than his homosexuality. To
help involve the reader in the seedier side oftlifat he is comfortable with, his sexual
encounters are graphically detailed. This is notpsy for reasons of sensationalism or
eroticism. Welsh is asking the reader to considby wertain homosexual activity is
carried out in the shadows, and closely examinesidds to and from Rilke, forcing
readers to question their own prejudices regardiésiseir own sexuality. There are also
guestions about the nature of sex, its link to ldeand the line between sexual fantasy
and reality. As Rilke approaches climax with a onght stand his thoughts turn to dark
images: ‘| imagined myself in a movie I'd seen . pirgy this boy ... taking him against
his will...".%* Such scenes set the mood of the novel, but alsguestions about sexual
politics and challenge what individuals desire awltht society deems acceptable or
normal. InComplicity there is a similarly graphic scene which posesehguestions.
Amongst the passages of torture and death thesestene where Cameron is attacked
and bound by a female assailant, who ‘tortures’ Winile he is aroused. It is only at the
end of the scene that the reader is assured iBavéls consensual:

‘I lie cradled in her arms, panting, spent, exhadsthe agony in my muscles and

bones and sockets gradually easing and the teamsydiace drying and she says
softly’

‘How was that?’ and | whisper,
‘Fucking brilliant’?*
Some will see such scenes as purely gratuitousthmyt are as important in asking
questions about shared social values as the mgraregly straightforward political
questions. This is something which Cairns Craigfroons in hisReader’'s Guiddo the
novel:
The wrecked landscapes that litter Banks’s novedstlze outcome of an ideology
of power and oppression within which masculinitys eeen defined. For Banks,
sexual transgression can be simply another fornthef will to power, of the

individual’'s assertion of himself — or herself — dme world, or it can be the
opening up of alternative forms of sexual identityat will help us escape the
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wreckage of the past. The difficulty is in knowimwghich is which, and the
intertwining of sexual liberation, sexual repressamd violence is a major theme of
Complicity*®

If we are to ask questions about morality and @slithen we must also consider
sexuality with equal seriousness. Banks realisas e¢lien though these aspects of our
metaphysical make-up are individual they must &lscshared if they are to make any
meaningful sense. It is this constant dialogue betwindividuals that is typified by the
writer/reader relationship, and also allows Sastrekistential and literary theories to

work in practice.

With Complicity Banks combines his flair for horrific exaggeratwith political
anger. This allows Banks free rein to indulge hecabre edge, while also commenting
on the aspects of political life that he abhors Ae&n MacGillivray writes:

The plot, which revolves around a series of sadisturders and attacks on

prominent members of the establishment, that esyuhing elite of politics, law and

business, seems to be a vehicle for lain Bankdénfge of hatred and disgust for the

selfish and materialistic right-wing trends he alied in British public life through
the Eighties and Nineties.

These include not only the arms dealer who hadiriss amputated, a judge who is
lenient when sentencing rapists who is himself dagepornographer who is poisoned
with HIV, but also the death of the doctor who Arnlgmes for misdiagnosing his sister
Claire, and who he holds responsible for her deéHtle. violence in the novel is not only
political, but personal, and even sexual. In cosagon with his friend Andy Gould,
Cameron hears Andy’s motivation for his killing spr ‘We all have moral responsibility,
whether we like it or not, but people in power -the military, in politics, in professions,
whatever — have an imperative to care, or at lestexhibit an officially acceptable
analogue of care; duty, | suppose. It was peogielv had abused that responsibility that
| attacked; that's what | was taking as my autlydfif This confession is followed by an
ideological rant characteristic of Banks:

You know the evidence: the world already producese already produce enough

food to feed every starving child on earth, but atthird of them go to bed hungry.

And it is our fault; that starvation’s caused by debtor cnasthaving to abandon
their indigenous foods to grow cash crops to kéepWorld Bank or the IMF or
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Barclays happy, or to service debts run up by mmimdethugs who slaughtered
their way into power and slaughtered their way tigio it, usually with the
connivance and help of one part of the developedidwar another...Weouldhave
something perfectly decent right now — not Utopiat, a fairly equitable world state
where there was no malnutrition and no terminalrti@ea and nobody died of silly
wee diseases like measles — if we all really waitteil we weren't so greedy, so
racist, so bigoted, so basically self centred. kgkHell, even that self
centeredness is farcicalbgupid we know smoking kills people but we still let the
drug barons of BAT and Philip Morris and Imperiabicco kill their millions and
make their billions; smart, educated people lik&kmisw smoking kills but we still
smokeourselve&®
This is another example of Banks’ own voice appepin his novels. If this passage
were to be read in isolation from the rest of thet it might be taken as a polemic
delivered by an educated liberal with a passionefducating others as to how world
economics work, and with the aim of convincing thirat it is an unjust system. But it
should be remembered that this, like other singkssages, is being delivered by a serial
killer who has tortured, in the most imaginativeysjahis victims, before killing them. It
seems curious that Banks would have the charatt@ndy appear to be the voice of
reason. This suggests that Banks is trying to aageuthe reader to ask whether Andy’s
actions are also reasonable. It is the charact@anfieron who is made to appear weak,
and Banks seems to identify himself with Camerotiegpsomeone who holds all the
views expressed but who would never resort to meeto achieve actual change. Cristie
L. March links Andy and Cameron:
Cameron also recognises the powerful emotions egpteby Andy through his
murders. When he leads the police to the body wilake rapist who attacked the
two of them and children...he learns that the rapes survived the fall and
crawled to an adjacent air shaft before dying. @ligjh he regrets the pain caused,

‘part of me rejoices, that is glad he paid the vaydid, that for once the world
worked the way it's supposed to, punishing the \gower?®

Andy Gould can be viewed as the Mr Hyde characdyath Cameron’s and Banks’ Dr
Jekyll, someone who will dare to do the things tihaly may have fantasised doing. Of
all of Banks’ literary protagonists it is Andy whakes things to extremes, justifies his
actions, and shows no remorse as to what he has. dorinterview with the online
magazineSpikeBanks talks about the violence in this novel, hist response could be
read as a critique on all his work:
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In principle, anything’s OK, as long as I've got excuse to put it in — which is a
more honest way of saying, “Is it artistically jdisd?” You shouldn’t self-censor
yourself just because you have a gut reactionahadea is too horrible. If there’s a
reason for it, it has to be done. There’s a moaahtpto that ghastliness, pain and
anguish. Which is why | would absolutely defe@dmplicity’s extreme violence,
because it was supposed to be a metaphor for Wwhatdries have done to this
country?°

All of Banks’ novels ask similar questions about tiature of the political and ethical,
but it is inComplicitythat he asks them with the most force. Banks ragdurage of his
convictions. Andy Gould escapes, but only afteirgijvCameron the option of turning
him in. Cameron chooses not to do so, and perhapk®Bcould not bear to see his
ideological avenger Andy either behind bars orekijlbut it may also be that he wants to
blur the reader’s concept of justice. If extrenmads call for extreme measures then the
character and actions of Andy Gould not only shaw Istrongly Banks felt about the
times, but also what he felt may be the means sacgso bring change. But these are

measures that Cameron, and by extension Banket igilting to take.

The novel makes clear that, at the specific tirmennote Complicity, Banks had
decided that there was little chance of chaf@mmplicitywas written in the middle of
the period in Scotland as set out at the beginafrtbis chapter, at a time when it looked
as if the Conservative Party would control the iBnitParliament for as long as they
wished. The novel ends with Cameron taking subistaamounts of cocaine, and, with
deliberate irony considering Andy’s verbal attagk tobacco companies, lighting up a
cigarette: ‘What the fuck. Screw the world, buggeality. Saint Hunter would
understand; Uncle Warren wrote a song about it. g a cigarette, shake your head as
you look out over the grey-enthroned city, and ii§ In the absence of hope, or with
the inability to affect change, there is little eelo do other than laugh or cry. The
situation that Cameron Colley finds himself in é tend ofComplicity clearly shows
how angered Banks was, not only about Scotlandlgigad and social situation, but
wider global concerns. The frustration and despooglén passages such as the following

leave the reader in no doubt as to Banks’ stateiod:

Oh I know there’s goodness in the world, too, Cameand compassion and a few
fair laws; but they exist against a backgroundlobgl barbarism, they float on an
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ocean of bloody horror that can tear apart anyseitial construction of ours in an
instant. That's the bottom line, that's the reanfie work we all operate within,
even though most of us can't or won't recognizeuityl so perpetuate’f.

The bottom line for Banks is that there are lendtbswill not go to, and therefore he
cannot fully condone others who do so. Even infigison there has to be a voice of
reason, a character who not only shares Bankstigadlibut his moral sensibilities as

well.

In many aspectsComplicity is a novel of fantasy, but Banks still shows
responsibility. He may claim that the violence e thovel is justified, but he still needs
to have the voice of reason, his voice expresseaigih the character of Cameron, and it
is Cameron who is the main character, not the aagngndy Gould. Unlike Andy,
Banks will not reduce himself to the level of theggom he opposes, but you also get the
sense that even he is not sure if that is the #ravurse of action, or the cowardly
course. And it is this confusion, or feeling of pfleksness which is the real driving force
behind the novel, and much of Banks’ writing. As thle suggests, everyone is complicit
in allowing this state of affairs to occur, incladiBanks himself. As Andy Gould says to
Cameron: ‘We're all guilty, Cameron; some more tlwhers, some #t more than
others, but don't tell me we aren't all guil? This sense of guilt is important to much of
Banks’ fiction, and is perhaps the greatest diffeee between not only Banks and
Kelman, but Banks and other Scottish writers. igdle-class guilt writ large. Most of
Banks’ characters have a level of success and lwbkattare unhappy with the world and
their place in it. The arc of the story, as in evide inThe Crow RoadThe Bridge
(1986),Dead AirandThe Steep Approach to Garbaddhas the protagonist unhappy and
unsure of how their lives have progressed. In readb this they either drop out or try to
avoid responsibility before lessons are learned &y finish the novel wiser and
happier. What make€omplicity different from Banks’ other novels is that Cameron
finishes the novel as disillusioned as when we finget him. Wiser perhaps, but not
happier.

AlthoughHow Late it Was, How Latellows the style of all of Kelman'’s novels in
not having an unambiguous ending, it would appé&at both Sammy Samuels and
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Cameron Colley come to a similar conclusion. ‘Buggality’ could be a clarion call for
both men. But what is unexpected is that it is Kalia novel that offers hope at the end.
As Sammy hails his taxi, and disappears ‘out offitsitf to both his son and the reader,
there is the paradox that there is hope for Sansnyeaseeks to start anew, but also the
fear that nothing will change. Cameron’s actions direct interpretations of social and
political reality. Sammy’s only hope is to leaves hmmediate world behind, and go

somewhere, anywhere, else:

He waited on the pavement once they had said cheéEnen he tapped his way
back to the pub doorway and stood inside. A hackiady unmistakable. When the
sound died away he fixed the shades on his nosestepped out onto the
pavement. It wasn’'t long until the next yin. Hegad forward waving his stick in
the air. It was for hire, he heard it pulling ireththe squeaky brakes. The driver
had opened the door. Sammy slung in the bag ampgpedeinside, then the door
slammed shut and that was him. Out of sfght.

Both Kelman and Banks deal in politics, culture amorality. What Banks confronts in
Complicityis the morality of violence. When, if ever, is uisjified? The violence dealt
with is not only political, but personal, and selxddere is violence itdow Late it Was,
How Late but Kelman is more concerned with the represemtatf those who have been
underrepresented in art and literature. This iguaton that he sees as deeply engrained
in Scottish society.

It is perhaps unsurprising that since Scotlandltipal landscape has changed in
the twenty-first century, both novelists have Md§teurned to settings and concerns
further afield. What is certain is that the peraddScotland’s history between the votes of
devolution in 1979 and 1997 cast a long and pddityudark shadow over all aspects of
Scotland’s culture, and that James Kelman and Bainks were to the fore in terms of
challenging and reflecting the result of these geaolitically and socially, and at the

same time influencing the next generation of Ssbtwriters.

Jean Paul Sartre believed that writers write fagirtage, and this is something
which applies to both Kelman and Banks in their pgeticularly with reference to
politics. In ‘Situation of the Writer in 1947’ heades:

A literature of praxis is coming into being in tlage of the unfindable public.
That's the situation. Let each one handle it indwsh way. His own way, that is,
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his own style, his own technique, his own subjdttthe writer is imbued, as | am,
with the urgency of these problems, one can be thiatehe will offer solutions to
them in the creative unity of his work, that is,tie indistinctness of a movement
of free creatior?

The writer must offer solutions to the ‘urgencytioése problems’ and it is the fulfilment
of this mission that implicitly places Kelman andri&s in the tradition of political writer
that Sartre set out. They not only report on thigipal situation in Scotland in their age,

they implicitly offer suggestions for change. Theting is more than reportage.

In ComplicityCameron Colley says to Detective Inspector McDuvith) reference
to the series of murders: ‘| don't think it's padil, [...] | think it's moral’3’ This
comment applies as much to Banks and Kelman asyooktheir characters. While
politics, language and class are key questionsiwdnie often commented upon by critics,
particularly with reference to Kelman (althoughsleso in criticism of Banks), the
question of existential morality has been lessUesly discussed. The reason for this
could be that it is seen as an aspect of the iddalj whereas critics have been more

interested in political and social questions rathan the personal.

Whereas this chapter has focused on the politecejagedness’ of Kelman and
Banks, the next chapter will therefore look at mheral writer and examine whether the
political and moral can be distinguished, and if Isow James Kelman and lain Banks

express their moral beliefs as opposed to spquifiitical beliefs.
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Chapter 3: The Moral Writer

Modern literary theory has frequently overlookec toral to concentrate on the
political. In his 2004 boolAfter TheoryTerry Eagleton provides commentary on the
situation: ‘For a long time, cultural theorists a@ex the question of morality as
something of an embarrassment. It seemed preacthystarical, priggish and heavy
handed. For the harder-nosed kind of theoristai$ @iso sloppy and unscientific. It was
too often just a fancy name for oppressing othewpfee [...] The ethical was for
suburbanites, while the political was coblit is important to put aside the theoretical
snobbery to which Eagleton alludes and look atetiecal while also examining the
political. Indeed, to do this is a necessity as in the exchange of ethical ideas that the
political is formed. For Sartre the ethical was dhnieing force behind a writer’s reason to
act. As Gary Cox explains, Sartre believed thati &istentially ethical world would be
one where a history driven by human freedom hdgeeban end to the exploitation and
oppression that results when one freedom doesespect and affirm anotherWriting

is the artistic method best suited for expressingnalividual’s moral ideology in the
hope of influencing a wider readership and realdinis end. Sartre believed that an
ethical society is one where individuals recognesch others freedom, and this
recognition is exemplified in the writer/readerat@nship. In this chapter | look further
at how the writer uses his craft to convince thedes that their moral values and ideals

are ones that the reader should consider, be coewiny, and share.

Having said that the ethical and the political deeply intertwined, nevertheless,
there is an important distinction to be made betwaditical value and moral value. The
first is communal in that it is inclusive to a greraor lesser degree while an individual's
morals are thought to be just that. Although we lemgitimately talk of ‘shared moral
values’ they can always be referred back to théviddal and his or her specific moral
sense. Arguably political ideals are nothing mdrant an expression of shared moral
values. Therefore, one could argue that ‘the malitiarises from ‘the moral’. However,
shared political values may find civic expressiorstate legislation, and the moral values
of the individual may well be at odds with the std¢gislation. Indeed, Kelman and
Banks both often deliver their visions of moraliég criticism of the state, whether
Scottish, British, ‘Western’, or ‘Global’.
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The terms political and moral have become loadeyoihd simple dictionary
definitions. As stated in the introduction to tkthesis, Jean Paul Sartre believed that the
individual is responsible for his or her actiongjieh arise from his or her moral sense,
and this, when applied to other individuals, is hitv individual becomes political as

well as universal.

What James Kelman and lain Banks achieve in tveiing is to combine the
political and the ethical, recognising that asaallis political, it must also be ethical and
vice versa. Although in many ways their writing eagses similar world and ethical
views, as shown in previous chapters, they exatmaenove from the individual to the
universal and from the aesthetic to the moral uslifigrent literary techniques. If, as
Eagleton suggests, questions of morality were ofesn by theorists as ‘uncool’, both
these writers reject such a view. Although theyehdistinctly different aesthetics, both
writers engage with similar political ideology ands by examining the aesthetic and the
political that their distinctive moral values caa ascertained. Both Kelman and Banks
offer many of their protagonists the promise ofedtdr life if they will only put faith in
themselves to act ‘correctly’. That is not actimgan ‘objectively’ correct way, as you
may expect, particularly from Banks, but to acthe way that they feel is best for those

individuals and that will give value to their act

As previously mentioned, both writers are atheibist how they comment on
religion in their writing gives the reader a saéiklample of their aesthetic differences. In
novels such aé DisaffectionandKieron Smith, boy2009), James Kelman exposes what
he sees as the hypocrisy of religion by how it@#éis characters lives. When compared
to how Banks criticises religion in his novéd¢hit (1997) andThe Crow Roadq1993),
where his characters tend to voice their thoughtsebgion directly, it can be argued that
Kelman deals with the subject in a manner thakess Idirect than Banks. Some may
believe that this difference is another examplethed class differences between the
average Kelman character and those that usuallgaapp the work of Banks. The fact
that Banks’ characters do tend to be middle-classemlucated would suggest that they
would have the critical tools to express their opis, whereas those who inhabit
Kelman’s working class world might not. Such anuasggtion may appeal due to its

simplicity but would be a mistake, and would oveHdhe respective aesthetic style of
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both writers. The conclusion reached in chapter was that whereas Banks directly
informs his readers as to what he sees as paditipabblematic, using his fiction as a
platform to explicitly express his views, Kelmanigiting is more involved and subtle.
Kelman uses the plight of his protagonists andrtresaction to get his message across.
The writing itself, both the style and contentcéntral to this message and will be further
discussed in chapter five. Kelman’s frequent usentdrior monologue in his fiction
gives the reader an insight into why his protagsnét as they do, or what stops them
from acting as the reader may have expected. FrobeR Hines inThe Busconductor
Hines(1984) to Kieron Smith ifkieron Smith, boKelman’s narrators give the reader an
insight into their thoughts, and from both thougimtsl deeds the character’'s moral values
can be deduced. But there is a subtlety in theingrithat can be overlooked. Kelman
makes every word count. The way a word is spelly tiee prose looks on the page, the
way a character forms thoughts, the way the languagd will sound, these are all taken

into account in Kelman’s writing. The aestheticghed writing are politically vital.

An example of this can be found in the names hesghis protagonists. These
provide the reader with clues as to Kelman’s viewseligion, particularly with regard to
life in Glasgow. Kelman is as aware as anyone famwith the city that Glasgow is
divided by religion, in the most simplistic termwgth Catholic on one side and Protestant
on the other. A writer who takes his craft as sesip as Kelman does will not name his
characters without thought, so it is prudent to adky he gives Patrick Doyle iA
Disaffectionthe name he does. This would be considered a Gathaine, yet it is clear
that Doyle is from a Protestant family: ‘P for ReltirDoyle, a good protestant atheist, a
good Glaswegian protestant of the nonbelievingsclast only a virtual atheist but a
literal one, a total and literal one since a weg bb some twelve summerd'This
particular confusion is alluded to later in the ebwhen Patrick is asked if he knows the
Simpson family: ‘Aye well ye don’t want to! Espeltyawith a name like Paddy!
Bluenoses. Bitter as fuck’.Kelman asks the reader to realise how morally and
intellectually bankrupt he views such judgements] to realise the inevitability of what
happens when a society is divided, whether alamgsliof language, class, education or

religion.
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Similarly in Kieron Smith, boyhe titular Kieron is aware from a young age that h
has been given what is considered a Catholic name,this point is made in an even
more specific way: ‘Oh Kieron is a Pape’s name. yI'Baid that. Oh ye do not get
Proddies called Kieron. So if it is Irish, you must Irish. Oh you are a PapeThe result
of these words coming from the mouth of a childegithem a strength they may
otherwise not have possessed. One of the recuhemies in this novel is the importance
that Kieron places on his religious identity, ahd inference that this is something that is
learned behaviour from the adults in his world.riah is making the point that although
he considers these concerns childish they do niginate from childhood. This is
reaffirmed as Kieron watches a Protestant ‘Orangi&\in Glasgow:

Then came the old men marching then the band and men then women and

boys and lasses and with the orange and blue aitd. wtullo Hullo, for the Billy

Boys and other ones and the boys were shoutingrdtmmm f**k the Pope
tooralooo for the Protestant Boys and that was us.

Such a scene is viewed through the boy’s eyestanteader gets the sense of colour and
excitement and will understand that such a carnialld appeal to the youngster. But
this child’s view also gives the reader a strongsseof the ridiculousness of the adult

behaviour.

Similar behaviour can be found inside the Smitlugahold. When his father is
watching boxing on television we see his actiond @actions, which are fuelled by his
own bigotry, through the eyes of Kieron:

My dad did not like darkies and if they came on tigléy or if they were tough and

in a boxing match he just watched them, no sayioifping because if they were
good fighters, if they were winning the fight ae white one was getting bé€at.

There is no condemnation involved in Kieron’s olkaéons, any judgement is left to the
reader:

Oh and if one was a Pape and giving the Sign. Mhatad that. Really really he
did. He kept the newspaper on his lap so thenftesl lit up and kidded on he was
reading it. So if he did not see the white one mgkhe Sign. He acted like that. So
if he did not know the white one was good. But hbda saw he was a Pape, if we
saw he saw, so then he could not. If the Pape wen my da just looked at his



-61 -

newspaper, Oh I think God answered his prayerprénged to God to win the fight
and God just done it for him, oh is he not justdjabat is Papes for ye.

The language again reflects and highlights thedddtil behaviour of the adult. It is as if
Kieron and his father are of similar age and heyismg to fool not only the rest of the

family but himself as well. It should be noted thdtile Kelman uses capital letters when
referring to ‘God’, ‘Papes’ and even when referriiogthe ‘Sign’, he uses lower case
when referring to Kieron’s da. This reflects theeathat the boy holds for religion and is
in direct opposition to how he respects his fatiHgoth of these feelings develop
throughout the novel. While the younger Kieron saee that there is a difference
between Catholics and Protestants he does nohaethis will affect his life: ‘I had a pal

and he was RC, Michael Lang, he took me into thep@8h® As he grows older he

becomes more indoctrinated into a ‘them and usdrsiet. When being told that Carolyn
Smart, a Catholic girl to whom he is attracted] wédver marry him, he quickly decides

the reason for this is down to religion:

Because | was a Proddy. It was nothing about ngtextept | was a Proddy. It was
not to do with her being older but she was a Cath8b if the Priests would not let
her. Else her maw and da if they did not like Pstatets. Some did not talk to ye.
So if that was her family. Oh do not marry him, mat let her marry him. That
happened if ye married a RC, they got against ye.

Kelman is aware of the assumptions made in the Westst of Scotland and the
prejudices that endure. Names, places lived, thedds attended and even an individual's
looks can cause assumptions to be made about anfergligion and class. Kelman
challenges such one-dimensional thinking, anddhaisalso be seen how Late it Was,
How Latewhere the narrator is Sammy Samuels. Samuels viieutdgarded as a Jewish
name and Kelman makes deliberate play of this. ¢sityawhere you could be asked if
you are a Protestant Jew or a Catholic Jew thengaoi this character is crucial, and
gives no easy answer as to Sammy’s sympathies e picked up by the police and
questioned. Again Kelman is asking the reader tmeme their own moral values and

challenges them to rethink their ‘truths’.

Kelman does not directly attack any religion. Raththrough the lives of his

characters, and through exposing the ways in Wlaichuage operates, he lets the reader
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see the divisive effect that religion can have wergday life. In A Disaffectionthe
situation of an atheist living in a city which isvdled and dominated by religion is one
that is to the fore, and forms part of Patrick @ylexistential crisis. His anti-religious
stance emphasises his position as an outsiderndve is the most obvious example of
Kelman describing the life of a man who, to othédras a life of promise, but who is
personally deeply unsatisfied. Patrick’s unemplopeather Gavin epitomises this view
when he discovers that Patrick is thinking aboavieg teaching: ‘He’s a bloody teacher
and he earns a bomb, a single man, he can do &inydtiting he likes* Gavin strikes at
the heart of Patrick’s ‘disaffection’ with anothaccusation that is aimed at Patrick’s
chosen profession, and, by implication, at Patriak:your teachers and all your fucking
students and pupils and all your fucking headmasiad your cronies from the fucking

staffroom. Fucking middle-class bunch of wankerscyat!™?

This categorisation cuts
Patrick deeply when he reflects upon it: ‘Gavin watually very out of order in what he
said | mean you don’t call your fucking younger they a middle-class wanker | mean
fuck sake. A middle class wankéfi The feeling given is that it is the accusatiomeiihg
middle-class that stings the most. Class snoblsenot simply a one way relationship,
and it carries with it the accusation of betrayait only of your class, but of your family
and, by extension, yourself. His brother’'s accasetiand his reaction to them intensify
the feeling that Patrick is a man apart, whose @wmly cannot relate to him anymore,
and that he is painfully aware of this. The langudigat Kelman employs for the two
brothers also strengthens a sense of differencenViatrick expresses the thought that
‘Gavin was actually very out of order’, the poligms of the language is pointed, but sits
uneasily in the mind of Patrick, as it may do watlcthild who is aware of the ‘correct’

thing to say, but finds it unnatural to do so.

Kelman returns to this idea iieron Smith, boyand again uses language even
more sensitively. Throughout the book Kieron'sraton takes the form of forced
‘correct’ language, one that is noticeably childibht is attempting to fulfil the different
expectations of an education system, and of aatmle of friends and family, which
often seem at odds with each other. Kieron’s vascehildish, but gives the reader an
insight into Kieron’s family aspirations and ideafswhat is considered right and wrong,

particularly with reference to the spoken word.sThomes from Kieron’s mother who
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chastises her son when he does not speak in waddetleves is the correct manner: ‘My
maw gave me rows about if | said heid and not hBatino to ma da if he did*Even at
such a young age Kieron is receiving conflictingssages about wrong and right. His
father speaks one way, but when Kieron tries tolatainim, a natural thing for a child to
do, he is rebuked for speaking incorrectly. Thigsion can only cause Kieron to view
his parents as having different standards, and ieside with one or the other, or
perhaps neither. This division does not only odmeiveen Kieron’s mother and father:
‘Granda said weans, but my maw did not like it.iOk children, they are not weans they
are children. And if it is words the same, oh slteribt like it, aye and cannay dae. Aye
but | cannay dae that. My granda said that. Ayel lbahnay dae. It is not aye and cannay
dae it is yes and cannot dd'Kieron is being told that those closest to him,hwtite
exception of his mother and teachers, are speakiagguage that is not correct, that they

are mistaken, either deliberately or because thewkno better.

Such ideas are reinforced at school. Kieron'shieatnakes sure that the children
know what is expected of them: ‘Ye had to speaktral the time, Oh it is not cannay it
is cannot, you must not say didnay it is did nbit is the classroom it is not the gutter. It
is the Queen’s English, only you must speak thee@iseEnglish™® By naming this
‘correct’ language as belonging to ‘the Queen’ thacher is not only appealing to a
higher power to prove its worth, but is firmly pog the children’s families in their
place. Kelman has often spoken out against the atidn@al system in Scotland,
something | will examine in detail later in thisagter, but it is prudent to note here his
thoughts regarding how children are taught Englisbchools. In the essay ‘Elitism and
English Literature, Speaking as a Writer’, Kelmasmenents: ‘It is one of the most
sophisticated features of the elitism in this courthat prior to leaving school the
majority of kids know not only what society think$ them but what it thinks of their
parents™’ In both A DisaffectionandKieron Smith, boyKelman uses the dialogue of his
characters to suggest that a language that isdporeforced upon, people can and will
only have the effect of dividing families and sdigs rather than uniting them. It is not
only unnatural but inherently divisive. It is wortloting that while Kelman’s examples
have specific reference to Scots speech, partlguzlasgow speech, his point is not so

much about Scots and English spoken idioms as sijnational difference; rather it is
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about the differences between speech among wordlesgs people and the speech of

middle class people, or, more pointedly, of workotess aspirants to middle-class status.

Both Kieron Smith’s and Patrick Doyle’s immediaf@milies are divided by
education and language. For Kieron in particulaolavious split occurs: ‘My maw was a
snob. We all knew it. My da too. If she gave hinloek he did not like it. She was
snobbish and posh® The disapproval that Kieron's mother openly shamsards her
husband is not missed by Kieron, but it should &lsmoted that Kieron’s family in turn
judges his mother equally harshly. She wants hédreim to do ‘better’ than she has
done, trying to get them into ‘better’ schools, aodpeak ‘correctly’, yet she is branded
a ‘snob’ by those closest to her. The pressurefebls comes from a society which
equates ‘better’ with class, an idea that she gassdo her son: ‘People that talked like
me were just keelies and did not go to good schddiat was what my maw sait? This
idea that a person’s worth can be judged by how fipeak is central t&ieron Smith,
boy but is present to a greater or lesser degred iof &elman’s fiction, and language
and its functions are brought into question. In éssay, ‘Homecoming’, Alan Riach
quotes poet Peter McCarey, who sets out his idediseorole(s) of language:

Knowing who you are and where you are from is mdy @ matter of being able to

say things to your friends without being understtydforeigners, useful though

that can be at times. There are two main functtonspeech: communication and
identification. One function conveys messages drel dther shows where the

messages come from. One makes bridges and the dthess borders, often
between two people who are trying to talk to eatfeio Both are vitaf°

Language is about belonging and understandingo@fse to belong to one group means
that there are others to which you do not. Theardlat Patrick’s brother’'s accusation
of Patrick becoming ‘middle class’ had such an iotpa that he is defecting from his
own people to another group. Similarly, Kieron Srisitknowledge from an early age of
the derogatory slang used on both sides of thesactdivide in Glasgow immediately
signals to him who he belongs with, and where. Kalim examination of the political
power of language is grounded in this idea. It esteed on the idea of identity and
position in society and his belief that borders @astructed far more often than bridges
are built. In the reality of Kelman’'s Glasgow, ¢arage, more often than not, becomes

divisive.
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Such divisions are further shown by Patrick Daylestrangement from his family
and his former life, which is in evidence when lts his parents. He does so through a
sense of duty rather than any real desire to sm,thnding it a struggle to communicate:

What was there to talk about? Nothing. Fuck alinBess worrying about it either.

Fathers and sons and brothers. A load of tollias Riducation and class warfare,

revolution and disease and starvation and tortack raurder and rape. There is
nothing to crack up abodt.

This is more than a generation gap. There is avlodecal divide between Patrick and his
family. During a discussion with his mother andhtat about the treatment of
schoolchildren he accuses his mother of being giegd against the current generation:

I’m no prejudiced at all, you just stick up for the

[ don't, | just tell the bloody truth, as | see it.

I’'m no saying ye don't, but let’s face it as wielt, ye do like to be different.

Naw | don’t. Your maw’s right, said Mr Doyle.
The same with bringing back the belt, you've gabéodifferent there to®.

But the reason for this estrangement lies not witly with Patrick, it has developed on
both sides. Patrick’s family sense the divisionmedl as he does, and Kelman doesn’t
excuse the reactionary views of Patrick’s familyd aby extension, other members of the
working class. When his brother, Gavin, is relayihg details of a car accident, Patrick
finds he has to confront him:
What you said there, a wee minute ago, about akredgking that wee boy down |
mean | don’t understand that at all what bloodyedénce it makes if it was a paki
or it wasn’'t a paki. Even using that word, pakinéan it isnt a word it's just a

bloody derogatory racist bloody term. If ye meamguy that was from fucking
Pakistan ye should say b.

The novel is not about Patrick growing apart inagelemtly. There is a sense of pride
from his family that their son, and brother, hasrbeducated which causes the reader to
realise that the family willed him to ‘better hintis¢hrough the system of education, but
there are negative emotions as well. Kelman segd$amily conflict as a natural result of

a class system that the educational status quotamesn Patrick’'s problem is that he
recognises this, but perpetuates it by being ffatieosystem rather than fighting against
it.
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Is it possible that Patrick Doyle is a vision betman that James Kelman could
have been if he hadn’t chosen to write? Therereahsense with Patrick of someone who
is uncomfortable in his own skin, a feeling thé& Iis not the way it should or could have
been. This is at the heart of his disaffection.eLikammas in Kelman’s 1985 nov&l
ChancerPatrick feels separate from those around him: fgnfilends and colleagues
alike. The difference between Tammas and Patrickas Tammasvantsto be separate
from ‘others’, he has no desire to belong, and @dddreams of escape. Patrick wants to
be a part of something, even if he is confused aghiat. He appears to feel closest to the
children that he teaches and it appears that treejoad of him until they discover he is
to leave, an act which they look upon as a betr&yalsees hope in his pupils, perhaps in
recognition of a time when he belonged, and itagpant that it is to them that he opens
up about his true feelings: ‘I'm saying to you thiare is a bit of a crisis in my life. I'm
sick of being alone and being a teacher in a spthett | say | detest all the time, to the
extent that the term ‘detest’ isni really importachrist because it's a form of
obscenity’” However even this relationship is one which is alabced as Patrick
attempts to mould them into what he feels they khbae. Discussions involving Camus
and Tolstoy, and introducing his pupils to the imgtof the Ugandan poet Okot p’Bitek,
% reflect an earnest desire to educate his pupifsalso to subvert the system that he is
supposed to represent. His condition is exasperated exemplified by this state of
affairs. When one of his pupils asks him: ‘Do ybink that we shouldn’t be heré%his

answer is no answer at all: ‘Aye and naw. Sometihtesand sometimes | don?'.

Patrick’s education, secure employment and sistg¢us allow him a sense of
freedom to choose that the rest of his family do aygpear to have. If we can accept
Sartre’s tenet that all men are free, we should athnit that it at least appears as if some
are freer than others. Commitments and constrautk as raising a family, poverty and
the shackles of the class system mean that Parfekiily do not have the luxury to
choose their life as Patrick at least appears we.h@uch apparent constraints are central
to all of Kelman'’s fiction, and explain why his pagonists, who are non-conformist, are
seen as problematic by the rest of the charaatenssifiction, particularly those who are
in positions of power. Patrick is not confrontedhwihe hurdles that face other Kelman

narrators, and the fact that he cannot exercisdérédswill is pointed. His father has to
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stay in an unsatisfactory job to support his wéfed did so as a younger man to support
his children and, ironically, to allow Patrick tttend University. His brother is worried
about paying the electricity bill and providing fbis young family. Patrick has the
apparent freedom to remain a teacher or to do songetlse, and this choice, and his
inability to act, is at the heart of this novel aRdtrick’s crisis. It could be seen as a
question of courage. Does he remain unfulfilled $eture in terms of employment and
finance, or does he take a chance and chooseldw/falpath which offers no assurances,
but does offer the opportunity of a life he desidst of the artist. Until he accepts a
choice one way or the other his condition will erediHe encourages his pupils to try and
change their lives: ‘Why don't yous go and blow the DHSS office?® but he seems
unable to practice what he preaches when it combstown life. In a moment of clarity
he realises that the conflict in his life, with fésnily, colleagues, the educational system
and within himself, cannot be solved unlesshanges:

The very idea that such conflicts can be resolvEds is a straight bourgeois

intellectual wank. These liberal fucking excessd®h to the very limits of fucking

hypocritical tollie.

Now we know the truth. There is only one way to go

home: home to one’s own house and draw the curtadsset yourself down and
out with the pipe$’

The pipes that Patrick refers to, and his romaaitiachment to them, represent the most
enigmatic aspect of Patrick’s life. He finds thebaadoned at the beginning of the novel:
‘They were longish and reminded him of english sdeanes from a bygone era, the kind
that reach the floor and are normally performedypiseated musiciand’.He bonds with
these curious objects immediately: ‘The pipes wsirange kind of objects in the
response Patrick had to them. It was immediatesgpnbwith. As soon as he saw them it
was, christ!®* To have such a visceral response to these enigjitetis is unusual, and
Kelman imbues them with a greater importance tharréader may realise at first. They
are obviously not exceptional, at least in the eyfesther people. When Patrick’s fellow
teachers see them they make no exclamations ofcavenvy: ‘Quite a nice pair of
132

pipes’’” But it is Patrick’s response to them that makesrtisignificant, and Kelman is

making the point that it is the individual that gssvalue to a life and all aspects of it.
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Patrick imbues the pipes with his hopes and dredaalsng them home and
increasingly seeing them, along with a longed &atronship with his colleague Alison,
as the only things that offer him hope of a bdifer Alison and the pipes have value for
Patrick only because he chooses to give them vahe his ‘disaffection’ is because he
cannot place such value on other aspects of lisdifhave the courage to change his life
to give it the value he desires. The pipes reptaberpossibility of Patrick taking control
of his life and doing something for himself, notr fbis pupils, his parents or his
employers, but his inability to act negates thig. y¢arns for a different life but seems
incapable of actually implementing change. In dsston with his sister-in-law Nicola he
admits to her that his life is not his own: ‘Uchicbla I'm just bloody sick of working for
the government, I'm sick of doing my bit to suppréise weans®® The desire to have a
different existence is clear, but there is no iatlan by the end of the novel that anything

will change, or that Patrick is capable of change.

The novel ends with Patrick contemplating suicae€ourse of action that is often
contemplated by Kelman’s protagonists: ‘That ternpta What is that temptation. That
temptation is aye the same and it is suicide, adtially suicide®* Kelman’s novels
usually hold out a level of hope, but for Patritclete seems only self-loathing and
desperation. As Patrick considers suicide unidiedti?oices shout abuse at him, but the
personal nature of the voices’ attack leads thelae# believe that this is Patrick’s
internal monologue judging him: ‘They’re just shiogtthey hate ye we fucking hate ye,
that’s what they’re shouting. It was dark and isweet but not cold; if it had not been so
dark you would have seen the sky. Ah fuck off, feék. > This ending is unexpectedly
violent and it does appear that Kelman is hardePatnick Doyle than he is on his other
central characters. Robert Hines Tihhe Busconductor HineSammas inA Chancey
Sammy Samuels inlow Late it Was, How Latend Jeremiah Brown iMou Have to be
Careful in the Land of the Freare all struggling against the system, and althoaig
have their faults we are never in doubt that Kelmeamts the reader on their side. But
there seems to be an underlying sense of loatlbinBdtrick Doyle, as if his life disgusts
Kelman and he finds his lack of action patheticaahof cowardice. In an interview with
Kirsty McNeill, when asked about similarities betmehimself and Patrick, Kelman

refuted the suggestion: ‘Doyle is like a lot of pEowho come through university
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without any experience of working class jobs. Thienk and the educational process
teaches them to think — that they can change tseesy from within’*® Kelman is
deliberately painting Patrick as naive, and is sgtjgg that his disaffection arrives with
the realisation that it is futile to believe thatuycan change the system while being part
of it. It is important to note that Kelman wishesdistance himself from Patrick, and his
comments to McNeill support the feeling from thevelothat he has no respect for his
protagonist. It is worth surmising that the higldyarged nature of the writing comes
from the belief that, without the courage to becdaheeartist he is, Patrick’s life is what
the writer could have faced. Kelman has given ifesvalue in a way that Patrick has not

been able to manage.

In A DisaffectionKelman is asking his readers to consider not tioky they live
their life, but ironically how they instruct othets live theirs. As irKieron Smith, boy
Kelman is drawing attention to the importance o&cteng children to think for
themselves while conceding that one patronisindegsysof education is likely to be
replaced by another. He is not only concerned watication as the state provides it, but
education in a wider sense. He is clear, howevssuiawhere he believes educational
indoctrination begins: ‘The classroom is where vigcalver what is “good” literature.
Very soon “good” literature and “literature” becorare and the same thing. Literature
becomes the thing we are allowed to see in thesrdam. The other stuff is the stuff we
are not allowed to sed’. Kelman is suggesting i\ Disaffectionthat it is in the
classroom that the root éfatrick’s crisis is to be found. As a teacher Héecés on the
role he plays in maintaining the elitist systent tkalman discusses. In conversation with
fellow teacher Alison he confesses his doubts:

| think about their parents, Alison. The way thestj stand back and let their

weans’ heids get totally swollen with all that iging keech we’ve got to stuff

into them so’s we can sit back with the big wagé&pts It's us that keep the things
from falling apart. It's us. Who else! We're resgibie for it, the present polity/.

Patrick does try to subvert the system by informhig pupils that they are being
oppressed by the system: ‘Now class, the lot ofggeat after me: Our parents, who are
the poor, are suffering from an acute poverty efrtind’>° The closest that Kelman gets

in any of his fiction to grandstanding in a maneenilar to that of Banks comes in the
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sections when Patrick is trying to influence hipisi ‘Repeat after me: We are being
fenced in by the teachers [...] at the behest ofctattirship government [...] in explicit
simulation of our fucking parents the silly bas&/f Such sentiments reflect Kelman's
views on the education system, but we are alsagaveinsight into Patrick’s situation, as
well as the disdain with which Kelman views Patridke class room is the only place
where he feels at ease, able to make jokes, aedcabfidently to promote his views and
affect the ideas of others.

As with much of Kelman’s fictionA Disaffectionpresents an individual’'s inner
monologue, discovering the thoughts that drive rthactions. Kelman’s writing
epitomises Sartre’s idea that we act from free,vaillt also expresses the individual’s
struggle to accept this freedom. Where Patrick Bogiffers from other Kelman
protagonists is that the battle he faces is ndt wiivious outside forces as much as those
from within. Kelman portrays an individual trying tlo the ‘right’ thing and failing. It
could be said thah Disaffections Kelman’s ‘bad faith’ novel, portraying a man wiso
‘denying himself’. In what appears to be a diredference to Sartre’s ideas Patrick asks
the same question when he finds himself shiverimgthie cold: ‘in an incredible,
exaggerated fashion so that you had to ask isntige? is it the mark of a false
consciousness? an indication of what's the fuclrench for bad faithf* By this stage
Patrick is questioning the motivation for his evexrgtion. Kelman makes the reader
aware that while others may judge an individualtbgir actions there is a constant
struggle within the individual to try and discoveist what those actions should be.
Patrick Doyle is in conflict with himself to the text that he becomes divided in two, one

part working-class son and brother and one partiigidlass teacher.

The allusion to bad faith also highlights anotkdédference between Patrick and
other Kelman characters who often wear their kndgéelightly. Patrick is obsessed with
artists and philosophers from the past whom he seenhold up as role models for
himself. While considering his own mental state dwnpares himself to a German
philosopher whose work influenced, amongst oth8estre: ‘Hegel was never near to
insanity. He never was. Or so we are given to wstded. [...] He caroused with women
and drink and no doubt that is why Schopenhauesdhiaiim. Kierkegaard didn't fucking

like him either'®? Patrick is asking himself if an apparently immdite, as typified by
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Hegel’s alleged ‘carousing’ with women and drinkncalso be an intellectual life. The
feelings towards Hegel that Patrick attributes tbhdpenhauer and Kierkegaard suggest
that his fellow philosophers thought it could nbhis also highlights the fact that Patrick
refuses to give value to his own moral life, tryitmyfind such value by examining the
lives of others. The idea that the intellectuad Bihd the moral life are one and the same is
not a new one, and Kelman believes that a pershig'sand their ideas, whether
expressed philosophically or artistically, are prthe same ‘whole’ individual. In a talk
to Glasgow School of Art students Kelman explaims point of view:
Was Paul Gauguin racist? Was he sexist? What ab@utGogh, was he racist?
Did he hate atheists? What about Picasso, wasxisZ®id he hate homosexuals?
Was Gertrude Stein elitist? Did she hate men? Thess of questions are also the
province of art criticism. They cannot help beirsgtpf it. When we are examining

the racial or sexual or elitist stereotypes in atexror painter’'s work, we are
examining techniqué

Some may see such claims as controversial, not #tasts themselves, but Kelman’s

claims reflect Sartre’s ideas about art and exegea belief that the free action of writing

is the same as that of drinking or speaking. This &eturns to the idea that an artists
metaphysics alongside their art. Put simply, theaad the artist are inseparable and to
understand one the critic must examine both.

In an address to students in Dallas, Texas, Kelgpake of how he was inspired
not only by the art of the French impressionistg,ldy their lives:

| found the lives of these artists interesting.faet | found their lives extremely

exciting. They were standing up for what they bac in, many of them had

nothing, they went without food, they had a trenmrglcommitment to what they

were doing. And the authorities didn't like it. Thaas the rule of thumb for me, if

the authorities didn't like it then it might be @mesting. From then on | became
interested in the lives of the artists.

This interest is reflected in Patrick Doyle’s maeferences to the life of these artists and
philosophers rather than their ideas. But theeegabtle difference between what Kelman
describes and Patrick Doyle’s interest. The suggesh A Disaffectionis that Doyle is
looking for role models to fit his life, rather thanes whose example he will follow.

Such thoughts are telling about the personal dilamthat consume his waking thoughts
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and it is significant that they cross his mind & donsiders his relationship with his
parents, particularly that with his father. The dsween his father’s life and that to
which Patrick aspires are made clear. This is arotbnflict that Patrick faces, that of

love versus respect:

He loves his da, he really does. It's just thaking hopeless reactionariness. How
do you pierce it? It's a fucking tortoiseshell. Yawuld need a Moby Dick
harpoon. Father! Daddy! Dad! How are you doing? Hewour drying hand?
Okay? Good, that's good. And have you wiped youfega arse recently? Last
week? Fine. Aye. Consistency is a desirable cayeditere you are’

This lack of communication between the generatmmdd be regarded as symbolic, but
it would be wrong to overstate this. This is abpatsonal relationships and how the
breakdown of these can effect change on a widexl lamd provides the reader with

another example of the individual reflecting wigeoblems in society.

Like Kieron Smith’s early views of his father, Rek's more developed
relationship with his cannot be described as atipesbne, although it is more difficult in
Patrick’s case to see what his father has doneisacmhtinuing to do, wrong. Examining
these two sets of relationships together causeetter to ask particular questions about
where and when an individual forms his moral vala®l consider questions of nature
versus nurture. Does the individual follow whatythere taught, or rebel against it?
Kelman is asking similar questions as those thatr&Sasks in respect of morality and

free will.

As well as Hegel, Schopenhauer and KierkegaartticRanuses on the life and
times of Holderlin, Goya and Beethoven amongstrsthEhese philosophical and artistic
allusions appear central to Patrick’s crisis ofniity. He does not know how to be
‘himself’ so is looking for role models, aspiratarnfigures whose life and work only
serve to highlight the apparent waste of talent ®atrick perceives his life to be. It
appears that Patrick’s education is a curse, tremkhowledge that he has acquired only
heightens his disaffection with and isolation frtre rest of the world. But Kelman is not
suggesting that happiness is to be found in blisghorance. Patrick finds himself apart
from family and colleagues as he is the exceptiwot, the rule. His fight is against

becoming something he is not, from being subsumethé system. Kelman gives the
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reader no direct answers or solutions. The eaiest in life is to accept the status quo,
but that is not the right thing to do. Again thésea blurring between the moral and
political, one that points once more to the exis&nThe life that Kelman is suggesting
is not an easy one, nor should it BeDisaffectionis a warning to his readers, and, by
extension, to all, to take control of their livé&ther Kelman novels highlight the way in
which the state keeps the individual in his pldoethis case Kelman is suggesting that
even if the individual has the freedom to actsihot easy to embrace such freedom, and,
when the individual has been used to having to #sutinthe state’s oppressive system,
when they find they have the choice to act fretey display bad faith by refusing to
make that choice. Sartre proclaimedBeing and Nothingnesd am condemned to be
free. This means that no limits to my freedom carfdund except freedom itself or, if
you prefer, that we are not free to cease beirgj.#feThis concept of condemnation is at
the centre of Sartre’s philosophy, and at the hefaft Disaffection The reason that this
novel stands apart from the rest of Kelman’s bofiwork is that the critique is of the
individual rather than the society that has shaped. It is the moral duty of the

individual to decide what is ‘right’, and then ubeir life to make it so.

This sense of moral obligation as set out in higing is one which Kelman shares
with lain Banks. Although their fiction differs imow it is written, there is still the shared
underlying message that individuals should try afféct change where they see it is
needed. Like Kelman, Banks’ fiction contains thenasion that this life is not an easy
one, and it is the difficulty in living such a lifbat is at the heart of the crisis that afflicts
both writers’ characters. As previously mentionBdnks is not usually thought of as an
existential writer, but his characters are comparab those of Kelman, more so than
they may appear at first. In a review ®he Steep Approach to Garbaddl®uglas
Gifford considers ‘the recurrent existential loneks of so many of his (Banks’s)
protagonists®’ ‘Recurrent existential loneliness’ is at the hesrboth novelists’ work,
and this reflects not only that their protagonistand alone, but that they recognise
aspects of life that are, in their judgement, imahoand strive to have the moral strength
to try and change matters. Gifford goes on to potige relationship between character
and author: ‘one wonders whether Banks works frioensame paradoxical position of so

many of his characters, who sense the underlyingnimgless nature of experience, yet
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still restlessly seek meaninf Considering the style and content of Banks’ wejtsuch

an assumption seems a correct one.

Banks’ aesthetic is more direct than Kelman’she wvay he conveys his message
and he is aware that his style of writing coulddescribed as less than subtle: ‘I'm quite
a frustrated political writer. | don’t have thetgib properly embed politics in the book.
Characters come along and spout what is obviouglyamt. It's an eternal frustratiof?.
The difference between the two can be seen moatlgle the way that they deal with
matters concerning religion. | stated in the intrctibn to this thesis that existentialists
included religious believers and non-believers, thetsecond group markedly outweigh
the first. Sartre believed that existentialism amttleism are intrinsically linked. In
Existentialism and Humanishe states: ‘Existentialism is nothing else butttempt to

draw the full conclusions from a consistently askieiposition’>

This seems unequivocal, however later he appesssstedent, and it would be a mistake
to think that atheism, despite Sartre’s statemleave, is required for existential ethics. If
we again return to the definitions of existentialig’hich appear at the beginning of this
thesis; the primary concerns are freedom, respiibgiand value. The existence or
otherwise of God is not necessarily a concern. idthemay allow Sartre a secondary
argument for his existentialism, but it is not degent on it. Individuals are free whether
God exists or not. This is something Sartre goe®@xplain:
Existentialism is not atheist in the sense thatwibuld exhaust itself in
demonstrations of the non-existence of God. Itates| rather, that if God existed
that would make no difference from its point ofwieNot that we believe that God
does exist, but we need to think that the real lprokis not that of His existence;
what man needs is to find himself again and to tstded that nothing can save

him from himself, not even a valid proof of the stenhce of God. In this sense
existentialism is optimistic, it is a doctrine aften>*

This seems to lean towards an agnostic world vegdhough Sartre would deny this
vehemently. He believes that in this ideologicatlbayjou must pick a side, a belief that
he shares with Banks and Kelman. The way the twiessrcriticise religion is markedly

different. As discussed above with regard K@ron Smith, boyand A Disaffection

Kelman makes comment on religion by showing howafftects the lives of his
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protagonists, not in any overly dramatic way, bybbing a constant divisive force that is

ever present.

Banks directly communicates with his readers, il result that it can feel as if
the writer is trying to persuade the reader throtigh strength of the characters’
convictions. The characters might seem to functicather crudely sometimes, as
mouthpieces for the writer. At best, though, itather that the characters take part in the
investigation or argument that the particular nageéngaged in. For example, Whit
(1995) Banks devotes a whole novel to what he aedhe hypocrisy that is intrinsic in
organised religion, but his atheistic anger carfdued throughout his novels. A prime
example of this can be found in the following pagsaiomThe Crow Road1993) where
the central character Prentice McHoan has fallenwoth his father, and former hero,
Kenneth, to the extent that they are no longerpeaking terms. Again, as with Kieron
Smith, Patrick Doyle and their respective fathéisre is more than just a generation gap
appearing between the two. As the novel progresegseader is made aware that a
disagreement over religion is at the heart of tharieel. In hisScotnote<ritical study on
Banks, Alan MacGillivray sets out their relationshi

In a reversal of the more common father-son caniflicScottish novels, where the

sensitive liberal-minded son falls foul of his fatls stern religious beliefs, Prentice

feels that Kenneth’s tolerant atheism and scepétialdes do not satisfy his need
to believe in something, to find some meaning be:tire tragedies of lif&

Prentice’s attitude to his father's (non-)beliefsuld be viewed as a natural teenage
rebellion which is seen as part of growing up. HeevePrentice’s need to believe in a
God who moves in mysterious ways is more thanguasattempt to make sense of life’s
horrors. Banks uses Prentice’s progress to comoetife, death, family and faith. He
also uses it to talk about personal responsibdityl how religion can be used as an
excuse by an individual to avoid facing their ovsponsibilities. In answer to Prentice’s
assertion that there has to be a greater powefeohds no meaning, his father replies
with a rational anger that again echoes Banks’ own:

Why?’ Kenneth said, trying not to sound angry. tJoecause we feel that way?

One wee daft species, on one wee daft planetrgydne wee daft star in one wee

daft galaxy; us? Barely capable of crawling int@@p yet;capable of feeding
everybody but...nyaa, can’t be bothered? Just becaws¢hink there must be
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something more and a few crazy desert cults intfextvorld with their cruel ideas;
that's what makes the soul a certainty and heaven a mikstteth sat back,
shaking his head. ‘Prentice, I'm sorry, but | expdcbetter of you. | thought you
were smart. Shit; Darren dies and you miss Roryasothink, “Bugger me; must
be a geezer with the long flowing white beard adtér|...] ‘What about your Aunt
Kay?' Kenneth said. “Your mum’s friend; sladéd believe; must be a God; prayed
every night, went to church, practically claimeea $tad a vision once, and then she
gets married, her husband dies of cancer withirear yand the baby just stops
breathing in its cot one night. So s$tepsbelieving. Told me she couldn’t believe
in a God that would do that! What sort of faithtimat? What sort of blinkered
outlook on the world is it? Didn’t shkelieve anybody ever died “tragically”
before? Didn’'t she ever read her precious fuckingleBwith its catalogue of
atrocities? Didn’t she believe the Holocaust hagpeaed, the death camps ever
existed? Or did none of that matter because itdidthppened to somebody elSe?

Banks gives these views even more credence by eorgpand contrasting them to the
extreme and ridiculed Uncle Hamish, otherwise kndwnthe family as ‘The Tree'.
Hamish is portrayed as a man who has firm, if umeational, Christian beliefs, and is
ridiculed for this. His unique brand of Christignis dependant on his moods and whims,
and, according to Prentice, is a mixture of thepdistic (‘At the moment he seems to be
veering towards the idea that if you did more gdlogn bad during your life you go
straight to Heaven)* and the worryingly bizarre (the rest sounds ligesthing dreamt
up by a vindictive bureaucrat on acid while closelgpecting something Hieronymus
Bosch painted on one of his bleak but imaginatiagsd’> He is the family figure of
fun, a situation which extends to his own wife afdldren, and this results in his
worshipping alone. This portrayal is used not awlyshow Kenneth in a positive light
when compared to his brother, but also when condp@réis son. When Prentice shows
interest in his uncle’s ‘church’ it is patently neoabout upsetting his father than any

respect for Hamish.

The fact that Kenneth McHoan is also a writer Hartenforces the idea that he
represents Banks in this novel. As a young fatleeuses his stories to promote natural
history and discredit the idea of God comparing am‘...Father Christmas and the
Tooth Fairy®® Neither writer, McHoan or Banks, make an attempuitee a fair and
balanced view. Their point of view, as far as rieligis concerned, is clear. Banks turns
biblical mythology on its head by having the fatltke to save the soul of the son.

Kenneth dies in typical Banksian fashion, electteduon the church steeple while



-77 -

denouncing religion: “Hamish; all the gods arestal Faith itself is idolatry”™’ Hamish,
of course, sees his brother’s death as divineorgtan, but ironically this reaction serves
to push Prentice away from faith in God and towdndsfather’s beliefs. This is a point
that Cristie L. March discussesRewriting Scotland
the novel has consistently presented Hamish adi@ilous figure [...] By offering
the possibility of Kenneth having been punishedhigratheism, and revealing that
Hamish accepts such a reading of the event, Bardsuatles the reader, and
Prentice, from thinking the sam®.

The Crow Roadtan be described as a quest, where the protagémstice is trying to
discover ‘the truth’ on varying levels. On one letiee novel takes on the form of a
murder-mystery as Prentice tries to uncover fasglgrets and discover what happened to
his missing Uncle Rory. But there is also a deeggarch undertaken, one for universal
truth. Prentice is trying to make sense not onlyisflife, but of life in general. Prentice
has encountered a lot of tragedy in his young Tifee deaths of his Aunt Fiona and his
close friend Darren Watt, and the disappearandgnafe Rory, have caused Prentice to
consider life and death, and he is attracted toidea of God existing as he wants to
believe that there is a deeper meaning to life thiarfather’s atheism offers. He needs to
believe that death is not the end: ‘Theasto be something more than thalPrentice is
deliberately painted as young and naive, and anaspect of his quest is that he matures
throughout the novel. The death of his father is piivotal moment in his quest as it
appears to put all of the other deaths he has eteaad in his life into perspective, and
his later musings on the subject of death coulel@me straight from the mouth of this

father, or indeed Banks:

We continue in our children, and in our works andhie memories of others; we
continue in our ash and dust. To want more wagusbichildish, but cowardly, and
somehow constipatory too. Death was change; it tiednew chances, new
vacancies, new niches and opportunities; it wasatiotloss. The belief that we
somehow moved onto something else — whether stilbgnisably ourselves, or
quite thoroughly changed — might be a tribute to erolutionary tenacity and our
animal thirst for life, but not to our wisdom. Theaw a value beyond itself; in
intelligence, knowledge and wit as concepts — warand by whoever expressed
— not just in its own personal manifestations afsth qualities, and so we could
contemplate its own annihilation with equanimitpdasuffer it with grace; it was
only a sort of sad selfishness that demanded th&éncation of the individual spirit
in the vanity and frivolity of a heaveéf.
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Prentice loses his need to ‘believeAll* the gods are falsel thought to myself, and
smiled without pleasuré™He struggles throughout the novel not to find Gmat, to lose
Him in what can be described as an existentialnjeyr In this way Banks is changing
Prentice as he wants to effect wider change inr¢laeer, fulfilling Sartre’s definition.
Just as Patrick Doyle looks to historical artigtsl @hilosophers to guide him as to what
has value, so Prentice looks to God, or at leastligion, to give value to his life. When
Prentice proclaims ‘all the gods are false’ he a¢ @lated by this thought, and neither
Banks nor, for that matter Sartre, would claim #hath a conviction is a reason to rejoice
as the burden of existence and responsibility fdlely on the self. As Sartre explains
with reference to his own atheism: ‘We are leftn@owithout excuse. That is what |
mean when | say that man is condemned to be ffe®artre claimed that the starting
point for existentialism can be found in the beksf expressed by Ivan Karamazov in
Dostoevsky'sThe Karamazov Brother® that if God is dead everything is permitted.
Sartre goes on to say: ‘Everything is indeed peeaiif God does not exist, and man is in
consequence forlorn, for he cannot find anythinge¢pend upon either within or outside
himself' ®* If Prentice ‘kills’ God then he must embrace therrible’ freedom and

accompanying anguish to which Sartre refers.

It is typical of Banks that he reverses the readexpectations. The son rebels
against the father by challenging his atheism, #&h spends the novel suffering an
existential crisis which is only solved by refutiagy idea of faith and returning to his
family. Prentice is a prodigal son who makes hiaceenot with God, but with his late
father and his (non) beliefs: ‘Well the old man twesgn right and | had been wrong, and |
just hoped that he’d known somehow that | would edammy senses eventualf? The
final comparison to be drawn between Kenneth McHaad Banks is that, just as the
former's message eventually persuades PrenticBasks hopes that the arguments that
are set out in the novel will convince the readet only that God does not exist, but
more importantly, that religion is not required tbe individual to lead a moral life, and
to think otherwise is childish and unsophisticatéal. a 2007 interview withThe

IndependentBanks talks about such a life: *I never had a tgoibking religious
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background,” [...] “I'm lucky to have escaped diht Calvinist nonsense. | think you can

live a perfectly normal life as an atheist and mhnist™.*®

It is worth directly comparing KelmanA Disaffectionand BanksThe Crow Road
at this point. Both novels are concerned with ahvidual’s actions, or rather the lack of
action and the consequences of both. Like Patrmidd) Prentice McHoan'’s life, at least
to begin with, is defined by an inability to choo#édso, like Patrick, his lack of decision-
making makes Prentice a difficult character to wéanFrom the time he is introduced, at
his grandmother’s funeral, until the later parttioé novel where matters are resolved,
Prentice can be described as feckless. He is pedras a nauseating adolescent. An
example of this is his infatuation with his couserity Walker. His inability to ask her
out leads to his losing her to his elder brothevisewhom he sees as being his nemesis.
But Lewis is guilty of nothing more than being maneccessful, popular and charming
than Prentice. Like Kelman with Patrick Doyle,dta brave move by Banks to have such
an apparently weak and confused character as dhagonist, although he has never been
afraid of doing this, beginning with the insectttwng Frank Cauldhame ifthe Wasp
Factory. What is so frustrating about Prentice is thatdleeems no real reason that he is
like this. Brought up in a stable family unit, witkealth and the possibility of a good
education, he seems determined to estrange hifnggiffriends and family. Prentice’s
life progresses through the intervention, and thgepce, of others, and, as is also in

evidence in Kelman'’s fiction, it is the women whieo salvation for the men.

In A DisaffectionPatrick sees salvation in a possible relationshigh viellow
teacher Alison, although typically, as she is negirand gives him little encouragement,
he is putting faith in a relationship that is uelikto succeed. The best advice he receives
comes from his sister-in-law Nicola: ‘Pat, you'vesi to get things worked out for
yourself. And stop acting like a wee bdy!When she goes on to criticise him further,
what she says could be applied in equal measulReeiotice McHoan: ‘The way you're
going on just now. Maybe all men are the same bget so sick of it, your moods,
having to watch all the time not knowing when’s tiight moment to ask something.
Even listening to you just now ... all you're doirgpmplaining — if ye listen to yourself

— complaining, that's all your doin§®
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Similarly, it is the women in his life who shapeeRtice’s story. The defining
relationship inThe Crow Roadnay be the one between father and son, but itdas th
women who shape his life in a positive manner.gditilance at losing Verity to Lewis is
matched by his mother’s forgiveness at his subsedaehaviour. It is his missing Uncle
Rory’s girlfriend ‘Aunt’ Janice who sets him on tmead to uncovering the mystery
surrounding Rory’s disappearance, a puzzle thatsses him and also allows him an
excuse when his life spirals downwards. Most imguatiyy there is Ashley Watt, his
childhood friend, who picks him up at his lowestintowhen he is charged with
shoplifting and has failed his University examss lfalisation at the novel's conclusion
that his father's atheistic and humanist world vievas right coincides with the
realisation that he loves Ashley Watt, a love thaeciprocated. It appears as if Banks is
again liberally employing irony as Prentice is mn@d for believing, and is only
rewarded when he loses his faith, or at least &sirior faith. As there is no God to ‘test’
Prentice, the reader can only conclude that itask8 who is testing him; the omnipotent
writer presenting various tasks for the boy to overe before he is rewarded with
enlightenment and love. As a deity Banks is momesrt Greek than Christian, playing
with his characters’ lives in a knowing and wickethnner, and teaching both the
characters, and the reader, a moral along the Wag.Odyssey that Prentice has to
undertake only goes to highlight this.

But there is more to Banks’ fiction than rantdlyrag cries and the refutation of
religion. He asks the reader to question how thdvidual should live despite the
surroundings in which they find themselves. LikelrHan’s characters Banks’' are
portrayed as outsiders. It is again made clearthigateasy’ road in life is to adhere to and
respect the status quo. Banks has dealt, ffom Wasp Factorgnward, with righteous
anger and non-religious fervour and he asks hidemsaguestions about man’s existence.
Questions of nature versus nurture, of what it rmdanlive a ‘good life’, and to what
extent man is free are all tackled in Banks’ novéll of the protagonists in Banks’
novels seem lost until situations force them ta &by are unhappy in their lives and
need exceptional circumstances to find meaningtré&Satated that by choosing for
yourself you choose for all, and Banks reiterates idea in his writing. InThe Crow
Road Complicity, The Businesg1999) and The Steep Approach to Garbadalee
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individual is fighting to change not only their ovaituation, but that of those around
them. Although not always to the fore in his noyéle bigger questions of politics,

religion and morality are always present. Banksady, in his writing, what he sees as
important, and wants change by making others awégeunderstands that to opt out of
interacting with questions of politics, if not nesarily with party politics, leads to a loss

of influence in shaping society and this leads kasa of self.

Banks can be described as a novelist of extrehlissnovels are often angry and
violent and can be explicit in terms of sex, dragsl the grotesqué Song of Stone
(1998) can be considered his most extreme. Set imnaamed country which has been
devastated by war the novel takes Banks’ cynicaivvof what human nature is capable
of and explores the possibilities further than presly. All the familiar aspects of
Banks’ fiction are included. Themes such as familgture versus nurture, free will,
corruption, power and lies are to the fore, but lBapresents them in such a way as to
challenge his most loyal readers. The novel isabty) alongsidd he Bridge(1992), the
most poetic and intriguing of his mainstream fiatiolt is certainly less obvious as to
where the writer's sympathies lie as there areharacters that can be called heroic, and
the lack of the archetypal Banksian rant meansthieat are no clues for the reader as to
how he feels, and more importantly, how they aramhéo feel. As a result the reader has
to decipher the novel for himself or herself andef$ to reflect on how he or she really
feels about all the questions posed, rather thadinfy themselves agreeing with or
opposing a stated viewA Song of Stonies more forensic, more distanced in style, than
Banks’ other novels. There is an effective uncetyaabout where our sympathies should
lie. The result is a novel which insists upon tkestential status of the individual reader,
rather then a novel which addresses readers do#éct It is the work of a writer who is
disillusioned with the world, his disgust palpalded the novel is a reflection of this, but
it is also someone who is taking risks with histing, trying to influence his readers in a
different way. Using hindsight to examine the Hewhat preceded Song of Stonan

argument can be made that his fiction had beenrigagb to this point.

The three novels that precefeSong of Stonelhe Crow RoadComplicity and
Whit, had revealed a writer with an increasingly weaoyld view. The sense of hope at

the end ofThe Crow Roadwhich sees Prentice with the promise of a betterwith
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lover Ashley Watt, is undercut by being set agathstbeginning of the first Gulf War.
Through Complicity and Whit Banks’ view of human nature has darkened, andidise |
and deceptions have become more reprehensible littieh hope that things will get
better. There are attacks on religion, politicpitedism, business, but also examinations
of personal relationships in the form of familiesers, friends and communities, none of
which are spared his sceptical and critical eyekBadebut, TheaVasp Factoryis based
on a family lie, but readers of that novel may h&iewed this as a plot device which
allows the shocking ending. What is made clear wiken consider all of Banks’
mainstream novels to this point is that the wrganegative view of humanity was not
only focused on larger ‘political’ targets, but #pg as much to individuals and the

closest of relations. Dishonour and deceit are temts in the novels.

A Song of Stonappears to be the ultimate expression of this mtisapic view.
The novel may be set in a war-torn land, but iteiglly about family, relationships and
morality. We are introduced to Abel, the narratomd his sister, and lover, Morgan, as
they flee the castle they call home. The idea these two are lovers is dealt with in a
sensual and non-judgemental way: ‘You drained raquentially; our pleasure became
pain and | discovered that you suffered in sileac® screamed — quiet, hoarse, bitten off
— for satisfaction only. We fell asleep in eacheoth arms, and on our family’&®. Their
relationship sets the tone for the novel. It aslesreader to consider right and wrong, and
it should be remembered that this relationship matsbeen consummated against the
backdrop of war, but began years before, and psreaph apparent decadence is at the
heart of the current hostilities. Revolution usyatcurs when the working classes are
starving and the ruling classes no longer care. lifestyles of Abel and Morgan have
echoes of the last days of Rome, or the last TdaRissia, and they seem to act without
fear of recrimination or judgement. Life has becoangame to them, and they seek
extremes. Abel says:

One should only spar with those near equal to diyetberwise the contest tells us

nothing beyond the embarrassingly obvious, and timeyittingly confirm this who

in their propensity for picking on those ruled-dutm replying directly expose
themselves as most likely defenceless against ttbeecould’®
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He is not only placing himself above others, butueskng his actions as a natural state of
affairs. He goes on to surmise: ‘We are all our degal system, where we feel the need
and see the opportunity; apprehending, judgingyaising and, where we can, enforcing
whatever by our personal philosophy we deem legitiri* This gets to the heart of the

novel, and is the closest we get to the voice afkBaas he reduces responsibility for our

actions to the individual. This existential viewasfhoes not only Kelman, but Sartre.

Banks seems to be an atheist who bemoans thefi&&d or at least faith. There is
a sense that he wants to believe. This is showr omsously inThe Crow Roadwith
Prentice McHoan, and ifwhit, with the titular character Isis Whit. Both of Hee
characters want to believe, and their loss of faijnals a loss of innocence. Banks is
suggesting that belief in a God is desirable asnplifies life, but it is a childish delusion
and should be considered as such. Banks’ atheiameasy, and a spiritual power that
lends order and meaning to existence is the alfisent from his novels. It is humanity
that Banks often portrays as contemptible in hi§idn, and for him religion is a man-
made construct, but there appears to be no spitytua his secular worldA Song of
Stoneis set in a land where not only is there no God sbaiety is also broken. There are
no laws except those that the strongest imposes fibwvel is where the questions of
nature versus nurture which Banks first posedhe Wasp Factoryeach a conclusion.
What is right and what is wrong when the only thtogbind you is your own idea of
morality? Incest, sadomasochism, murder and toergaletailed iA Song of Stoneith
litle comment from the characters. There are eonstibut they often seem out of kilter
to the events that cause them. When Morgan is téien Abel by the violent and
fascistic Lieutenant his reaction reveals the etimati is central to his existence:

| feel a kind of jealousy, | think. How novel, cadesring what we’ve shared, one

could even say disseminated. | might even thingatwour this unfamiliar bouquet,

at least to swill it around before | spit it ouytht has always seemed an ignoble
emotion, a confession of moral weakn&ss.

As the world portrayed in this novel is in a statevar we should not judge the actions of
the characters by the social norms of a stable deaoy. But this is easier said than done.
The reader is asked to try and put aside their mleas, which have been formed by

family, religious or social standards, and ask tbelwes the difficult questions of what
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they would do if there were little to no repercossi. It is the focus on the reader that
makes this Banks’ most complex novel as, insteamhsifucting the readers as to what
they should think, he insists that they should ity themselves.

A Song of Stonappears to have been cathartic for Banks, as dwvels that
followed, The BusinesDead AirandThe Steep Approach to Garbadale not contain
the same bleak view of humanity at their heart, athdhree end with the promise of
hope. Of course it should also be noted that tlee A&k&Song of Stoneas published was
also the year that Conservative Party rule endeithenUnited Kingdom, and the New
Labour era began. We know from his novels and wgars how political Banks is, and it
iIs most likely no coincidence that this changeha tmood of his novels matched the
political climate. InThe Steep Approach to Garbadailghere Banks rages against the
second Irag war, and the Labour politicians whovedld it to happen, there is still an
optimistic ending. Perhaps more than the New Labactory in Britain it is a post-
devolution feeling that has permeated Banks’ mesemt work. Certainly he has become
disillusioned with British politics. In the intemiv with Liz Hoggard he discusses fellow
Fifer's Gordon Brown'’s future as Prime Minister:éHhinks Brown will make a better
PM than Blair. “His hands are relatively clean whenomes to the Irag war. But he’s
still very much a monetarist and a privatiser, soouldn’t bring myself to vote for
him™.”® Banks goes on to express that he is politicabims of issues rather than any
blind loyalty to a particular party, an importanstthction to make: ‘Banks usually votes
SNP, but he’s heard a rumour that the party willrgntee the Catholic adoption agencies
get a get-out from the Sexual Orientation Reguhetidct. “So I'll probably waste my
vote on some extreme leftwing candidate as uslialThese quotes show not only
Banks’ ‘moral’ rather than political outlook, theglso go to show how Scotland’s
political landscape has changed. Since Conservd&amty rule ended, Scotland was
granted a devolved form of government @&n8ong of Ston&as published. To be able to
discuss the comparative merits or otherwise of tabour Prime Ministers, and of
choosing to vote meaningfully for either the SNRadeftwing party would have seemed
unimaginable in 1997-98 as Scotland was still neelifrom 20 years of political

impotence.
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Jean Paul Sartre states that what connects tlnadnal writer to society is the
concept of morality, both individual and collectivAs David Caute explains in his
introduction to Sartre’8Vhat is Literature?

By the time Sartre wroté/hat is Literature?he was laying increasing stress on the

becoming, on the active side of freedom. The notras now invested with a social

content: to be complete, one man’s freedom depeaddte freedom of others, on
the creation of a society from which exploitationdaoppression had been
eradicated. This brought Sartre into the spheraarhlity and social humanism. He
now urged writers to use their ontological freedanthe service of social freedom,

while at the same time insisting that the one caieofully realised without the
other!®

This central idea of Sartre’s that ‘'one man’s fmatdepends on the freedom of other
individuals is important when considering the limtween his existential philosophy and

literature. Writers and readers must recognisefrimsdom of each other for a moral or

ethical value to exist. Gary Cox explains Sartrewion ethics and the importance of

‘Others’: ‘Sartre see ethics as an Other-relateenpmenon, as a feature of being-for-
others. He argues that no action is unethical amither person judges it to be so. An
ethical state of affairs is one in which peoplepees and affirm each other’s freedoff.’

If the reader and writer recognise each other asblean set out above, then this mutual
recognition brings with it an ethical dimensiontthannot be denied. For there has to be
an ethical dimension to any writers work, and tbaders recognition of this gives not

only the ethical stance value, but the work its€lihe individual, when they recognise

their own freedom, becomes authentic, but it is wimglividuals recognise the freedom

of others that morality becomes a reality.

In the case of James Kelman and lain Banks, th&indtly individual moral sensibilities

fire their political values, and both are expressedheir writing. It is this artistic

expression of individual value systems that makestr&s ideas of existentialism
appropriate for looking at literature and moraliywe can accept Sartre’s claims that
man is free to choose, and by choosing give vatuthat which is chosen, then such
value can only be seen as a moral value. Theredoredividual’s set of moral values is
such that the individual believes these values Ishbe universal and it is in this belief

that the move from the individual to the universah be found, from the very real
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subjective to an apparent objective. The indivichesd a desire and a belief that his or her
value systems are the correct ones, and to valititdehe needs others to share these
values. The values of the individual self are ndy mecessarily the best for themselves,
but for all. The relationship between writer andder through the medium of narrative

fiction is the artistic expression of this relatsp.
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Chapter 4: The Writer and the Representation of Wonen and Men

As discussed in the previous chapter, James Kelndnlain Banks are often classified
and over-simplified as being a working-class writand a middle-class writer
respectively. One of the reasons for this can hendoin the representations of the
characters that inhabit their fiction; most obvigute male, but also the female. It could
be said that class defines social roles. Yet eehgyacter is an individual and novelists
often deliberately subvert expectations of theiarelsters’ ‘pre-ordained’ roles. If the
men in the novels of Banks and Kelman normally wevkh predictable social
determinants, it is worth enquiring into the nostdi representation of women. It could
be said that class defines social roles. In thisptdr | look at this further and try to
discover how both writers deal with gender and wimehments they make through these
representations. Their approaches to writing maydistinctly different, but their
commentaries on the sexes are actually more dide they first appear. This applies to
how they write female characters perhaps even rtiame the male and | will return to
this later in the chapter, but both writers havetdao say about the complex question of
modern Scottish masculinity and the accompanyingholggy. In doing so, their
political, ethical and aesthetical become more @hadelineated, allowing us a better

view of their relationship with Sartre’s ideas derature.

In an article written foilGQ magazine the Scottish novelist Ewan Morrison asked
the question, ‘Is Scottish Masculinity in Crisid@orrison argues that post-devolution
Scotland has not had a positive effect on the Btothale. He believes that such a state
of affairs will only change when Scotland rejectse tcurrent form of devolved
parliament, something he views as a political pacifrom Westminster, and takes
control of its own destiny by pushing for indepemci= No matter what you think about
the politics it is apparent that Morrison believaasculinity is linked with the political
State:

If the true citizen is a mature man taking respaitisi for his life on the stage of

history, then post-devolution Scottish man is agdimwhinging adolescent...The

new Scottish man cannot have powers devolved to iénhas yet to evolve. As a

fervent feminist once explained to me: ‘we don’tnivgou to give us power. We
want to take it for ourselves.” Only through theijoey into the negative does the
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positive emerge, as every revolutionary knowss Itime for the Scottish male to
transcend the negative and find self-empowerrhent.

These are interesting questions to consider. Cascutinity, and indeed femininity, be

linked to a nation’s political and social systemsd if so, then how do gender portrayals
in art reflect this? In this chapter | intend toamine Kelman’'s and Banks’ gender
depictions. How does the way they present theiradtars in relation to their gender
comment upon Scottish society?

At first inspection it appears that Banks views thlationship between the sexes as
one of equality. The middle-class world that Ban&saracters inhabit allows for this,
with a greater chance for both men and women te d a good education and be in
well-paid employment than is to be found in the kirog class world in which many of
Kelman’s characters live. Kelman’s world is moraditionally divided along gender
lines, and Kelman concentrates on the masculing.isHpredominately a man’s world
with the female more identifiably the ‘other’. Cralty, however, both writers are
unavoidably writing from the male view no matterattthe sex of the characters. It is
often more revealing to look closely at how writptray the opposite sex. Kelman’s
and Banks’ female characters help to give a moreptete picture of their fiction and
their particular metaphysics. In more than one sefts Kelman and Banks, women are
‘the Other'? This makes their depictions of women especialyeating.

As | have discussed previously, James Kelmanutiirdooth his fiction and his
own discussions of art, is seen as someone whesepts the working classes, but
Kelman is aware of the problem that the artist $aghen trying to represent any group of
people. As he says in his essay, ‘Artists and V&iue

What actually is the proletariat? Or for that mattee bourgeoisie? How do you

recognise a class of folk? Or a race of people? Mmognise them by general

characteristics. When we perceive a member of sschee are not perceiving an

individual human being, we are perceiving an ided abstract entity, a generality;
it is a way of looking that by and large is theywepposite of art.

This is a dichotomy that all writers are confronteith. They write individual characters
but they also want a readership to recognise, @aast sympathise, with their characters.
To achieve this there has to be some use of ‘genbeaacteristics’. This will include
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aspects such as language, political persuasios@gidl class. There is a balancing act to
be performed by the writer. The question then aris® to how to perform such an act
when representing women in fiction. The male wyiearen when dealing with a class or
race that is not his own, is more likely to haveiamerent understanding of the male
view, and this is not purely a result of their gendit can also be attributed to the

patriarchal hierarchy of Western society which potes a masculine reading.

From his first published novel, Banks addressesstipns of natural, social and
familial constructions of gender identity. Sexualg defined in relationships and it is the
loss of defined sexuality in the novel’s protagotiist sets him/her apart as an extremely
isolated individualThe Wasp Factorplays with the readers’ expectations and notidns o
gender, posing questions about what shapes geddetity. The narrator is Frank
Cauldhame, ostensibly a sixteen year-old boy, gjinowhose eyes we learn about his
strange upbringing by his eccentric father. Certwahe novel is a traumatic childhood
event, a dramatic ploy which appears in many ofkBanovels. In Frank’s case it was
the loss of his genitalia as a child. The acceptedy is that the ageing family bulldog,
Old Saul, attacked him, biting him in the groin aedhoving his genitals, which are then
kept on display in a glass jar by his father. Tasti@tion occurs at exactly the same time

that his mother is giving birth to his younger lext Paul.

Such a peculiar set of dramatic events are naswadun Banks’ fiction, but it is the
conclusion of the novel that causes the readez-think all that they have just read. The
jar containing Frank’s pickled penis and testespmstant reminder of his emasculation,
is accidentally smashed by his father: ‘He helolit for me to see, but | was looking into
his face. He closed his hand, then opened it atikéha magician. He was holding a pink
ball. Not a testicle; a pink ball, like a lump dégticine, or wax* This is revealed to the
reader at the same time as it is to Frank, andethdt is the questioning of what has gone
before. Frank’'s obsessions and thoughts had bewse tbf a teenage boy, if a rather
disturbed one with a peculiar upbringing. Indeecewicompared to his father and elder
brother Eric, he often appears as the voice oforeaShe discovery that he is a young
woman asks the reader to consider questions abbat gonstitutes gender: ‘I'm not

Francis Leslie Cauldhame. I'm Frances Lesley Cart#h That's what it boils down
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to’.> What is in a name, and what does this mean insteofmidentity, gender or

otherwise?

The depth of the deception becomes clear to tlaere as it dawns on
Frank/Frances:

When Old Saul savaged me, my father saw it as @al idpportunity for a little

experiment, and a way of lessening — perhaps raergamtirely — the influence of

the female around him as | grew up. So he starbsthd me with male hormones,

and has been ever since. That's why he’s alway=rtiasl meals, that's why what

I've always thought was the stump of a penis idlyemn enlarged clitoris. Hence
the beard, no periods and all the fest.

Such a level of detail is to convince the readat such a deception is possible, but there
are other reasons and questions, the first of wisiethy? Is it for reasons of revenge on
the female sex, or a ‘Frankenstein’-like experimémttry and create a life that is
‘unnatural’? As Alan MacGillivray points out:
He [Frank’'s Father] is playing God in much the samwsy that Frankenstein was
accused of doing. In the transformation of Franto ia violent, sadistic killer of
animals and murderer of his own close kin, we car the same kind of
degeneration of a being from a psychologically thgatondition into a state of

bitterness and futile impotence. Frank is not avedithe causes of his condition, as
Frankenstein’s monster is, but the effects on hiertlae samé.

The Wasp Factoris also following James Hogg®he Private Memoirs and Confessions
of a Justified Sinnef1824) and Robert Louis Stevensoiiise Strange Case of Doctor
Jekyll and Mr Hyd€1886). The theme of split or dual personalitpie with a rich and
important tradition in Scottish literature but & the cross-gender aspectTdfe Wasp

Factorythat is the element that keeps it apart from tle@ster works.

Another difference is that Frank/Frances is unavwdrhis/her father’'s experiment.
This is not a psychological or supernatural starydne which finds its horror in the very
real world of science, and there is no ambiguitpuwbthis. Like Mary Shelley’s
Frankenstein(1818) andlekyll and HydeThe Wasp Factorgerves as a warning about
the dangers of abusing science and opposing naluree view Frank’s/Frances’
upbringing as a twisted sociological experimentiedrout by his/her father then we have

to ask, ‘What is the balance between nature antuma® Ignoring how realistic the
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situation may be, and Banks goes to some lengtherteince us that such a deception is
possible, the questions raised are important orfeenwve consider representations of
gender, raising the novel above a mere ‘horroriystand preparing readers for the
seriousness and complexity that is to be foundlinfdain Banks’ work. Many of these
guestions are proposed by Frank/Frances:
Part of me still wants to believe it’s just hisdsit lie, but really | know it's the truth.
I’'m a woman. Scarred thighs, outer labia a bit ab@wp, and I'll never be

attractive, but according to Dad a normal femadgable of intercourse and giving
birth (I shiver at the thought of eithé¥).

The overt interest in violence and destruction frank displays throughout the book can
be seen as Banks’ comment on society’s construethatt it means to be masculine, a
symbol of the destruction that ‘man’ can cause.B&sthold Schoene-Harwood states:
‘Incapable of ever mustering an erection, he (Frdbdécomes a mere impersonator of
masculinity, the irreparably emasculated shadowesbic man® But we can speculate

that Frances may have acted in the same or at deashilar manner if she had been
raised as a girl by her father. If the only difiece in her life was that she was aware of
her sex then how different woulhe Wasp Factonhave been? Are there inherent
behavioural patterns in men and women which caalteeed in their upbringing? Banks

is asking us to consider what makes us act as wasdmen and women.

In The Wasp FactoryBanks removes Frank's/Frances’ sexuality, or astlea
disguises it, and by doing so asks the reader éstmn the importance or otherwise of
gender when the individual considers personal ileanhd how the burden of freedom
may or may not be a gendered one. As Frank/Frastoess to terms with the realisation
that he is a she, he/she reaches a conclusion:|‘Buotstill me; 1amthe same person,
with the same memories and the same deeds donsathe (small) achievements, the
same (appalling) crimes tay name’’° Despite the revelation of her sex, Frances is sure
of who she is, and the reader is made aware tkagehrch for identity and meaning that
Frank was searching for throughout the novel walldontinued by Frances. On the final
page ofThe Wasp Factoryrrances says: ‘Our destination is the same in itide leut our

journey — part chosen, part determined — is diffefer us all, and changes as we live and
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grow. | thought one door had snicked behind mesyago; in fact | was still crawling

about the placeNowthe door closes, and my journey begits’.

Although there is a sense of hope for Francegnaesthat she can move on, the
reader cannot forget her earlier actions sucheasbltiwing up of rabbits, the construction
of the monstrous insect torture chamber that giMes Wasp Factoryts title, and the
murders of her cousins Blyth and Esmerelda, andcgeu brother Paul. Read on one
level this could be a commentary on a particulgsetyof Scottish masculinity, a
masculinity that shapes Frank’s ideas of what iamseto be a man, ideas which can be
interpreted as dangerous and destructive. As Sehdanwood comments: ‘Banks
renders the eventual collapse of Frank’s mascyliis well as that of the patriarchal
order in its entirety, not as ruinous defeat butsame kind of liberating rebirth or
regeneration*? Banks appears to be agreeing with Ewan Morrison‘ihis time for the

Scottish male to transcend the negative and fiticesgpowerment™?

The Wasp Factorys prescient in many ways in terms of Banks’ finticand
perhaps no more so than in the way he portrays womnehis novels there is an implicit
liberal feminist agenda at work. Banks seems t@mesgdthe basic tenet that there should
be equality between the sexes. Just as Frank’s/€saactual gender appears to have had
little influence on his/her actions, so the sexha& majority of Banks’ characters has no
major bearing on the way they act. The women dtiake drugs and have as much sex as
the men (often more) and it is not difficult to ignae swapping the sex of many of his
characters without any noticeable change in thefialsiour in terms of plot development.
It could be argued that the same paternalisticespdihat he parodies ifhe Wasp
Factoryis the cause of sexual inequality and that themeat for change is in a society
that is intrinsically set up for the female to failhis is crucial in the novel€anal
Dreams (1989) andThe BusinessBoth these novels have women as their main
protagonists, and it appears that they have toriasculine’ to survive in situations that

are ‘man-made’.

In Canal DreamdHisako Onoda is a cellist who finds herself caughhe middle

of a political coup in Panama. Hisako is originalpprtrayed as conventionally
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‘feminine’, attempting to seduce the captain of #iep she is travelling on, with the

situation played from her viewpoint:

Was she being too obvious, running her fingers @libre levers? This was silly,
really. There was a very attractive young womarmceffon this ship, much better
looking than her. But what was wrong with flirtingghe wasn’'t even flirting,

anyway. Probably he hadn’t even noticed; she wastmver-sensitive?

Scenes such as this, of which there are a numiainks’ novels, seem to be more about
male fantasy rather than an attempt to portraynaafe state of mind, but it is unfair to
overtly criticise Banks for such writing. All hisrgtagonists have doubts and fears of
which the reader is made aware, and it would bensistent for the female characters to
be any different, and, as witthe Wasp Factoryhe is playing with expectations that are
soon to be challenged. As the plot unfoldsGanal DreamsHisako is called to turn
herself into a heroic figure who handles knives anohs with aplomb, eventually
defeating the Panamanian rebels and destroyingaaewhich they control. This would
be an unlikely chain of events no matter what thed the ‘hero’, so the question arises:
why should Banks decide to make his main chardeteale? It is possible that Banks is
taking the idea of sexual equality to an exaggedratgreme. If the drama is an adventure
fantasy then the sex of the main character maittdes The reader ofThe Wasp Factory

is asked to reconsider the actions of the pre-atioel Frances Cauldhame. Were these
actions a result of her belief that she was a oy had been treated as a boy, so she
acted as was expected of a boy? Or were her adiidedo do with her sex? Similarly,
the reader o€Canal Dreamss called upon to question not only if a woman doact as
Hisako does, but if anyone could, and if the anss/@o to both questions then it matters

little whether the protagonist is indeed male ondée.

In chapter one of Banks nov&he Businesshe reader is introduced to Kathryn
(Kate) Telman as she is about to take a returntérifoatbridge, a town to the east of
Glasgow, where she was born and raised. As natesd,a feature of many of Banks’
novels that an incident in childhood changes thess, but inThe Businesthe incident
appears, at first, to be one which changes Kaisfdr the better. The eight year-old
Kate is discovered playing on the streets of heandidown by the business woman

Elizabeth Telman, and Banks makes it clear thateKiat from a poverty-stricken
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background. There is a discussion between the bhabis marked by the difference in
language used, with the older woman speaking Bngltsle young Kate speaks in Scots,
depicted phonetically by Banks: ‘Ahm no Inglishnalcoatish®® Kate is adopted by

Elizabeth, and works her way up the corporate latloldbecome a senior executive for

the global capitalist organisation known as ‘ThesiBass’.

What is unclear in this novel is why Banks hasidkt to have a female
protagonist. The stereotype of the hard-headechbssiwoman is one which is a fairly
recent construction, and one which would have bmmrsidered exceptional until the
second half of the twentieth century. What Bankgeaps to be commenting on Tine
Businesss that to succeed in this male-dominated worldoanan has to be prepared to
act as her male contemporaries act. The noveldiapsr especially when female
protagonists are employed, offer a critique of mésity. As in The Wasp Factorand
Canal Dreams Banks appears to be commenting on gender, andd#é® that it is
irrelevant to how an individual acts. He again mesuto questions of ‘nature versus
nurture’, implying that it is the latter that weélventually supersede the former, but won't
destroy it completely. We have seen in previouptdra how Banks rails against many
specific aspects of what can be roughly descrilsedlabal capitalism’, and this is never
more pronounced than the BusinessMuch of the novel is concerned with the detail of
how big business, in the eyes of Banks, works:

We’'re quite happy to deal with corrupt regimes aeople, so long as figures are

all above board at our end. In many cultures aekegf what is termed corruption

in the West has long been a respectable and adcppte of the way business is

done, and we are ready, willing and able to accodat®this. (In the West, of
course, it is just as common. It's just not resplelet. Or publicised)®

As Kate’s belief in the mantra dihe Businesbegins to fade her ‘human’ nature comes
to the fore, and Banks’ voice can also be heardidWns it that really matters to all of us?
We’'re all the same species, the same assemblagdisfwith the same unarguable needs
for food, water and shelter. The trouble is th&grathat it gets more complicatedThis
appears to confirm the belief that it is environmdrat shapes the individual, causing
them to believe theliaveto act the way that they do. When considering womerhe

Wasp Factorythe unenlightened Frank decides: ‘There must bewadtrong women,
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women with more man in their character than msk.appears in Banks' fiction that
when the female has to compete with the male tieyoder the ‘man in their character’,
but Banks sees this as a necessity rather thadesisable quality, and despairs that this
Is the case. He holds up the feminine as a sodreepe. This is a theme that | will return

to when discussing James Kelman below.

There is another Banks novel that at first appéarsave a different portrayal of
women, his 1995 novalhit In this novel we are introduced to Isis Whit, ttfearacter
who gives the novel its name, and, unusually fBaaks character, a true innocent. Isis is
the granddaughter of the founder of ‘The Luskenatyrbect of the Select of God’, and is
one of the select of the religion. Her charactgragrayed as having an idyllic childhood,
brought up in the safe surroundings that the Sketeml. Such a scenario is not expected
in an lain Banks’ novel, where childhoods are maseally Frank Cauldhame than Isis
Whit. However, Banks plays with the reader by $plif the female identity into two
distinct characters. Isis is an innocent as shébas constrained and protected by a male
dominated society, rarely venturing out of hergieln’'s homestead. By contrast, her
cousin Morag has become a woman who escaped sudime to discover what the
outside world held, a world referred to by the Lemsfyrians as ‘The World of the
Unsaved’. The main plot of the novel is Isis’s sbafor Morag who disappeared from
the Luskentyrian’s church after she renounced &ién.f Morag has run away to London,
and become a musician, but the Luskentyrians wanback for their ‘Festival of Love’.
Isis’s journey is one of discovery that leads lwerdalise the hypocrisy of her family and
its beliefs. This novel is another attack on aindsty patriarchal society and on religion
in particular. Although it is the women who are slupped it is the men who hold the
power. As Alan MacGillivray comments:

The real sustained opposition within the novelasigen male and female qualities

and characteristics [...] Throughout the novel, thesean explicit difference

between the male and female characters. Genderetfitfe carries with it a clear
moral and psychological distinction, so the sigrifit male characters illustrate one

set of qualities, and female characters illustatether opposing set. No living
characters in the novel cross this divide.

In Whit, more than any of his other novels, Banks dematedtran explicit difference

between the male and female. There are none dttbss-gender’ representations that
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often appear elsewhere. At every point of her qisst discovers that the males she
encounters will at best be a distraction, at wasitactively seek to cause her harm. In
fact, it is the male characters Whit that are the most interesting as they have little
redeem them. This applies especially to Isis’s diaiher Salvador and her brother Allan.
As in The Wasp FactoryThe Crow RoadWhit and The Steep Approach to Garbadale
Banks is using the dynamic of a dysfunctional fgrtol make comment on wider society,
but in Whitthe family divisions are more emphatically alongeffamale lines instead of
being along generational lines.

Isis’s relationships with both her brother andngifather are confused and change
dramatically as she discovers more about herselfrer family. Her brother Allan is
jealous of her special status, allowed her becaheas born in a leap year, on February
29, and plots against her. But it is the betrayahér grandfather Salvador, a man whom
she idolises, that is central to the novel. Isscadvers the depths of his hypocrisy in a
scene where he forces himself on her sexuallyy géesuading her to disrobe in the

name of his religion:

‘We must commune together!” He pushed his mouthatde mine.

‘What?’ | yelped, bringing my arms up to his sharklto try and push him away.
‘But Grandfather!

‘I know! he cried hoarsely as he turned his hdaid way and that, trying to bring
our lips together. ‘I know it seems wrong, but ah&heir voice!’

‘But it’s forbidden!’ | said, straining at his shiokers, still trying to push him back.
He was forcing me over and down now, onto the bedebth. ‘We are two
generations apart!

‘It was forbidden; it isn’t anymore. That was a take’?°

This disturbing scene mirrors those in Banks’ othevels in that what appears to be a
loving, if quirky, family is shown to have a darkcset and to be built on hypocrisy and
lies. The ability to change the ‘rules’ of religiorules which are ‘man-made’, is at the
heart of Banks’ accusations against it. This titrie not only a family unit, but the whole

Luskentyrian community that has been liedwhit can be read as simply another Banks’
attack on religion, but it is more than that. inferces a bleak view of family, that there

will be lies, betrayal and hypocrisy even in thesmapparently stable units. Whit
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Banks makes clear whom he thinks is to blame. Baalesns to make a blunt moral
distinction in this novel. The men are evil and W@amen are good. This seems crude, but
Banks is too clever a writer not to have made ikéndtion for a reason, and we should
examine the characters with regard to his otheelsolf Kate Telman and Hisako Onoda
have to act as men in order to surviveCanal Dreamsand The Businesgespectively,
then conversely when the female characters stayttrtheir sex, that is by not accepting
the subservient roles that the men allow thems&ss Morag, her maternal grandmother
Yolanda, her aunt Zhobelia and Isis’s friend adéiling companion Sophi do Whit,
then not only do they support one another, theyos&pthe hypocrisy of the male
characters. When Isis takes over control from hendfather of the Sect at the end of the
novel, with the promise to control every aspecit®frunning, the reader must question
what is to follow. Isis is in control and promisksrself that she will only deal in one
thing: ‘Truth, | thoughtTruth; there is no higher power. It is the ultimate naneegive
our Maker?* Will Isis reform the Luskentyrians and lead thertoian ideal life, or will
she come to act as her grandfather and brother, lp@eoting self-interest over the
common good? Considering Banks’ obvious disdainhierarchical organisations and
religion in general it is unlikely that he holdstamuch hope for the Luskentyrians’
future. There is little doubt that he believes Léwckton’s dictum that ‘power corrupts,

and absolute power corrupts absolutely’.

This fascination with, and repulsion for, the cmpting nature of power perhaps
explains Banks’ most strikingly cross-gendered fiencharacter, ‘the lieutenant’ fBong
of Stone Abel and Morgan'’s castle is captured by a grougotdiers who are led by their
female lieutenant. The first time we are introduteder the impression she makes on

Abel is clear:

Her plain face is dark, nearly swarthy, her eyesygmder black brows. Her attire
iIs composed of many different types of uniforms; $tained, scuffed boots come
from one army, her torn fatigues from another,dreny, holed jacket from yet one
more, and her crumpled cap — sporting wings as gfaits insignia — appears to
have originated in an air-force, but her gun (lang dark sickle-shaped magazines
neatly taped back-to-back and upside down) is epsiy clean and gleaming. She
smiles at you and tips her cap briefly, then tumsie. The long gun rests easily on
her hip, barrel threatening the sky. ‘And you, 'saffe asks. Her voice possesses a
roughness | find perversely pleasant, even as nmycskwls at a buried menace in
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her v’;/2c2)rds, a promissory threat. Did she suspedtste foresee something even
then”~

This erotic and sensual account hints at the veaesi the past, and that yet to come. The
character of the lieutenant is as far away frora Whit as it is possible to get, although
there is the suspicion that she is another stgpexatymale fantasy figure, and in that
sense can be placed beside Isis: the dominatsk sdongside the virginal innocent. The
‘romantic’ triangle that is at the heart oA Song of Stoneonfronts the reader with a
world that has become desensitised and as suchtlmmiyost extreme behaviour seems
to cause reaction. The rules of what may be catiedized society’ have broken down.
The lieutenant’'s men are known only by their nickes: ‘Airlock, Deathwish, Victim,
Karma, Tootight, Kneecap, Verbal, Ghost, [...] Lovdgd-ender, Dropzone, Grunt,
Broadleaf, Poppy, One-track, Dopple, PsyctoThis has the effect of depersonalizing
the soldiers, as if they are role-playing and thergetheir pseudonyms. It is only when
one of them dies that emotion surfaces in the dieant: “I remembered Half-caste’s
name, his old name, civilian name, when | kissad.hj...] ‘It was ...Well, it doesn’t
matter now.” ‘Then you killed him?? The idea of domination is never far away. The
thought that this has become a land where rulesalnoo otherwise, are decided by the
most powerful individual rather than any set ofw# is reinforced when the lieutenant
asks Abel: ‘Do you believe in God?’ ‘NG®. This once again echoes Sartre’s belief, as
stated in the last chapter, that: ‘Everything ideled permitted if God does not exfst'.
The laws that govern man, and woman, in this geddesl war-torn country, are decided

by the person with most authority. In Abel’s wottils becomes the lieutenant.

Such a world is the background to the novel anthéorelationships between the
three main characters. One of the themes 8ong of Stonis that of domination. Abel’s
relationship with Morgan seems to be one whereshia charge. Indeed, Morgan is an
almost mute object of desire, willing to be takey Her insistent brother. Morgan,
although she only appears at the edges of the newe fascinating a female depiction as
the lieutenant. Throughout the novel she is thealpf his love, but it is the lieutenant
who becomes the object of his desire, and thistioalship is one where he has no
control. He begins to refer to her as ‘our lieutghashowing that he believes he and his

sister are as one, that he has subsumed her antettspeaks, and thinks, for both of
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them. When he discovers his sister and the lieatanaa post-coital embrace Abel is not
outraged or jealous, but envious: ‘How | ache to you both, to slide silently in and join

your warmth, to be accepted by her as well as §oAbel appears to believe that not
only all is fair in love and war, but that it isvie, or at least pleasure, that makes living in

this time of war bearable. Abel states his idelboé early on in the novel:

Love is common; nothing’s more so, even hate (ex@m), and — like their mothers
— everyone thinks theirs must be the very best.tihfascination with love; ah, the
startled clarity, the revelatory force of love, fhasing certainty that is all, that it is
perfect, that it makes us, that it completes ushat it will last forever®

This passage is one of the tenderest in Banksingrand one of the few times he deals
with the idea of love. The fact that this is tofband in his darkest, bleakest novel shows
how Banks’ optimism battles with his pessimismSong of Stonenore than any other
of his novels, shows how lain Banks views the retethip between the sexes. In a
patriarchal society the strongest person in théeggceeven if it is a woman, is in control,
and it will remain that way until someone strongaives, male or female.

At the beginning of chapter three ©he Wasp Factor§rank says: ‘My greatest
enemies are Women and the Sea. These things IWateen because they are weak and
stupid and live in the shadow of men and are ngteismpared to thent® This quote is
worth noting when comparing lain Banks and JamdmBKe and their representations of
women and men. In Banks’ case this is becauseepigsentations of women and men
are, at first examination, similar. For Kelman,rthappear to be defined social roles for

men and women, roles which are more complex thew itinay first appear.

In Kelman’s fiction it is the men who are oftenepented as being ‘weak and
stupid’ and the women who offer the only chanceredfemption or the promise of a
better life. Kelman’s fictional world is almost dusively male. Where Banks’ women
are often at the centre of the action, Kelman’'suagally kept in the wings, influencing
events but not directly partaking in them.AnChancerwe are introduced to Tammas,
who is described on the novel's back cover thug’sHa loner and a gambler. He can't
hold down a job. He flits from the dog track to ttesino to the races to his sister’'s and
back again®® Simon Kévesi reduces Tammas to two actions: ‘listhally gambles, and
he habitually leaves™ It appears that all of Kelman’s male charactensehdeveloped
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bad ‘habits’ of some form, be it gambling, drinkiog‘leaving’. In this way Tammas is
linked to Robert Hines, Sammy Samuels, Patrick Bayld Jeremiah Brown. Tammas’s
gambling could be described as addictive, butthés‘leaving’ that is the most telling of
his habits. It appears that when situations getwasit, or even when they threaten to do
so, Tammas avoids them by removing himself from gbene. It could be said that
Tammas is exerting his ‘free will’. This would beora convincing if Tammas was not in
thrall to gambling. How free can a man be whensheompelled to act in a certain way?
But he chooses to gamble. As Kdvesi points outmBling is an activity, not a passivity,
and it is in that action that freedom pertaitfsEree will is not always about choosing for
the best, it is choosing for oneself no matter wiat results will be, and this is a
conscious choice on Tammas’ behalf, what objecgtigelems for the best. Tammas, on
some level, will believe a win will set him ‘freeHe is aware of the possible outcomes of
his gambling, and also of the effect that it hashi relationships. Tammas remains
separate from everyone else A Chancer He is in many ways an outsider who
epitomises an existential hero. Tammas seemsfter swo guilt about his actions, and
seems not to suffer as othersArChancerdo. All of the other characters have someone

else on whom they rely or depend.

lain Banks’ male characters differ from James Kaia in more than class,
education or circumstance. His fiction relies os tharacters’ reacting to the situations
they find themselves in, rather than their inactiorthe situation. Even ifihe Bridge
where the main character of Alexander Lennox spemaish of the novel in a coma, his
subconscious is trying to actively return him tostousness. As | have discussed in
previous chapters, Banks’ characters are movey tand affect change. This is possible
as Banks allows them a certain position in soctet means that their voice can be
heard. They often have jobs such as radio presgotenalist, rock musician, classical
musician, head of business and even godhead tm®mus cult. These are all people that
will be heard when they decide to speak. They hasted success, indeed often this is at
the centre of their problems, and this allows tleewoice. Kelman’s male characters also
have a voice, but it is one that has little chaontebeing heard, or perhaps more
pertinently, understood. It is this inability to leard that causes the isolation and

frustration of his protagonists. This is not abdéatiguage alone, but about how the
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individual is ostracised when he refuses to, orpgmrcannot, fit in. Whether it is
Jeremiah Brown trying to claim his green card¥iou Have to be Careful in the Land of
the Free Sammy Samuels’ attempting to negotiate his waguiph a world that cares
little for his plight inHow Late it Was, How Lat@r Tammas trying to discover where he
belongs inA Chancey they are all outsiders who have no wish to bel@ideast not to
the communities where they currently find themseigke Banks’ characters there is a
sense that if you do not conform to your socieig&sals then you are condemned to a life
of struggle.

Women in James Kelman’s writing appear to offemfrt, hope and the promise
of a better life. In an interview with Kirsty McNEiKelman answers her enquiry as to
how he views the women in his fiction:

| find the relationships between men and womerh@rtovels quite solid. They're

structural in the sense that everything developsifthem. | don’t even think it's

depressing or pessimistic that the male or femalddashould be like that. | do

tend to think that's the way they are — but somesinh think that's where the
strength lies®

Kelman’s sexual relationships have fixed roles, smtividuals fit into these roles when
they enter into such associations. It is not thenao who are stereotypical but the
constructs of male/female unions against which kKelrargues, and one of the reasons
for this is that when two people enter into sugbaenership there are socially expected
roles to which individuals believe they should aoni. Kelman actually seems to use the
women in his stories as literary devices, offerimg main characters hope in their
‘horrific’ lives. Jeremiah Brown lives in the hopiat his broken relationship is
salvageable, giving him a conscious reason to istdyis miserable life as an alien in
America. Similarly, Sammy Samuels stays in Glasgowil the hope of his girlfriend
Helen returning to him has disappeared. Once tbp¢ lis gone he makes the decision to

leave for the South.

In A ChancerTammas has three significant relationships with wonwith the
promise of a fourth. He lives with his sister Maiga has finished with his long-term
girlfriend Betty, and starts a relationship with, Who, along with her young daughter

Kirsty, offer the possibility of family for Tammasn his book on Kelman, H. Gustav
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Klaus makes the following observation: ‘Striking with the resourceful independent Vi
brings out Tammas’s most engaging characterigfigsthe first time he is stirred out of
his boredom. Suddenly we notice how vulnerableshe & trait submerged under the
rough and tumble camaraderie of his environm&hthe promise of a life with Vi and
Kirsty offers Tammas a choice that his life othessviseems to lack. Indeed Kelman
appears to be saying that the only escape from Tem'srlife of indifference and despair
lies in the future of this relationship, and thaligation of this in turn makes Tammas
vulnerable as he actually cares about what Vi thiokhim, something that has never
occurred to him previously. When he discovers YWiat friend Milly has labelled him ‘a
chancer®, Tammas proves to be sensitive to this slight,emew than the reader, or
indeed Vi, could have expected:

That's terrible. Naw kidding ye Vi...He shook his deagain. She was still

laughing. Naw, he said, hh, that’s really terridlenean she doesn’t even know me
Christ, that's no fair. It's no. Vi was smiling. Webut...It's just no fair’®

It can be argued that Tammas’s apparent confideviteh is proven in this scene to be a
front, occurs as he is a man in a world where tltk aertainties no longer exist.
Tammas’s generation would leave school withoutptfeenise of work to walk into. In his
book Writing Men Berthold Schoene-Harwood reflects on Scottish nlastu in
particular:
Scottish masculinity occupies no fixed positionrafisputable social hegemony but
is caught up in continuous oscillation between diemetrically opposed sites of
(post)colonial marginality on the one hand andiagathal dominance on the other.
This simultaneous inferiority and superiority ma&e uneasy blend, highlighting
men’s complicity with a system of oppression whidethe same time, necessitating
their commitment to counterdiscursive resistatice.
This movement that Schoene-Harwood identifies isngdified in many of Kelman’s
characters, but never more so than in Tammas. ¥ lin a man’s world of the
workplace (briefly), the pub, the casino and theldable. 1985, the ye# Chancemwas
published, was a time of high unemployment, where lalollar industries such as mining,
steel and shipbuilding were all in rapid declined ahe working class stereotype of
walking straight from the school gates into a jadd hdisappeared. Schoene-Harwood

talks of ‘men’s complicity with a system of oppress, echoing the ideas that lain Banks
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expresses in his novels. However, if the part efgiistem in which you are supposed to
fit falls apart then emasculation occurs. The cemfn that results from this situation is
that men, who believe that their social role isptovide for ‘their women’, to protect
them, become confused and feel socially impotené Aope that women offer in James
Kelman’s novels is to be found in the idea thatytield the possibility of giving
meaning to the lives of the male characters, meatimat they can no longer find
elsewhere. With no job, no money and few prospdwsmale characters look to the
female for meaning. But this will never satisfyiieand it is a reflection of this loss of
self-worth that the majority of relationships thatcur in Kelman’s novels are either
destroyed or doomed. The hope is a false one, Ih@nwt exists it is a powerful
motivation for change. But this is not the full istoln one sense the hope that Kelman’s
men have for redemption through a relationship ridamties to their inability to act. It is

the hope that causes fear, and fear is at the bEgliman’s novels.

This is never seen more clearly than in the @stiip between Robert Hines and
his wife Sandra inThe Busconductor Hine®ur introduction to Sandra is as voyeur
through the eyes of Robert as he watches her asbaties. This opening scene
immediately sets up their relationship, at leasHages views it. Hines deals with the
heavy lifting of the hot water and offers to rulr lback, but this is not the erotic scene
that it might have been. It is actually awkward amdomfortable to read, and there is the
feeling that these are two people who are not afatable with each other as they once
were, or as they should be:

[...] she continued to undress, her back to him, hmsugh she was watching
television, but it was not on. Aside from her bre gook off all her clothes; she
stepped into the bath, eventually sitting down widr knees raised almost to her

chin. The water had risen to within an inch of the. Hines grinned. A moment
later he said. Want me to do your back?

N038

Sandra hides herself from her husband and rejetds advances. There is an
embarrassment in evidence that we would not exfpect someone who is married to,
and has had a child with, the man in the room. V8bah becomes clear is that Sandra’s

embarrassment is to do with her lack of perceivatls, both as an individual and as a
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family member, and this manifests itself physicallyie situation that she finds herself
in, bathing with such a lack of privacy (the roosnso small that she has to close the
curtains to be sure no one outside can see hehowtirunning hot water, strongly hints
at their living circumstances and, by extensiorthtar finances. It is not only Robert that
she wants to reject, but the life that she nowwiis him. With very few words spoken
the reader already has an understanding of thenaigaaf the Hines family. As the book
progresses this domestic tension is increasedwnmpiaid bills and broken promises until
Sandra reaches a breaking point: ‘We can’t carrthenway it is just now Rab, we

can't’.* H. Gustav Klaus sets out the situation from Saegraint of view:

For Sandra, however, a part time office-worker uigtd up in comfortably middle-
class Knightswood and looking back on a five-yearmage without marked social
improvement, the accumulated strain proves too mudte upwardly mobile
aserOations of her parents, carefully accentudtasie led her to expect more from
life.

The state that Sandra and Robert exist in remaore or less constant throughout the
novel. There are separations and arguments, fotldwereconciliations and the whole
thing starts over again. Neither of them really e®forward. The last scene between the
two in the novel is another one of functional dotiogty that contains no warmth:
He went ben the front room to change clothes. Raslasleep. Back in the kitchen
he waited for the kettle of water to boil then madsot of tea.

A foreign film was beginning. Sandra had switchedtbe television for it. He
passed her a cup of tea and sat down with his*wn.

The driving force for the novel is contained inttb@ening scene. While there is also a
sexual aspect to it, it is not as voyeuristic asaty seem. Robert is watching Sandra, and
there is an underlying current of lust, but he @& oonfident or able to act on these
feelings. It is through Hines’ gaze that Kelmanssetit the domestic situation, and the
unspoken details that are at the heart of bothachens’ unease. This is effectively a
questioning of gender roles. The fact that Sansinaewed in this way reinforces sexual
stereotypes. The idea that the male gaze objectif@men is demonstrated here. But that
is not the only thing going on. As Carole Jonestegriin Disappearing Men: Gender
Disorientation in Scottish Fiction 1979-1999 raditionally men as bearers of the gaze

have used this power to dominate and objectify worffeThis idea can be traced back to
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Simone De Beauvoir's study of womdihe Second Sewhich posited that the male
subject’'s gaze objectifies women, taking possessiothe image as they perceive it,
creating a division between the Subject, who iseahd the Other, the female: ‘For him
she is sex — absolute sex, no less. She is dedinédlifferentiated with reference to man
and not he with reference to her; she is the imtadethe inessential as opposed to the
essential. He is the Subject, he is the Absolutbe-is the Othef”® De Beauvoir's ideas
are particularly relevant as her theories of tHati@ship between the sexes arise from
the same existentialist philosophy as that of 8arkkelman’s female characters are
necessarily viewed through the male gaze, anddibés have the effect of producing a
sense of voyeurism, and objectification, but raehyill to dominate. There is an aspect
of power in Robert and Sandra Hines’ relationshig, their relationship is more complex
than this. Kelman'’s fiction deals with the emastialaof the male rather than questions
of the female, although these are not entirely dpp@. Robert Hines is acting out this
dominating role when in fact he is in a diminishgsition. Robert is stuck with the idea
of what it ‘means to be a man’ in his life, andrthare further uncertainties because
Sandra is from a middle-class background. The énfez is that Sandra is the one who
wishes to move up society’s ladder. She is setetmime the main breadwinner in the
home as Robert finds that his job is under thrastSandra outlines: ‘I was thinking if
you went on the broo | could go full-time and yawl find something else — anything;
part-time, it wouldn’'t matter because we’'d be afolesave either way. It won't be for
long. Once we had enough gathered we could le@avel Glasgow | mean, just go
away'** Sandra is trying her best to make the most ofr theireasingly precarious
situation, but it appears that her positivity hadetrimental effect on Robert. His simple

reply to her plans speak volumes: ‘Right enough’.

Robert feels impotent at not being able to givedsa what she wants, even if he
sometimes does not entirely understand what thahis this leads to his ‘inaction’. Even
the simplest of tasks are postponed, followed loynses of future change. When Sandra
asks Robert to decorate, his answer indicateddtis sf mind. She tells him:

| think it'd be worth doing — even if we were orthgre another six months.
Ah we’ll be long gone by then.

Will we?
Course.
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You never know though. Even just painting it. Angiihto cover it up; it's
awful. I'm surprised Paul doesn’t get nightmarest juom seeing it. Can you
imagine having to lie there night after night!

Hines nodded®

The precarious nature of Hines’ employment, andkimawledge that he has not been
able to give Sandra the life she desires, hasdedl life of deception and self-loathing.
This returns to Sartre’s theory of living in badtla i.e. the state an individual finds
themselves in when they act in a way that is ng to their own selves. The apparent
choice to move from their current home, either e direction of Knightswood or
Drumchapel, and, more poignantly, the inabilitydtmeither, is symbolic of Robert’s life.
In Being and NothingnessSartre expands on this theory with direct refeeeto the
individual and the Other:

In the first place there is a relation of beingn this being. | do not for an instant

think of denying it; my shame is a confession. dlshe able later to use bad faith

so as to hide it from myself, but bad faith is adsconfession since it is an effort to
flee the being of which | af.

The idea of shame is central to Sartre’s theorigschn also be applied to Kelman’s
novels. Carole Jones, when talking about Kelmarés rsays: ‘Male failure is further
consolidated through a process of shaming, invgl¥ire recognition for these men that
they are less than they thought they wétekelman's males are distanced from the
women they believe will make them complete becdhsevomen view them as having
broken promises to them, and, when they reflecth@se relationships, the men feel
shame. They comment upon the females, and gazetheon but rarely actually interact
with them. They can talk about women, just nothtent. This again comments on the
controlling and destructive nature of social stnues that Kelman believes keep working
class people in ‘their place’. Just like his malamacters, the female characters hope for a
better life, and they believe that their men shdwdth in the pursuit of this better life,
when they do not, or more pertinently cannot, tkalvhen they move away from the
relationship. This may have the effect of reducihg women in Kelman’s fiction to
facilitators, the reason that his men feel the rfeed¢hange, and this reduces their role to
another stereotype. However as Kelman'’s fictiopresdominantly about the masculine,

perhaps he can be forgiven for ‘gazing’ on his fleenwharacters in a similar manner to
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his male characters. The result is that his fenchlgracters are only two-dimensional

when compared to their complex male counterparts.

In Kelman’s interview that Michael Gardiner contket in 2003 the following
exchange took place on the subject of male and léemparspectives in the novelist’s
fiction:

MG: As you've already said, you've written as, atmbut, many different kinds of
males, from many perspectives. Have you ever thoafjseriously adapting the
voice of a woman?

JK: Well yeah, a couple of stories are from the wois perspectives; there’s no
reason at all, if | live for another fifty yeardl lnaybe extend my range.

MG: | was thinking, because the presentation of «wemen relationships works
well in stories like ‘The Norwest Reaches’, why make it a step further and take
up the female voice mor&?

JK: I'd love to do that, | really would, you knowlso the thing about age groups,
it would be great to write as certain age groupsgestain types of male, it'd be
good to operate within different types of psychast part of this comes back to
time. [...] But part of the problem of, you might sdélye formal aspect of where my
work has gone, is that transition from imparting trarrative of the inner psyche,
the most natural place, and 99% of that time e male psyche, it is natural for
me, because | am a mafe.

Kelman successfully managed to write from the pmsibf a different age group with
Kieron Smith, boybut as yet he has still to place a woman at #rdre of one of his
novels, and perhaps this is understandable. Hi®riconcentrates so intensely on the
psychological state of his protagonists that he sie@s impossible, or near to it, to write

from the point of view of a woman.

But it is not only relationships with the oppos#ex that Kelman'’s protagonists
have trouble creating or maintaining. Most of hisim characters cannot manage
sustained relationships with anyone. As Duncanid’etotes: ‘Kelman’s protagonists
remain isolated, rendering them incapable of faygand sustaining meaningful and
nurturing relationships with other people as a laukvagainst despait’. But while his
central characters are estranged from others imdhels, they desire that they wish to
‘forge’ relationships with women. Robert Hines, Tams, Patrick Doyle, Sammy
Samuels, Jeremiah Brown, and even young KierontSege salvation as possible in

women. This again raises the question of Kelmah&acters being ‘fixed’ in their roles,



- 110 -

but perhaps not in the way that we would expece ien are fixed by their inability to
act and the women are fixed by the gaze of those fif@s explains the desire for escape
experienced byll Kelman’s characters. The women, ultimately, warchpse from these

men, and the men, when they realise this, wanpesitam everything.

Kelman and Banks hold out hope for society by aatgr inclusion and
empowerment of the feminine, although their appneacare different. This is shown in
their writing of both men and women. Their femalaacters, and the male characters’
relationship to them, are beholden to social rales expectations as set out by masculine
society. However, whereas Banks’ male charactersedio break these rules, or at least
to subvert them, Kelman’s are normally constraimed limited by them. Male and
female roles are (mostly) clearly defined in terofigplace and position which in itself
causes division and mutual suspicion. For Robemeslithere is a division between his
home life with Sandra and his working life at thesBStation, and he plays different roles
depending on his stage. For Kelman, the roles lzstrio men and women are another

layer of control of the class system which triekéep his characters in their place.

Both Kelman and Banks seem to promote the ideaqofality of the sexes, but
believe that this can never happen in a patriarsigtem. To say this is, perhaps, to
suggest that despite their obvious masculinity eair emphasis on the experience of
men, they are both, in this simplistic sense, feshiauthors. Although their writing is
aesthetically different, it is in their portraya&the sexes that the real similarities in the
beliefs that underpin their writing can be founadtBthink that current Western capitalist
societies are complicit in destroying individualsdacommunities, and change in the
attitudes created by such economic designs canamelyr when that form of economy is
ended. Where the two writers differ is in their eggrhes to expressing this belief. Banks
believes that in such a system everyone involvdters) whereas Kelman is dealing
primarily with male isolation. Kelman believes thdtange comes from the individual
first, and that only through the individual can a&jex change be achieved in society.
Banks believes that nothing can really change thélsystems of government, finance
and control are changed. These are different eneghalifferent priorities, but they are

connected; they overlap. They indicate clearlyréfiation between (and interconnection
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of) the individual and society, which is why thasavelists, when considered together,

offer a paradigm of Sartrean existentialism at warknodern Scottish fiction.
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Chapter 5: The Writer's Aesthetic

Apparently | am what is known as an Unreliable Htor, though of course if you
believe everything you're told you deserve whateyeu get. (lain Banks:
Transition(2009))*

The relationship between reader and writer is ohéhvboth parties, to a greater or

lesser degree, understand. In terms of the wthes; will be successful if they persuade

the reader to alter their previously held pointsiefv, or their values be they aesthetic or
ethical, to move closer to that of the writer. Thiater and the reader enter into this

contract freely, and indeed there is an expectatiatesire on the part of the reader to be
affected. This is the expectation that many writersk to fulfil.

This active relationship is central to Jean Paaultr8's views on literature and
existentialism. As Gary Cox explains in his bds&rtre and Fiction ‘What, in Sartre’s
view, sets literature apart from other, lessemnnfoof writing, such as mere storytelling
for the purpose of entertainment, is the intentdrthe writer'> The writer's aesthetic
and intention are intrinsically linked, but theatbnship between the two is hierarchical.
The writer’s intention is primary. Style, subjecatter, language, setting, character, plot,
time and place are, on the whole, necessary tbatsare servants to the writer's reason
for writing. There is a tension between the intemtand the aesthetic as there is the move
from the subjective to the objective. The writerantake his singular view and present it
in a manner that is not only understood by othaus appreciated by them:

we must bear in mind that the writer, like all atletists, aims at giving his reader

a certain feeling that is customarily called aesthpleasure, and which | would

very much rather call aesthetic joy, and that teeding, when it appears, is a sign

that the work is achieved.
Sartre is making an unnecessary leap with regattigoast claim. His wish to talk of
‘aesthetic joy’ rather than use the term ‘pleasisaleliberately loaded with meaning as
he wants to suggest that the joy that can be fe#taaling a novel is equivalent to the joy
he believes accompanies the realisation that theidual is ‘free’. As he explains:

The recognition of freedom by itself is joy, butisthstructure of non-theitical

consciousness implies another: since, in effe@ding is creation, my freedom
does not only appear to itself as pure autonomyabutreative activity, that is, it is



-115-

not limited to giving itself its own law but pereges itself as being constitutive of
the object
All individuals, if we accept Sartre’s existentsth, have the capacity to realise that they
are free, and experience the joy such a realisatioigs. In essence they are reacting to a
single truth. Sartre makes the claim that aesth@yics similarly essential:
It is on this level that the phenomenon (aesthetirspecifically is manifested, that
is, a creation wherein the created object is giagsrobjectto its creator. It is the
sole case in which the creator gets any enjoymenboithe object he creates. And
the word enjoyment which is applied to the posaioconsciousness of the work
read indicates sufficiently that we are in the pree of an essential structure of
aesthetic joy.
Sartre uses the non-specific term ‘certain feelimgich appears to tacitly accept that the
phenomenon of aesthetic joy cannot be objectivevéver, it is sufficient to say that if
the writer provides aesthetic pleasure to evenreader then there is a level of success,
but this pleasure or joy should facilitate the egsion of the artist’s intention. Aesthetic
joy is not enough in itself and this is anothermagée of the intrinsic link between the

writer and reader.

A writer's aesthetic allows the individual writéo have a collective effect and
therefore allows the writer's intention to be commuated persuasively. Sartre’s
aesthetic is clear. Art, and specifically liter&uinas little to do with any idea of beauty or
art for itself, it is an undertaking that serveg tburpose of promoting change and
awareness in both writer and reader, an attitudeaasthetic which Banks and Kelman
also share. All three write to illuminate, and ofteducate, their readers. They do not
write directly about the world, but create a fictiso as to fire both their own, and their
readers’, imagination and it is in the imaginargttbhange can be envisaged. It is this
definition of the writer's aesthetic that allowsr®a's theories of existentialism and
literature to succeed in fulfilling their aims:

To succeed in writing literature — as Sartre alwasgires to do, even, arguably, in

his factual works — a writer must engage with comerary issues. He must be

committed to ask relevant questions and to chadlengrent norms in a way that

raises the awareness of his readership and indpgesto action. Literature reveals
and challenges aspects of the contemporary world.
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It is important here to look closely at what liten@ reveals and challenges. As said
previously writing reveals how the individual writeiews the world, and how he reacts
to it. The challenge is two-fold: firstly to theader to reappraise their own world view,
and secondly to the writer who is challenged by rider’s reaction. The claim that
literature necessarily deals with the contemporaoyld is contingently true as it is only
the contemporary world that will directly be challeed and changed. That is not to say
that the subject matter of literature should beatéohto this world, only that the world
commented upon necessarily is the one in whichwthier writes, no matter when or
where a novel is set:

A committed writer such as Sartre does not, forngda, write about political

corruption in Ancient Argos unless it is to comment political corruption in his

own time. Writing literature heightens the socigdolitical, historical and

philosophical awareness of the writer, while regdiiterature raises these same
forms of awareness in the reafer.

Again we are reminded that the relationship betweeter and reader is a dialogue, and
one which benefits both. As this is the case, fiosonly the writer's aesthetic we should

consider, but also the aesthetic of the reader.

All art is a conscious expression of the artig'slings, a process that involves an
attempt by the artist to understand themselves taedworld, and also inform and
influence others to do likewise. In his treatiseamstheticsyWhat is Art?(1897), Tolstoy

discusses the role of art, the artist and the agdie

Every work of art causes the receiver to enter mtoertain kind of relationship
both with him who produced or is producing the amd with all those who,
simultaneously, previously, or subsequently, rez¢iie same artistic impression.

The reader is the writer's audience. Sartre’s 186tbbiographyLes Motsis split into
two distinct sections. Part one is called ‘Readnggl part two ‘Writing’. Sartre is keen to
split his life into these two distinct stages, nmakithe point that all writers are first
readers, but not all readers become writers. Theeabthe writer then takes on greater
significance as they understand the relationshigvéxen reader and writer from both
sides, and that both writer and reader project mgaonto a text. It is a similar

relationship to that of performer and spectatost &3 the performer is moved to perform
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because they have at first been a spectator, serttex is moved to write by things that
they have read. Thigeral primacy of reading over writing is not intended dyeas we
have acknowledged that writing and reading areprecal acts. The point is that the
imagination is at work in reading as it is in wrgi and that in writing, the writer’s
imagination has been and is being informed by thelev history of the imagination’s
work in reading. This universal capacity to crdatexamined by Jacques Rancierd e
Emancipated Spectat¢2009): ‘It is the capacity of anonymous people, tapacity that
makes everyone equal to everyone el$&his capacity can remain latent, but the
existence of the possibility to create allows thdividual to be consciously aware that
they are free, indeed that they must be free lthsugh they may be inspired by the
same art, their reaction to it, the formation ogéithpersonal aesthetic, can only be
individual. People who will never know one anotheho remain ‘anonymous’ will react
to the same artistic stimuli in a necessarily uaiquanner. Ranciere goes on:
It is in this power of associating and disassoegtihat the emancipation of the
spectator consists — that is to say, the emanoipatfi each of us as a spectator.
Being a spectator is not a passive condition treaskould transform into activity.
It is our normal situation. We also learn and teaai and know, as spectators who

all the time link what we have seen and said, dortedreamed. There is no more a
privileged form than there is a privileged startjrajnt*

Both spectator, or in this case reader, do ndgast wholly, wish to replicate what has
inspired them, they want to express themselvesdigiduals, inspired by what they have
experienced. This potential to create, which iseuery individual, first comes from
experiencing others. This means that this move ftoenindividual to the universal is
constant and inevitable. It also means that matietaste, apparent aesthetic objective

truths, can be both accepted and rejected withl egedence.

Complicated questions of inclusion and exclusidncl arise can be explained by
aesthetic values that are apparently shared orecddiusion. As with language, art can
alienate as well as bring together. As set ouhatlteginning of this thesis, there are
many reasons for comparing lain Banks and Jamemagel What | have yet to examine
is the reaction to their work in terms of compamatcritical reception. Banks is a prolific
and successful writer in both his mainstream fictiand, as lain M Banks, in his science
fiction. Yet he has received little critical andademic consideration, certainly when
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compared to James Kelman. Kelman, in turn, is geghgs critically important and there
are many books and articles regarding his workow@this. It appears that there is little
if any link between critical appreciation and paousuccess. This is because the criteria
for critical appreciation involve more than sim@esthetic valuation. In an interview
with Sam Phipps folhe Heraldnewspaper in 2006, Professor of English Literatatre
Aberdeen University, Janet Todd, seems to admitttiexe is a moral set of values at
work in literary criticism as well as an artistietSPhipps reports:

When it comes to contemporary Scottish writers, dfoates Alasdair Gray very

highly, though ‘he can get overly political’. Shis@ admires Ali Smith, Janice

Galloway and others. Less so James Kelman. ‘Thékeois, one ought to admire
him,” she says, hinting at the pressures of acatlentiodoxy*?

This is a telling quote. To claim a writer is ‘olyepolitical’ suggests that the politics on
display are not those of the reader. It is difficdol be certain without a clearer definition
of what is meant by ‘political’, but Todd appeaeskte applying her political and moral
values as well as her aesthetic ones in this setemVe should not expect her to do
otherwise, but it would be interesting to compéme former to the latter. We can make a
reasonable assumption from the above quote that’3 pdlitics are closer to those of Al
Smith and Janice Galloway rather than Kelman, aneast some of Gray’s. But it is the
second part of the quote that is the most telliige admission that Todd is ‘troubled’ by
the feeling that she ‘ought’ to admire Kelman sigggehat she feels peer pressure as to
what an individual’s aesthetic values should bet tthere is an apparent ‘objective
aesthetic value’ which does not marry with her oMihile at once stating the individual
nature of her own tastes, she is suggesting tlea¢ thre a greater number of peers with
whom she disagrees. There is her subjective valoehwclashes with an apparent
objective value that others share. This appare(#sif-) contradictory statement is
actually consistent as long as we accept that pparant objective values are, in reality,
shared individual values that differ from her own.

James Kelman recognises the important role thgiays in society: ‘we have to be
able to see art in the context of society as istexithat it cannot be separated from
society’® But he also sees art as intrinsic to the individaal sees no contradiction in
this:
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Let us take it as given that life without art istsghinkable that it may as well be a
contradiction in terms of what it is to be a hunteing. But when all is said and
done, art is created by human beings, by people;p@ople live in societies of
people. I'm not speaking as an art historian herteals a practicing artist, a writer
of stories'*

It should be noted that Kelman is a writer who loiefiately refers to himself as an artist:
‘Literature is no different from other forms of awhen you want to create it and you
have the tools and materials then you just getddkywou begin. The writing comes first,
not the theory™® It may seem from this quote that Kelman feels #niting is seen as an
inferior art, and therefore he has to claim itsitgaRather, like Sartre he is making it
clear that everyone has the capacity to createfaatdany attempt to own or categorise
literature by academics or critics is not only #@erapt to justify their existence, but has
the more important result of denying those who dbhelong to a cultural elite an artistic
voice. If this is the case then the relationshipwieen writer and reader becomes a
divisive one rather than the inclusive relationsthipt Sartre, and Kelman, believe it to
be.

When addressing students in Dallas, Texas, Kelommcluded his talk with this
statement which addresses the effect that art aas: h

Freedom and truth, and integrity, and no hypociFsy.some of you it might sound
a strange way to think about music, stories, or ttieatre, or poetry, painting,
dance, the movies, other forms of art in that wdgst of you are used to thinking
about art in a different way, as a form of entemt@ent, maybe high-class
entertainment but only as entertainment all thees@ut | don't see it that way. On
its own | don’t think ‘entertainment’ is powerfuheugh to describe what our
relationship to it is, the way that we respond. Wheu think about it, how could it
be? How could entertainment be enough to help hioaugh these difficult times,
to survive these horrible traumas? But that is varatdoes. Of course art can be
entertainment, but it is so much mdfe.

When Kelman speaks of ‘Freedom and truth, integaitg no hypocrisy’ he is making a
claim for what constitutes ‘great’ art. He knowskel Sartre, that by affecting the
individual, art can affect society as a whole, &nd this possible change that makes art
political: ‘Good art is usually dissent; | wanttie involved in creating good aft'.He is
suggesting here that this relationship is a pasitime, but he is also aware that it can be

used in a negative way, that successful art canskd to suppress as well as enlighten.
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Kelman himself has admitted: ‘A good writer is metcessarily a good persdfi’Kelman

is stating that he believes there is a link betwaesthetic value and moral value, even
though the two are not analogous. His use of thel wgwod’ is vital. He is not using it in
the same sense both times. His ‘good artist’ isirteally good, able to successfully
convey his meaning to his readers or audience.s€hend use of ‘good’ is in the moral
sense, yet both appear similar in that they arelpwubjective, even if they do not
appear to be. Kelman seems to be suggesting thiatthe ‘good artist’ and the ‘good
person’ will be recognisable to other people. Hgain suggests objectivity, but it is only

the appearance of objectivity.

In an existential sense, since we cannot get lpasian subjectivity, we have to
accept that one person’s negative may reflect anstipositive. Art can be seen as a
battle ground of ideas and ideals. It is this timatkes claims to ‘high’ and ‘low’ art
contentious. When Gary Cox dismisses ‘mere stdiytefor entertainment® as a lower
form of art compared to the literary writer he lgiming the importance of one over the
other. When Kelman makes reference to ‘high classreainment’ or refers to ‘the good
artist’, he also appears to be admitting that thsra hierarchical scale of art. He is
referring to other people’s criteria of what conges high art, the fallacy that places one
form above another. Kelman'’s true feelings candmagrehended in this passage:

Writers are literary artists, they write storiebey tell tales. A storyteller is

somebody who tells tales. It is important that thepreciate that stories cannot be

true and they cannot be false: they are fictions; you cannot get true fictions and

you cannot get false fictions; they just existyrist® just exist. They are created by
people; an artist is a persth.

Perhaps it would be helpful to think of the ‘sucfatkartist’ rather than any notion of a
hierarchy of art. For, if the function of art is archange of ideas and ideals, then surely
the method of transmitting these ideas can onlyib&ed in terms of how ‘successful’
the artist has been in conveying the ideas to tpaiticular audience and not some
abstract, objective, artistic merit. As Ranciergssarhere is no more a privileged form
than there is a privileged starting poifitThe desire that many critics have to rank and

rate the art that they experience is understandabid perhaps feeds a need for
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individuals to believe that their values are shdrgdthers, but it can create prejudice of

the sort that Kelman claims exists in contempoBxriain and beyond.

Many writers simply will not care what critics leto say about their work, or at
least will claim to. They will say that the knowlpelthey are being read is enough. lain
Banks, although willing to talk about his workvigry of discussing it in anything other
than the most superficial manner. Interviews witi lare rare, and when they occur are
often self-deprecating and any criticisms are redpd to with humour rather than
serious debate. Banks is the man who used thenioldpreview ofThe Wasp Factorjo
promote it:

As a piece of writing,The Wasp Factorgoars to the level of mediocrity. Maybe

the crassly explicit language, the obscenity of pha, were thought to strike an

agreeably avant-garde note. Perhaps it is all @, joleant to fool literary London

into respect for rubbisft.
This was not a unique critical stance, many ofrtneews of his debut were equally as
harsh, and it is typical of Banks’ attitude to icigm that he used more negative reviews
at the front of the novel than positive ones. Higuale appears to be that as long as
people buy and read his novels the critics ardewemt to his self-esteem, but they are
useful contributors to a community of readers ndtenahe content of their reviews.
Their outrage, scorn, snobbish disdain, may be egu@tgainst them, not directly to
oppose their points of view, but to allow their goents to redirect focus on to the novel
itself. Kelman is unusual in that he attacks ndy ahe critics, but the whole system that
supports what he believes is an academic and ecgorapartheid, one that stops people
from discovering their voice rather than helpingrth

Good literature is nothing when it is not being gerous in some way or another

and those in positions of power will always be stisps of anything that might

affect their security. True literary art makes sdim& uncomfortable. It can scare

them. One method to cope with being scared isalatdk, to turn away then kid on
whatever it is does not exist.

The literary establishment that Banks was accu$ed/iag to fool is the same one that
Kelman is pursuing. Whereas Banks is content torgrthe critics, Kelman wants to
oppose them, or at least challenge them. This rdifie approach to the literary

establishment is reflective of Banks’ and Kelmditson and their aesthetic.
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One of the differences between the two writethésimportance of voice. Kelman
places as great an importancehmw language is spoken, and written, as what is being
said. This is the greatest difference in the twitess’ aesthetics and perfectly shows how
the writer’s aesthetic and intentions are intriaficlinked. For Kelman his decision to
focus on dialogue as much as narrative is vitddisoreason for writing. He believes that
the perceived system of literary production in theglish-speaking world has to be

challenged if social constructs are to be changeatt

Again it is tempting to view Banks’ aesthetic afistically less sophisticated or
intellectually demanding than Kelman’s. As with Keln, Banks writes in the style that
serves his intention. Banks wants to express lusghts and ideas as clearly as he can,
and wants the reader to be in no doubt as to wiesietare. With his direct style of his
writing, with its concentration on narrative, Barikswriting from within the system that
Kelman is attacking, and it is debatable whose ingitis more successful in the
transmission of ideas. As discussed in chapter Baoks’ targets are as political as
Kelman’s, but whereas Banks’ writing is used taaelt his targets, Kelman sees the
method of writing itself as political. As Philip Wenotes inThe Contemporary British
Novel ‘His (Kelman’s) work deliberately resists the doant terms of the capitalist
media and the culture industry, articulating a tpm$ied critique of trends within literary

modernism?*

If Kelman is a controlled writer, considered ardlilserate in his use of language,
making every pause and beat count, then Banks eaotsidered a writer of extremes.
His novels revel in the extremes of violence, sg&asure and pain. The admission that
he includes personal ‘rants’ supports this idethag are the expression of the anger that
Banks feels at the time of writing, and the readiof his characters can be viewed as
how he wishes he could react to such anger. Baaksbkeen described as a writer of
fantasy, and this applies to all of his novels bathfi and mainstream. As discussed in
previous chapters, lain Banks uses his charaaidentasise about how he would like to
react to the moral questions that they face. Tietbe feeling that while Banks, like
Kelman, is using his writing to change reader'saglehe is also involved in an almost
therapeutic or cathartic act, a literary exorcidrhis rage.
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In his essay ‘Mr lain and Mr lain (M)...(Banks)’, Edind O’Connor discusses
how Banks’ style of writing sets him apart from lientemporaries: ‘Bank’s writing
challenges both ‘Scottish writing’ — and ‘novel tiniy’ itself’.>> These are bold claims,
but O’Connor goes on to explain further:

Proper novels favour interior dialogue over extedaction and contain complicated

ideas you only ‘get’ after having ‘absorbed’ theokoThey arenot supposed to be

written quickly, to feature physical action as n&rsThe Crow Road’&xploding
granny, and be great fun to read. And successtulBat Banks does all these: so

his books aren’t seen as ‘real work’. They chaleebgp many preconceived ideas
about what a novel ‘should’ 8.

O’Connor perhaps overstates Banks’ ‘difference’thetunderlying theory is a valid one.
Banks is not taken as seriously by critics and ecads as many of his contemporaries,
and much of this may be a result of his style. @i@m’s claim that Banks challenges the
idea of ‘what a novel should be’ may be far-fetghmat the thinking behind such a claim
is sound. Because Banks moves easily between geaisshard to categoriséhe Wasp
Factory can be described as gothic hori@anal Dreamds a political thriller,Espedair
Street(1987) takes the form of a rock memdihe Crow Roa&ndThe Steep Approach
to Garbadaleare family sagas. This is without taking into agabhis other life as lain
M. Banks, writer of science fiction. Most of hisveds differ considerably in terms of
plot and character. He cannot be accused of beimguiaic, at least in terms of genre,
but everything he writes is distinctly by lain Banlkt appears that Banks is often seen as
being apart from any particular literary movemeB&nks’ fiction is both diverse and
distinctive and that diversity appears to becomeprablem when it comes to
contextualising him in the sense of inclusion iBattish literary canon. His inclusion in
critical collections which discuss modern and corgerary Scottish literature mostly

give him only briefest of mentions, if they do #t a

A writer's aesthetic is constantly evolving. Thasesimplicity of style in both
Banks’ and Kelman'’s respective debut novEte Wasp Factorgnd The Busconductor
Hines This is not to say that they are in any way lesewels than what was to follow,
indeed it can be argued thEhe Wasp Factorin particular benefits from the focus and
structure that comes from simplicity of plot tharis rarely revisited in his subsequent

work. However, when compared to their most recemtefs, Transition (2009) from
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Banks andKieron Smith, boyrom Kelman, there is a progression involved inm of
style and content.

In terms of style Kelman’s fiction has moved frdming fairly straightforward in
terms of use of language and narrative, to usediaphonetic spelling, the text on the
page and even the space on the page in his latetsndn his novellhe Busconductor
Hines Kelman uses third person narrative in Standardig&mngvith Glaswegian spoken
Scots for the dialogue. The first conversation leemvHines and his wife Sandra sets the
linguistic and stylistic tone for the novel:

Want me to do your back?

No.

You sure?

| want to relax a minute.

Will | turn the fire up a bit?

She shook her head.

Naw, se2e7ing you're still wearing the bra and thtolught you might be cold.
I'm fine.

Short sentences are spoken in conversation. Ceesaspeak recognisably Standard
English with the odd word of Scots dialect used, it any that would make the novel
problematic to any reader unfamiliar with Scotsl e male voices have this same
speech pattern:

There’s no question of yous chapping the tablel Ramsay.

I mean God sake if

The tables chapped and it stays chapped, said Hines

Quite right pardner. Reilly spoke while walkingjtan him:

Me and you'll play the winners of this here tourney

Ach away and drive your fucking buses, mutteredomes from the back of the
room.

Aye, said somebody else, bloody scandal — no woyakercan never get a bloody
hold of one when you want it. All off their workutik so they are. The like of them
shouldn’t have a job in the first platé.

Even though the language is fairly straightforwdhgre are the beginnings of Kelman'’s
desire to experiment with language, to confronteexations and the determination not to
conform. This was a style he had developed in mbstis earlier short stories, and he
continued in this vein throughhe ChancemlandA Disaffection His style became more

complex forHow Late it Was, How LateOpening with a mix of narrative voices,
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Kelman is challenging his readers and also allowiregn to identify with the confusion
felt by narrator, Sammy Samuels, as he wakes ungl,btlisorientated and shoeless. The
first dialogue of this novel is spoken when Samrsisaa soldier for money:
Heh mate need a pound. | don't like asking. Samhtygged. Being honest, it's
cause | was on the bevy last night; fuck knows Wiagtpened except I've done the
dough. | had my wages too and they'’re gone, somstatiis fucking robbed me |

think. Ye don’t know who’s walking the streets thafays. Know what I'm talking
about, now-adays, ye're no safe walking the stréets

The use of Scots is more pronounced, and the fiscoe Sammy. The fact that he is
getting no response from the soldiers he is talkimdpeightens the sense of his difference
and isolation. The above passage is a flashbablkftore the beating that causes him to
lose his sight, but there is little difference mahhe is treated before this event and after.
Sammy is struggling to be heard by those in powemething he shares with all of
Kelman’s protagonists. He relies on the kindnesaagfuaintances and strangers, but the
authority figures of the army, police and medidalffssee him as a problem rather than
someone in need of help.

Kieron Smith, boyhas Kelman marrying two central concerns of higidig
language and individual freedom, or rather itsrests. This novel is a return to his
roots, and sees him using all the style and dkét had been developed over his career.
Here the dialogue is reminiscent of his earliereleywhile deploying the more stylized

technique of his later work:

O for G*d sake. O for G*d sake.
Sorry dad.

Ye are screeching the d**m chair.
| did not mean it.

Oh no ye did not meanit.

Every decision, from the spelling of a word to thay it will look on the page, is made
for a reason. What we see by comparing the passdige® is a writer finding new ways

to make his intention clear.

As stated in the introduction, it is a fundameritalief in Sartre’s philosophy of

existentialism and literature that it is not enodighthe reader to have his ideas changed
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by the writer. For the writer to be successful hastralso affect the reader’s aesthetic
values as well as their moral values. This, fordaikelman, is a process of purification.
The relationship between the writer and the readeefits both, and all. Kelman sets out
this belief in his essartists and Valuewhich is based on a talk he gave to students at
Glasgow School of Art in 1989, where he says:
So within the process of art more and more humamgbestart being discovered as
‘particulars’, withessed as individuals, specifitkf persons; and within the process
of society more and more human beings start madkurogp discoveries themselves,
and in the far-off future there won't be any racigmo sexism, no prejudice, no

imperialism, no colonisation, no economic explémat and so on and so forth, a
process of eliminatioft:

This utopian ideal highlights the power that Kelntetieves is to be found in the artistic
process and what it can achieve. Whether we céydatept this conclusion or not, the
link between art, the individual and wider societlear. Behind Kelman’s claim is the
belief that it is by engagement with the artisttogess that the ‘process of society’ will
change, at least for Kelman, for the better. Thaee artistic and moral values at work
here and they are inseparable. Such ideas eche:Sart
Each painting, each book, is a recovery of thelitptaf being. Each of them
presents this totality to the freedom of the sgectd-or this is quite the final goal
of art: to recover this world by giving it to beeseas it is, but as if it had its source
in human freedom. But, since what the author cestatiees on objective reality only

in the eyes of the spectator, this recovery is eoraded by the ceremony of the
spectacle — and particularly of readitig.

In this passage Sartre is not only showing the aldus between art and morality, but
also that between writer and reader. This pasda@essspecifically how both writer and

reader are required for ‘objective reality’ to beoinght into existence. This ‘objective
reality’ is then a state which is necessary foriasloand cultural interaction and which
projects forward, from the first movement of wrdirpublication and first reading, into a
future, towards a future readership, in an uncadficontext. This may run the risk of
infinitely deferring achievement and risks utopgmi But it is the specific work of art,

the insistence Sartre and Kelman both give tontdevzidual work and act that keeps their

beliefs safe from these accusations. Banks, KelamahSartre implicitly, and sometimes
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explicitly, posit human freedom, as ‘the final gofar this process in the way which

Sartre defines it.

This thesis has concentrated on the similaritigsvéen James Kelman and lain
Banks, but it is also important to closely consitiew differently they are perceived,
particularly in their reception by readers andicsit a distinction that is important to
make. As has been discussed earlier in this chéptes is a perception that Kelman is a
more academically worthy writer than Banks and takef appears to come down in part
to a question of literary difficulty. AestheticalBanks is the more traditional in his style
and approach to writing, although he is often playkithin that tradition, whereas
Kelman’s way of writing is of intrinsic importande the writing itself. The essential
difference appears to be that Banks is easieram, i@nd requires less critical explication,
than Kelman. Yet as this thesis sets out to dematestthis is not necessarily true.
However, the desire to use language in a way thposes tradition leaves Kelman in a
quandary in terms of his aesthetic and how his vi®neceived: despite his rejection of

them, Kelman, as with Banks, needs his criticsapptaisers.

The driving force behind Kelman'’s fiction is tovgivoice to those who have none,
whether this be disenfranchised Glaswegians at terdebroad, or political prisoners as
can be found in his 2001 novBtanslated Accountdis fiction is written in the way that
he believes best expresses the voice and cultutleegbeople he is representing on the
page. He believes that English standard prose fergentral to keeping marginalised
cultures disenfranchised and has sought to breskffom those conventions. However,
most readers may not be aware of the political @aesthetic decisions that lie behind
Kelman'’s fiction when they first encounter his woktis style, particularly in the later
novelsHow Late it Was, How Latdranslated Accountsyou Have to be Careful In the
Land of the Freeand everKieron Smith, boyis not what many readers have come to
expect from their fiction. Of course this is foretlvery reasons that Kelman outlines,
namely the prominence of Standard English in prespecially in the most widely read
commercial fiction, but it still causes Kelman sofmedamental problems in terms of

reputation and perception.
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The central irony when it comes to Kelman'’s fiatiis that it is not read as widely
as he would wish, particularly by those whom henesato be writing for (in both senses
of the word). This is clearly problematic. Willy Ny outlines the situation when he
quotes writer lan Rankin with reference to Rankiather. Rankin gave his father some
Kelman to read and his reaction is telling: ““Bug baid he couldn’t read it because it
wasn’t in English. Now my dad is from the same vitogkclass linguistic community that
Kelman writes about. If he couldn’t read it, butfled Hampstead was lapping it up, that
to me was a huge failure and | decided then nowrite phonetically”®® Rankin is
voicing the widely held opinion that Kelman is etary darling to the very establishment
that his fiction opposes. However, the reactiosahe members of that establishment to
Kelman’s winning the Booker Prize proves that ikigar too simplistic an idea and that

Kelman’s position as a novelist is almost uniquegynplex.

Kelman has often stated his desire not only tatewdbout, but also for, the
community that Rankin says his father, and Kelmare from. In his essay ‘The
Importance of Glasgow in My Work’ he says ‘The sterl wanted to write about would
derive from my own background, my own socio-cult@égperience. | wanted to write as
of my own people, | wanted to write and remain amnier of my community®® This
wish to remain part of a community is central te &esthetic, but, with another layer of
irony, his protagonists are mostly separated frbim ¢community, or wish to be. Robert
Hines, Patrick Doyle, Tammas, Sammy Samuels, JaterBrown and even Kieron
Smith are all defined by how they do not fit iny fehatever reasons. They stand alone,
and often leave, or at least want to. In that séfeman’s fiction contradicts his critical

prose.

In terms of understanding the fiction of Jamesnkai his non-fiction is instructive.
The collections of his essag®me Recent Attacks: Essays Cultural and PoligodAnd
the judges said. explain the ideology that drives Kelman to writé only what he does
but how he does. Kelman, like Sartre, talks of ‘cgtment’ in terms of writing and art.
He believes, in an apparent discussion of ‘low’ dngh’ art, that art has a duty to deal
with ‘serious’ subjects in a mature way. In thietiessay inAnd the judges saidhe

explains what he sees as the role of the artist:
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But being an artist is not a licence to remain dolescent for the rest of your life.
Some of the mythology surrounding art gives usrtdeustand that a special case is
made for those who create poetry, music, paintisigsjes, drama, etc. — whatever
the media — that artists are allowed to remaindcéil. But I'm an adult human
being and if | want to express an opinion thend}tpress it. I’'m not going to enjoy
it if my opinion is downgraded simply because I'rstary-teller or artist. It's quite
remarkable the different ways whereby the Stateuireg its artists to suck
dummytits, even when we’re walking with the aidzahmers; like kids we are to
be seen and not heatt.

This idea that writers and artists should be seriand vocal is a point that he has
continued to make over the years. His recent pnoaieons about the worth of ‘genre’
writers, which is discussed in greater detail belaauld seem to come from a belief that
what such practitioners write about does not chglethe State, but helps uphold it.is
this reputation for conflict that has lead to masgeing him as a writer who is
intransigent in his beliefs as to what constitlitesature. But Kelman is aware that there
is a danger that the ‘rules’ of revolutionary, asdpitalist, literature are as authoritarian
as the system that they oppose:
These ideologies also debase and dehumanise indivexistence, forcing people
into the ‘scheme of things’, not allowing them fieedom to live as whole beings.
Unlike fantasy and romance ‘committed’ artists hezeeal their commitment in
their work — their particular form of socialism whatever — as a function of its
representation or approximation to ‘the real waqrl@@ naturalism, or ‘social
realism’ so called. Stories, painting, music, draamal so on are duty-bound to

concern ‘the harsh reality’, i.e. the effect ofdahe struggle against, the capitalist
systent®

Kelman’s belief that writing, indeed all art, issarious business cannot be doubted, but
he stresses the need for individuality amongstattiists, even if they are seen to be, or
believe themselves to be, part of a wider moventémt.Kelman the successful writer is
one who not only deals with the political, socialamoral, but does so in a way that is
not dictated absolutely by any set principles, ewdren the accompanying ideology is
close to what the individual believes. This retutios Sartre’s idea that literature
recognises the freedom of the individual as primbuy also recognises the existence and
freedom of others. It brings together the aesthatit the moral and the notion of artistic
responsibility.
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In the introduction to the chapter on Jean Paulr&an The Norton Anthology of
Theory and Criticismit is claimed: ‘Authors need the reader’s freedomtheir work to
exist authentically. Without it, they will ceaseftoction as authors and their work will
fall into obscurity, unread. [...] The goal of argr8e asserts, is “to recover this world by
giving it to be seen as it is, but as if it hassitairces in human freedorf" This is the
central idea in Sartre’s theories that link aestseaind morality. But aesthetic worth and
moral worth are not the same. In Chapter One «faBkth Schelleken&esthetics and
Morality she sets out this problem: ‘To philosophize abmqueéstions in Aesthetics or
Morality is first and foremost to reflect and saenize value. Aesthetic and moral value,
perhaps more than any other kinds of value, answeur sense of what we consider to
be of genuine importance in life, the kind of p&iseve want to become, and what aims
we deem truly meaningfuf® Sartre recognises that these values, while differare
intrinsically linked. In ‘Why Write?' he examinegis link with reference to the writer
and the reader:

Thus, the writer’s universe will only reveal itseifall its depth to the examination,

the admiration, and the indignation of the readerd the generous love is a

promise to maintain, and the generous indignatioth® reader; and the generous

love is a promise to maintain, and the generouigimadion is a promise to change,
and the admiration a promise to imitate; althougérdture is one thing and
morality a quite different one, at the heart of festhetic imperative we discern the
moral imperative. For, since the one who write®gmizes, by the very fact that he
takes the trouble to write, the freedom of his ezadand since the one who reads,
by the mere fact of opening the book, recognizesfteedom of the writer, the

work of art, from whichever side you approach st,an act of confidence in the
freedom of meri?

This aesthetic and moral link is what Kelman isudithg to when he talks about the
maturity of the artist. He feels that it is a modaity for the artist to take their craft
seriously. It is not enough to simply set out toeetain; the writer must use their work to
promote those feelings in the reader that Sartiggests are necessary. It is this
undertaking that exemplifies Kelman’s work, buttbételman and Sartre have to accept

that a successful aesthetic will appeal to theeead more than a moral level.

Kelman had a literary epiphany when he realised tie could write in a language

that many readers would not consider ‘English’, #nid was in no considerable part due
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to discovering the work of the Realist writers frodmerica, and from Europe the
‘Existentialists’ where he found characters whomréeognised: ‘I found folk whom |
regard as ordinary; here they were existing inis$opmot as clichés, not as stereotypes. |
was also discovering foreign language literatureough translation; Russians, the
Germans, the French and others. | found literargietss*® This claim that he had to look
outside his own country to discover such inspirat®interesting in many ways. For one
thing it suggests that Kelman saw himself as groueaking in terms of Scottish
literature, at the forefront of liberating Scotsiters and the community in which they
write. Kelman has always stressed the importancevrdfng about and for his own
community, but he could not find the inspiratioarfr within that community required to
change his view of what a writer can be. His discgwf these ‘literary novels’ had a
liberating effect on his own work: ‘Now | could ate stories based on things | knew
about; snooker halls and betting shops and pubsDiES offices and waiting in the
queue at the Council Housing office; | could wsteries about my friends and relations
and neighbours and family and whatever | wante@. Whole world became availabf€’.
It is interesting to note that this very freedorattKelman discovered, to write about the
people and places that he had encountered inféjshs been used by Duncan Petrie to
claim that he is not writing about a realistic wiodeclass at all:
Kelman'’s fictions ironically seem to confirm MargarThatcher’s notorious claim
that ‘there is no such thing as society’ — albaitai profoundly negative sense.
Consequently, Kelman’s vision of working-class itgals distinguished not by
retreat into existential dilemmas or creative faigs, but rather by the endless and

banal repetition of everyday events and acts: tikng of cigarettes, making
coffee, betting on horses and dogs, drinking intfiaf the televisiorf?

Petrie is being simplistic in this view, for whilbese everyday events do appear in
Kelman’s fiction, as he openly admits, thexee existential dilemmas. If his writing
avoids ‘creative fantasies’, then this is unsurmpgsas Kelman has stated that he finds
such writing ‘childish’ and constricting. But thigerary liberation again flags up an
apparent contradiction in the work of Kelman. Hispirations meant he could place his
work in a global literary tradition of writing abbthe working classes and the oppressed,

but he found that he was restricted by what he amigensorship and suppressfGrhat
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arose from the constraints of the use of Standandli€h language in Scotland’'s

literature.

This claim is where Kelman and lan Rankin’s fatteerd those like him, are likely
to have parted ways. Kelman admits it took an insmerin literature and art, some from
home, but mostly from abroad, to realise that i$ wdegitimate and valid artistic practice
to write in phonetic Scots, to represent peopléheyword on the page rather than simply
what it said, or the legitimacy or validity endaiséy the English language and
Scotland’s educational provision, but most of théeen Kelman and Rankin senior’s
community will not have undertaken a similar jowyrrend therefore will not recognise
such legitimacy or validity. In this sense Kelmafittion is as much about education as
art. Kelman may write about ‘my own background, awn socio-cultural experience’,
but it is arguable that he writes for those whorstthat background and experience, for
an audience who were set in their expectations ldtvweonstitutes literature. Kelman
must have realised that his fiction would alierthtereadership he desires. The very fight
he has undertaken was never going to be an entmatgessful one as he was a
revolutionary writer apparently without a revolutio

This alienation of his desired audience could &d $0 have reached a new level
with Translated Accountsvhich saw him set a novel outside of Glasgow far first
time. This meant not only changing the setting #vpus novels, but the people and
their language. As Banks did witBong of StoneKelman had to construct his own
dystopian society in an attempt to show readerst \ilhe terrible results of State-led
repression could b&ranslated Accounts like any work of art — is a warning to readers
to be vigilant against complacency. In the prefiacthe novel what is about to unfold is
rather ambiguously described:

These ‘translated accounts’ are by three, four orenindividuals domiciled in an

occupied territory or land where a form of martialv appears in operation.

Narrations of incidents and events are includedp akports, letter fragments,

states-of-mind and abstracts of interviews, somdessional. While all are first

hand’ they have been transcribed and/or translated English, not always by
persons native to the tongtfe.
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The reader is made aware that what they are aloorgaid will not be presented in a
familiar structure. Kelman is deliberately vaguethe preface forcing the reader to
engage with only the barest of information, and whajiven has to be deciphered. But
there are more layers of confusion promised:
In a very few cases translations have been modifiedomeone of a more senior
office. The work was carried out prior to postimgoi the computing systems. If
editorial control has been exercised evidence siggmefficiency rather than
design, whether wilful or otherwise. This is ind®@ by the retention of account
Number 5 in the form it emerged from computativeditagion. A disciplined
arrangement of the accounts has been undertakare &wived with title already in
place; others had none and were so assigned. Gbgynis important but not to an
overriding extent; variable ordering motions ardegmal to the process of

meditation that occurs within computing systems atieér factors were taken into
consideratiort®

The purpose of this preface is to prepare the rdadevhat is to come. Transcription and
translation written in English by translators whaesether tongue is not English, the use
of computing systems; these are all barriers toetstdnding the novel. The preface
almost acts as a warning to readers that Kelmaoiisg to push them hard. Just as he
believes writers should be ‘committed’ so he densaodmmitment from his readers,
challenging them to work through the layers thahdtin the way of understanding. This
challenge continues as the book progresBemslated Accounts a collection of fifty-
four ‘accounts’ by ‘three, four or more’ unnamedeign prisoners. As such there is
repetition of voices, but as they are unnamed difcult to individualise one from
another. Language is being used to help removes¢lfefrom these incumbents; it is
‘processed’ just as they have been. The readdsdsientated by trying to decipher just
what is being expressed. There are varying degreelifficulty in following the text.
Chapter Two, “the early woman died”, is relativedyraightforward: ‘The woman
discovered early on the road, | know who she walsemshe was living | visited her. |
would talk and she would lie back on her pillowsl disten and not listen. My talk was
stories, they followed patterns and within the @attwas space for dreams, her dreams
my dreams, as of weaving, the story-web, spid&r§he translation, while obviously not
perfect, is relatively easy to understand, and n@riie Translated Accountare written

this way.
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In Chapter Five, “?FODocument”, the computer systs beginning to break
down. The first few lines are simply made up of eajed symbols before any
recognisable text appears. What follows is a movamgl vivid tale of a detained
individuals attempt to escape the wrath of soldinsl observe the curfew. Kelman
allows the action to run for some time, allowing tieader to resettle into the rhythm of
these translations before disrupting the flow:

They had noticed me and to lone individuals theid jpdtention. | hope soon they

would soon pass, had slowed my pace to that purptsgever, yes, | was scared,

it goes without saying. | could walk . . ,. / 9/1F0/ K/ L/ QI R/ 1/ qf v/ {/ } +I./ z/
#/ >/ Y1 & 1/ O/ Ol 4444 .414 3474 U4 VA M N iMid ud +4 #4 AE4A4y4

Y4 J5 K5 X5 15 f5 g5 i5 j5 i5 i5 f5 =G ingnn
ul>../0/4V4i4 AE4 <y4 5 g5 =5 <#h <#h ~~~ ~
<#h <#h <#h <#h <#h <#h ~~ - h heard the voicesBrugside. my arm elbow,

elbowsaid A smile to my colleagues and now thenokiiyg it back, ready to
scream at me. S, as a baby for those babies | seamd) as sacks one to another, |
also, it is a daughter. Anger, so anger, in“fe.

Even through such aesthetic barriers it can be atithat there is a terrible story being
told. In fact the computer sections heighten thelifig that what we are hearing is

desperate, that these are stories that are stngggli be heard. It is as if the reader is
receiving interference, forcing them to ‘tune i@ better understand. Many critics

focused, understandably, on the word, or symbaghay appear on the page, but the
‘accounts’ are terrible tales of repression, abasé, they should not be overlooked. You
could argue that if Kelman wanted to make surettiege stories were understood clearly
then he would not have placed such barriers to celngmsion. However he is not only

telling these stories, but creating an atmosph@res that is deliberately confusing and
uncomfortable.

The thinking behind such an undertaking can pexhmgpfound in Kelman’s essay
‘A Reading from the Work of Noam Chomsky and theot8sh Tradition in the
Philosophy of Common Sense’, where Kelman writBeports by refugees of atrocities
are difficult to cope with. We are not used to stestimony, not unless, perhaps, the
refugees are in flight from the same ideologicarap as ourselveé® It is our ability to
cope as readers thatanslated Accountshallenges. It is not only the language that is

alien to the reader, but the situations which arigtem about. There are passages that are



-135 -

horrific to read, made even more so as the realisaf what is being described can dawn

upon readers unexpectedly. In ‘| speak of these mdisturbing scene is depicted:
| do not know about these men. | saw the younger. rhaaid that | did. Having
regard for me, yes, | said it, having regard for hehad it. He also would look. Of
course. | know that he would. It was not rape. | saging it. Yes, | have heard.
Those terms, definitions. Perhaps if it was noera, | am saying it, it was not.
These were men. Not women, girls, none would beethteey would not be taken
to there, it was men, some older. Not boys, theseldvnot be taken. Men. Men
masturbated. Yes men masturbated of course memunnattd. They masturbated.
What should | say. Each other. | do not know.

They lose interest, depart, go away, they go away.
Who would recognise individuals, not recognise vidiials*®

This unrestrained, almost animal, behaviour isga #hat any civilisation that there once
was in this unnamed land has broken down. Thesk#tience is significant. It is not only
immediate situation that is causing this mob behaviThrough the structure of these
accounts, and of the book itself, no one recognisgigiduals in these tales. ‘I speak of
men’ concludes: ‘I shall speak. | have said itahsay it again, | shall say it again. What
am | to say? These apparently opposing statements sum up iheldss situation that

these prisoners have found themselves. Able tathell story they are unable to fully

express the horrors that they have encounteredyuame fails them.

Underlying these linguistic stylistics we find Kehn further investigating the
power of language to liberate or to constriatanslated Accounts his attempt to align
himself to a politically motivated group of writewgho have not only written about post-
colonial cultures, but done so in a linguistic stiftat challenged standard forms of prose.
Kelman mentions the importance of discovering thesehors in Paisley library in the
late 1970s: ‘In this “Ethnic” section | found Ayiviei Armah, Amos Tutuola, Alex La
Guma, Okot p’Bitek and others. Although using thglish language these writers were
NOT working to assimilate their own cultural exgerce within standard prose form
which is possible only through ultimate surrendgaurrender was the last thing on their
mind’.>* From such a statement it is clear that such wgifits in with a tradition that
Kelman ideally sees his own writing belonging toagl. As he said in this speech when
accepting the Booker Prize fblow Late it Was, How Lat@ 1994:
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There is a literary tradition to which | hope myrmwork belongs, | see it as part of
a much wider process -- or movement -- toward detpation and self-
determination: it is a tradition that assumes tvimings: 1) The validity of
indigenous culture; and 2) The right to defendhia face of attack. It is a tradition
premised on a rejection of the cultural values mperial or colonial authority,
offering a defence against cultural assimilationparticular imposed assimilation.
Unfortunately, when people assert their right ttual or linguistic freedom they
are accused of being ungracious, parochial, insy&arophobic, racist etc. As | see
it, it's an argument based solely on behalf of di}i that my culture and my
language have the right to exist, and no one hasuithority to dismiss that right,
they may have power to dismiss that right, butab#hority lies in the power and |
demand the right to resistft.

Translated Accounts arguably the novel that most explicitly placeslidan in such a
tradition. He sees the role of the writer as nemgsgo engender change: ‘Any
marginalised culture is a culture under attack.eptdhe marginalisation and act on it.
Spread the information; share the experience; dlisete the knowledge. If the struggle
will succeed it will be from the bottom up’.Michael Gardiner looks at the novel and
what influenced and inspired Kelman to write it:
Told in snatches of mutilated ‘found’ prose, thaget of Translated Accountss
pointedly non-specific, shifting from descriptiomgoking the Niger Delta to scenes
resembling the Middle East; the territory of thevelois a highly politicised non-
place. Refusing the linguistic authority of an eththere’ its language, as Susanne
Hagemann says, ‘belongs to nobody’ and so any alegung force of a core
language becomes impossible [...] The book is alsoudh, noticeably aligned
with the literature of Nigeria, a neocolonial regimsing English as a lingua franca,

challenged by the ‘counter-anthropological’, naiviradition of fiction following
[Chinua] Achebe?

His earlier novels had become increasingly stgigdly complex andranslated Accounts
sees this progression continue. The novel concluatbsaccount 54 ‘it is true’: ‘I cannot
say about a beginning, or beginnings, if thereibe the cause of all, | do not see this.
There are events, | speak of them, if | am to sgkek it is these, if | may speak'It is

the right to speak, and to be heard, that Kelmaomserned with.

Kelman views on high and low art are interestiogonsider in closer detail. In
‘The Importance of Glasgow in My Work’ he says: &Fb is absolutely nothing | would
want to say to someone like Jeffrey Archer or HarBlobbins or Stephen King or

Frederick Forsythe. | don't regard what they dobasgg in any way similar to what
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writers of the kind alluded to earlier are engaged® He goes on to claim that: ‘This has
nothing to do with “high brow” literature versusil brow” literature,®” but it is difficult

to see it as anything else. Kelman'’s distinctioans which echoes Sartre’s ideas on what
constitutes successful literature. It is all abetiether the writer is ‘committed’ or not.
Kelman goes on to explain the distinction as he geét’s just that I've nothing to say
to writers who aren’t committed. There are no argaany intellectual level | want to
enter into with them. It makes no difference whetinese writers are from Glasgow or
Johannesburg® Again this Kelman places himself in a ‘global’diion of ‘committed’

writers rather than purely a national one.

Kelman goes on to apparently lessen this harddititude towards other writers,
and in doing so adds another criterion for whatstitutes a successful writer in his eyes,
that of ‘seriousness’:

Yet there remain a few | could find it possible d@mmunicate with, in certain

social settings, as long as it didn’'t happen tderofmembers of what I'll describe

as the literary establishment. That's because dhésast take the artform seriously,
they approach it in an honest way. But when comentimor what | mean by the
term, looms into view — as it always does soonelatar — then the conservation
grinds to a halt, or ends in social disarray. lattbase | have much more to talk

about with folk who aren’t writers and artists hiose commitment leads them to
live their lives in ways | approv&.

Unfortunately Kelman does not go on to explain judtat he means by the term
commitment in this instance, although it appearsshesing it at first in a specific artistic
sense when referring to other writers, in a similaty to Sartre. He then talks about
preferring the company of ‘folk who aren’t writemad artists’ who he describes as being
‘committed’, people who live their lives in a maniieat Kelman approves of. Perhaps he
means ‘committed’ in the same sense, and thaalhi# art cannot be separated. Either
way it is tempting to suggest that Kelman’s aesthedin be reduced to what he approves
of.

But it is this commitment, and the craft involved his writing, which makes
Kelman an important writer. He is an author whosekwmay be read by (relatively) few,
at least when compared to lain Banks, but withdsitnork the next generation of writers

would not be as they are. Kelman may not have exhas many of his intended
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readership as he would have desired, but his ind@eon those writers who followed
should not be ignored, and they are reaching tliemneadership in the later generation
of Scots that Kelman could not with his own. Ithss influence that makes Kelman the

culturally significant writer that he is.

As Scott Hames says in his IntroductionTioe Edinburgh Companion to James
Kelman, the writer is ‘[...] perhaps the major influence thre younger generation of
writers (Irvine Welsh, Janice Galloway, Alan WarnArL. Kennedy, Duncan Mclean,
Alan Bissett, for example) who have made recenttSbowriting so compelling - and
easy to describe, complacently, as a “new renaisiaeflecting national confidencé’.
Hames goes on to claim that: ‘Kelman is allergi¢rtational confidence”; his success at

161

home makes it all the more difficult to locate Himere’.”’~ Perhaps this contradiction, the

Scottish icon who is against any idea of natiomalidefines the man and his work.

Having looked at what James Kelman considersiauseand committed writer it is
worthwhile considering how lain Banks fits intodipicture. The desire for serious and
committed literature that Kelman eschews seemsate fittle room for fantasy, and yet

Banks demonstrates that the two are not mutualtjusive.

The Bridges the novel where Banks most successfully mafaetasy and realism.
It is often compared to Alasdair Gray'sinark: A Books in Four Part its structure
and style, and the ‘double—lives’ of their respeziprotagonists; Alexander Lennox/John
Orr and Duncan Thaw/Lanark. It is an over-simpéifion to say both novels are split in
two, but they do follow two separate primary steribat are intrinsically linked. There
are different narratives running through both neyahd they ask the reader to make the
connections between the two. The ‘fantasy’ storieinox/Orr is ‘contained’ within the
realist narrative offhe Bridgebut the reader deciphers that realist narrativeutih the
fantasy, and the fantasy itself is compelling. Taretasy/realist split il.anark seems to
be more absolute: neither aspect ‘contains’ thesrothut they are bound together in
intimate reciprocal forms and characters. Our ustdeding needs both aspects, and the

novel thereby demonstrates the necessary valueofiork of the imagination.

Another comparison is that the two books are d®rsd to be at least partly

autobiographicalThe Bridgeof the title is obviously based on the Forth R8aidlge that
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dominated the skyline of Banks’ childhood days me@nsferry, and many of Alexander
Lennox’s interests, such as rock music, whisky faisti cars, are shared by Banks. Thom
Nairn quotes Banks as saying: ‘I don’t thihke Bridgewould be the way it is at all if it
wasn't for Lanark.®? This comparison takes on a greater relevance wierapply
Kelman’s definition of ‘serious’ and committed wnig. It would seem to preclude
fantasy as something that is ‘immature’, and wsitelhould be ‘duty-bound to concern
‘the harsh reality, i.e. the effect of, and theugtle against, the capitalist systen’.
Kelman is a public supporter of the work of Alagd@ray, yet, at least in terms of

Lanarkthere seem to be some contradiction.

Actually, bothLanarkand The Bridgehave a third narrative level. lranark there
are the interventions of ‘the narrator’, and in Bsinnovel there are the ‘Barbarian’
sections, and these are also relevant when coesiddongside the aesthetic of James
Kelman, particularly with reference to the use afiduage. Banks normally sticks to
Standard English in his novels, with the odd exoepbf a Scottish phrase here and
there. The Barbarian talks in a thick Scots dialéiciz this majishin that geez this thing,
cald it a familiar soay did an it sits on ma showaled gose jibber fukin jibber oll bludy
day it gose. | cany stand the dam think but am witik it | suppose an it wi me to, cumty
think ov it'.%® These sections are deliberately comical, and itisresting to ask what
purpose they serve. Is Banks making a critical cemtary on how Scotland is viewed in
popular culture, and in doing so is he suggestiag the use of such language in fiction is
a hindrance to Scottish literature being takenosesty? But, like the novel, the barbarian
only makes sense when considered alongside hisr'¢talf’. His ‘familyar’, which sits
on his shoulder, speaks in RP English, is cleadycated, and is something of an
intellectual: ‘[...] the tower signifies retreat, thmitation of contact with the real world,;
philosophical introspection. In short, nothing ta dvith the literally infantile
preoccupation with phallic symbolism | mentionedliea Indeed, except within the most
morally constipated societies, when people dreanuiabex, they dream about sé&%'.
This relationship is a fairly straightforward conmtery on Scotland’s relationship with
England, and how one-sided Banks sees that resijonbut these are telling sections.
Banks is using these fantastical scenes to makiecpblnd social commentary. This is

light-hearted in its execution but absolutely sasion the points it is making, and this
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applies to most of Banks’ fiction. Like Alasdair&t Banks’ use of ‘fantasy’, as with his
use of ‘realism’, is always serious at its coreisTinay also apply to some extent to his
science fiction but an important distinction mustrbade. The science fiction is written
explicitly for a genre readership. This readersiBimot exclusive and indeed overlaps
with that of his mainstream novels. But it is diffiat and the intention, address and
function of the writing (while equally not mutuallgxclusive) is different. Fantasy is

employed in the mainstream novels but never geslgrithroughout them.

In terms of Alexander Lennox’s psyche it appedrs barbarian represents a
suppressed ‘masculinity’, and these sections elebartore violent and extreme sections
that often appear in Banks’ fiction. They are iradice of the ‘games’ that Banks loves
playing, and perhaps it is the wish to play ganted teparates Kelman and Banks in
terms of their aesthetic approaches. Kelman reftsgday games as he sees them as
‘immature’, whereas Banks enjoys playing games, lmgs these games to convey
political and moral ideology that is every bit asrisus as Kelman’s. These two
apparently opposing approaches are closer thaareittiter would perhaps believe, or
would want to admit to.

The Bridgeis Banks’ greatest puzzle. As Alan MacGillivray disses: ‘It is
Banks’s third novelThe Bridge,which carries the textual game-playing to its tgeh
heights so far®® There are jumps between worlds, diagrams, padfeslfeost blank, and
quizzes for readers to solve: ‘Banks’s main gamih whe reader is to keep Lennox’s
name concealed and only revealed in two textuas;lvequiring for their unravelling a
knowledge of both modern Russian history and copteary rock music. Bridge is the
name of the game, but also the game of the n&hanks is asking for work from his
readers as Kelman does from Hite Bridge as with many of Banks’ novels, follows in
a Scottish literary tradition, as Cairns Craig exps:

Works such as James Hog@®nfessions of a Justified Sinn@i824) or Robert

Louis Stevenson'dDr Jekyll and Mr Hyde(1886) have come to be taken as

representative expressions of a theme which isateden Gray'sLanark whose

central character lives two lives, one as the daidetist Duncan Thaw in the

Glasgow of the 1950s and 1960s, and one as Lamadharacter trapped in a

fantasy world which, through the forms of a faiajet repeats in concealed form

Thaw's life in the real Glasgow. Modern concernhatihe double may derive not
only from such traditions of Scottish writing butom the work of influential
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Scottish psychiatrist, R.D. Laing, whose bobke Divided Sel{1957) analyzes
schizophrenia in relation to a conception of thé @& developed in the work of the
Scottish philosopher John Macmurfy.

Perhaps there is a problem with perception thaissBanks from being considered in a
historical ‘Scottish’ literary tradition. There & sense of playfulness, of fun, in his

writing that seems to suggest that the fictionlfiiseof lesser critical worth than Kelman.

Indeed, it is Banks’ very diversity that appargnthuses him problems when it
comes to be taken seriously by literary criticsmidd O’Conner sets out these, and
other, hurdles that Banks faces to be taken sdyicas a writer: ‘Too Scottish for
London, not Scottish enough for Scotland, too vibley half and too obsessed by SF
(science fiction) for his own good — these are stimregs which stop Banks and his work
from being taken seriousl{® These are relevant points, but it is not up Bankshange
to become accepted, it is for critics to widen skkepe of what is ‘serious’ fiction, or at
least fiction that can be taken seriously. As | éndhave proved in this thesis Banks
needs and benefits from critical consideration ahi@rary comparison and

contextualisation.

It is interesting, as a comparison, to note Jakesan’s views on genre fiction as
set out at the 2009 Edinburgh International Boogtikal. In answer to being asked how
political today’s generation of Scottish writere dre makes clear what he thinks the
Scottish literary establishment think of him andgé who they considers his peers:

‘For me,” he said, ‘it's always been an indicatiohthat Anglo-centric nature of

what's at the heart of a writer like Tom Leonard éxample, and how they praise

the mediocre, how so much praise is given to vgitdrgenre fiction in Scotland.

[...] if the Nobel Prize came from Scotland they wibglve it to a writer of f***ing

detective fiction or else some kind of child writar something that was not even

news when Enid Blyton was writinghe Faraway Tredecause she was writing
about some upper middle class magician or somarftytrap’®

Such attacks are consistent with his earlier statertihat he would have nothing to say to
writers such as Archer, Robbins, King and Forsyfhéhough his recent targets seem
fairly obviously fellow Scottish writers J.K. Rowly and lan Rankin his accusations
could have easily included lain Banks. So if wedsd Edmund O’Connor, Banks will

never be taken seriously critically, and if we be# Kelman, one of Scotland’'s most
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celebrated and discussed writers, that Kelman tisaken seriously then it would appear
that literary criticism in Scotland is in a perifogtate. But Kelman is mistaken with these
claims, and is actually highlighting the opposit@np. He is confusing critical acclaim

with financial success or at least backing, andwheare rarely synonymous. The writers
he attacks may be promoted at his expense, butcdme to putting respective literary
medals on the table then he would win every timehSa debate is not a particularly
useful one as it creates division between ‘literand ‘genre’ fiction, which make claims

to high and low art without consideration of théuat text and what it sets out to achieve.
As Willy Maley points out with reference to the dwe: ‘What’'s clear amid the

mudslinging is that the controversy threatens toydéie connections between Scottish
writers in favour of artistic differences — betwd#arary and genre fiction — that are also

differences of readership loyalties and royalti@s’.

But perhaps Kelman’s point has been widely miststded, or he has picked
unworthy targets. In a recent online article forri€ie Books, ‘From a Room in
Glasgow’, Kelman returned to a popular theme abloodv literature is treated in
Scotland: ‘Scottish children grow up in ignorandéeor own culture and traditions. Our
literature is a “specialist area” even in Scotlafdose who control the arts bureaucracy
for the most part share that ignorance. Whethey tire born in Scotland or not is
irrelevant. They are fully assimilated to the Esllperspective and cannot evaluate art
from a Scottish aestheti€". This statement seems to bring us back to the yhqueestion
of ‘validity’, and asks how it is possible to hagaunifying ‘Scottish aesthetic’, but it is
possible that the point Kelman is making is abbetgelling of literature rather than any
attack on individual writers. Admittedly if this ie case he makes it in the most
confusing manner, but when considered alongsidpreigous thoughts on the promotion
or otherwise of Scottish culture it makes more sefis the same article he makes the
following point: ‘One of the last century’s most portant Scottish poets was Norman
MacCaig. For his centenary it was advocated thettmedian Billy Connolly presented
the programme. The establishment cannot distingbetiveen our artists and cannot
recognise artistic merit. They do recognise thaé @tottish man is more widely
celebrated than another; the substance of celehritinot important’? Taken alongside

the Edinburgh comments it is possible that whaniéel is actually railing against is the
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power of ‘celebrity’ culture, and that this has noviltrated the literary world, and in
terms of Scottish literature there are few biggetebrities’ than Rankin and Rowling. It
is possible it is not about the writers, but abth& way they are promoted, sold and
received by the general reading public. What wasgpeed in the press as a rant driven
by sour grapes was more likely to have been anakrfor ‘political’ literature to be
given an equal footing, or even a higher footiri@nt it currently has, an appeal to his
potential audience that there is a wider selecbbrfiction available than they may
realise. Perhaps it was simply to remind peoplsidatof literary circles that he is still
relevant. Whatever the case, it appears that Kelbsdieves that he must wait for his
audience to catch up with him, rather than his ghanto find an audience, and this
position is largely admirable, but ignores the itgabdf ‘selling books’, and his views
make an interesting comparison to recent develofsriarthe marketing of lain Banks’

fiction.

The simple decision, made in the 1980s, for Bawoksplit his fiction into lain
Banks and lain M. Banks, was as much a commereiakthn as it was an artistic one.
His 2009 mainstream novéfransitionsaw the perhaps inevitable clash of the ‘two fains
as it has been sold as one of his mainstream bbakss a novel as fantastical as any of
his science fiction. He has had similar crossow#rsstyles previously with 1985’s
Walking with GlasandThe Bridge but Transitionblurred the realism and science fiction
boundaries more than any previous novel. It isosétnsibly in our world: ‘between the
dismantling of the Wall and the fall of the TwinWers, frozen in the shadow of suicide
terrorism and global financial collapse.”>But the setting is really where reality stops

and fantasy takes over.

Transitionis an important novel for Banks as it marks a sinifhow he is being
marketed, and perceived. In an interview with Kewirlgstone for theNew Statesman
magazine the confusion that has resulted is disduss

KL: Although your new novelJransition isn't science fiction - it hasn't got your

middle initial - it's something about shifting bet@n time zones.

IB: It was published as science fiction in Amerilts. not proper time travel; it's
using the many-world theory, the multiverse, thatlkof thing’*
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It is interesting in terms of the stated complaiot¥elman, and the claims of Edmund
O’Connor, thatTransition was sold in the USA as an lain M. Banks’ noveld dhat
Livingstone did not decide for himself whether iasvscience fiction or not, but simply
went by the signifier that is the lack of ‘M’ ondltover. Banks’ answer suggests that he
is uncomfortable relinquishing his dual identitpoking to justify this decision in a
manner that will seem overly technical even to éxacting standards of the science
fiction fan. Perhaps Banks’ science fiction sellsttér than his mainstream work in
America and his publishers chose to sell him té tharket under the more recognisable,
or profitable, nameTransitionwas also released as an abridged podcast, whidt be
downloaded in twenty-four parts, and a talking hd®knks is demonstrating the constant
struggle between artistic integrity and adhereca personal aesthetic, and the need to
adapt to sell books to be able to continue writhrgm. It is a Catch-22.

It is not surprising that a writer such as Banksuld embrace the most up to date
ways of selling his work, but it would be a mistakehink that this is driving his writing.
Transitionhas a ‘serious’ message behind its use of ‘mamjdwbeory’. In an interview
with Anna Burnside Banks explains his motives:

| think what comes out ofransition is that torture should always be absolutely
illegal. Murder is illegal; there is a commandmémt says you shalt not kill, yet
we still have army chaplains. There are lots ofplumes but you should only
torture if you're so convinced you're doing thehidhing that you are prepared to
suffer the consequences and the consequences $featsoluté’

It is clear that Banks wants to get his fictiorbread and subsequently get his message

across, and to that extent is complicit in selangin the modern world.

It is not unimaginable that this is the sort ofrkeding strategy that would enrage
James Kelman, but then the rebranding of his owwelsoand essay collections, as
publishers Polygon did in 2008, means that as dighda writer he too is complicit in
this economy. As Isaac Davies says over the titleshe 1979 Woody Allen film
Manhattanwhen he fears the opening to his novel is tooghnga’l mean, you know,
let's face it. We want to sell some books héPdt may appear a trite point, but it is an
important one to consider and one which cannoteparated from the ‘art’ of the writer.

Committed writing, according to Kelman, may necesappose the capitalist system,
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but the realities of working as a writer today ltt to survive you may just have to
embrace that which you wish to destroy.

It could be argued that James Kelman'’s last n&ielon Smith, boyis a return to
what his readership expect from him; fiction basedorking-class Glasgow which is set
pre-1990 Glasgow. In fact it is set in 1950s, busé the former date with good reason.
This was Glasgow’s Year of Culture, a year whiclk hadely been praised as being a
success in terms of the rebranding of the citypqmting tourism and enhancing a sense
of pride in the city. Kelman sees this view as thra¢ has harmed his city and its culture:

This was a classic example of the exploitationrbhad artists. The City of Culture

Year remains a taboo subject for serious study. ©m®t supposed to mention it

seriously at all, just recall it hazily but withfeftion, as that strange time our ayn

wee city of Glasgow made it on to the internatiomap. Anything is justified
because of that. Look at the publicity the city.dbiwas only a few years ago yet
already it's a legend, a mythical kind of thing, timgal in the sense that it is not

open to analysis, not available for critical exaaion, not then and not now. If you
attempt such a thing you get called a boring spoits’’

Once again Kelman makes the distinction betweerum@aand immature responses:
‘Once again we were children, usually spoiled bratsse of us who refused to stand up
and sing our party piece were sent to bed withoohacolate biscuit’®, but it makes
little sense to replace one apparent conformity &iother, and what Kelman is offering
is a different conformity.

Modern Scotland is a foreign country for Jamesnk&ai, he still places his fiction
in a Glasgow which is one of sawdust floored putsel-grilled bookmakers, tenement
living, even though the first two are in declingtle parts of the city where his characters
live, and the third are either knocked down or less private flats. The liberation that
Kelman felt when he realised that he could writewdtsuch places and their people has
become restricting. The post Garden Festival artgt @i Culture Glasgow does not
intrude on the lives of his protagonists which sgetnange given proclamations such as
the above. You would think that it would be bettedeal with the changes that occurred
as a result head on rather than pretend they rneyggened. What this avoidance also
means is that Kelman is accused of not dealingtyrevith post-devolution Scotland in

his fiction. As Aaron Kelly describes:
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Notably, Kelman'’s post-devolution fiction is settwith Scotland: the fragmentary
reports ofTranslated Account®001) seep through the confines of an undesignated
regime that is possibly Turkey or somewhere in &asEurope, whilé&/ou Have to

Be Careful in the Land of the Fr2004) addresses the experience of the Scottish
migrant Jeremiah Brown in the United Staftes.

These novels are about displacement and disoriemtand incorporate language that is
not Scots but is not Standard English either. Tiegact the national for the international,
suggesting that national identities count forditith a globalised capitalist world, indeed
they are used as distractions to the social anwirallproblems that arise from such a
system of power. Kelly goes on to say: ‘Kelman’'sem fiction intensifies his stringent
confrontation with power in all its forms, even #®se forms seek simultaneously to
overwhelm us and withdraw from our grasp and uridecing completely®® There is
no doubt that there is something to be gained fv@wing these novels in this reflective
way, but | would suggest that Kelman does not éeshfortable writing about modern
Scotland, at least in his fiction, and wKlreron Smith, boye produced a novel that was
a return to home, but was out of time. It won tla¢ti& and SAC prizes for best book of
20009. Ironically, yet triumphantly, it is a retutm his earliest sources of experience, and
it is ‘said’ by ‘the judges’ to be a major literaaghievement.

With the notable exception ofranslated AccountsKelman’s protagonists are
distinctly individual, and his views of what corstes a committed writer are similarly
so. For all Kelman’'s stated belief that he is ‘eganting’ his culture, actually he is
representing his individual view of the world, deically and morally. This accusation
of aesthetic relativism could be applied to mositexs, but Kelman’s claim for the
‘validity’ of his culture, as made in his Bookeregeh, is a social assertion, for if he
claims that the culture he ‘represents’ is ‘valitfen this is in response to the assertion or
belief that it is somehow ‘invalid’. Kelman'’s exjence of Glasgow’s Year of Culture is
‘valid’ and yet many people had very different esipeces of that year that are just as
valid. Kelman may argue that the ‘culture’ in questis one which is emphatically
materialistic, commercial, middle-class and driv®nthe bottom line that is the profit
margin and therefore repressive towards others.tBaitresult is that his definition of

Glaswegian working-class culture means that mamkiwg-class Glaswegians, many of
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whom cross the cultural boundaries that Kelman geises, are transgressive of such
definitions. Kelman’s reluctance to represent Goasgost 1990 means that in terms of
realism his version of the city is historical. hig means that it is as much of a fantasy as
any of Banks’ alternative universes, the eviderwentis clear, that the work of the
imagination, the exploration through fantasy ootlgh history, of worlds that may have
been, or my yet be, in language arsing from lopaksh, as opposed to Standard English,
is emphatically endorsed by both Kelman and Barikss is an ‘aesthetic’ which
appropriates both ‘realism’ and ‘fantasy’ in thates's exploration of the individual and

society, and this, too, is an extension of ther8art paradigm of the existential writer.
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Chapter Six: The Contemporary Scottish Novelist

In the introduction to this thesis | explained thany of the existentialists had that label
thrust upon them. Critics, particularly those whatidved they were close politically and
ideologically to Sartre such as Louis Althusser avithel Foucault, were keen to
categorise both Sartre’s philosophy and also Hisiggd They sawwWhat is Literatureas
not only an existential text, but as a Marxist oregding the text as asking writers to
become ‘committed’ politically, to use their prose promote change and directly
challenge readers to act, to create what woulah ledféct political manifestos, rather than
works of fiction representing an individual writerideas and ideals. However, my thesis
has argued implicitly that this is to misunderstainel text and the philosophy. While it
cannot be argued that Sartre was unsympatheticaxis theory he did not see it as
incompatible with individual freedom and, importgntelieved that a writer could not
be free if they are in thrall to the ideology ohets to the extent that it overwhelms their
literary identity and practice. It was Sartre’seateatined stance to remain the individual
‘free’ thinker that he espoused in his work thatymked the greatest criticism and proved
to be the strongest argument for his philosophy.wés so influential in twentieth-
century philosophy that all relevant parties warttedlaim him for their cause, but it was
his refusal to accept any one position led toasith from all sides:

Sartre’s pro-existentialist critics argued that $teould abandon his newfound

Marxism as incompatible with his existentialism, ilhhis pro-Marxist critics

argued that he should abandon his existentialisminasmpatible with his

newfound Marxism. Few thinkers besides Sartre sdetoethink that the two
theories were, or could be made to be, compatible.

This desire of ‘others’ to claim Sartre suggestduadamental, and perhaps
deliberate, misunderstanding of his work and igfigg by the confused reception of
‘What is Writing?’. In his critical appreciation @artre, Bernard-Henri Lévy suggests
that the confusion lies in a mistaken understandirtge term ‘commit’. When the writer
commits the word to the page he is acting in wat thill necessarily cause change, it
matters little what the subject is. The commitmisnto change the world through their
literature, not through the subject written abdutis the writing, and in writing, the
aesthetic, that is where the commitment lies, het subject under consideration, an

interpretation of ‘commitment’ which mirrors that dames Kelman. The very act of
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committing your thoughts to paper is an individaat of free thought that the writer
wishes to share. It is not that writers ‘should l®mmitted, they cannot but be
committed. What Sartre is advocating is that wsitgould be aware of the power of the
undertaking of writing. ‘Committed, for Sartre, nmsafirst and foremost: conscious of
the power of words®. It could be said that all writers, to a greatetesser degree, enter
into and assume a context of either or both aasthm#rsuasion and commercial
exchange. What makes Banks and Kelman of particalavance however, as discussed
at the end of chapter 5, is the way in which thesak across aesthetic and commercial

priorities.

This thesis has referred to the engaged writer ptilitical writer, the moral writer,
writer and the representation of woman and men, #ed writer's aesthetic. The
overarching discussion is an attempt to addressjulestions posed by SartreWhat is
Literature?,namely: ‘What is Writing?’, ‘Why Write?’ and ‘FAVhom does one Write?’
by placing them in a contemporary Scottish contBxt.looking at the work of James
Kelman and lain Banks | have concentrated on twiteverwho have distinct similarities
and differences in their responses to these qumsstib want now to go further by
addressing these questions with reference to &beitish writers at work today, and to
consider Banks and Kelman in the company of theaitemporaries.

In answer to his third question, Sartre believast tone writes for as wide an
audience as possible at the time of writing. Wsiteo not write for the future, and they
do not write only for themselves, they write foeithhere and now. This is why the fourth
chapter ofWhat is Literature?s entitled ‘Situation of the Writer in 1947’, tlyear Sartre
wrote the text. In the appendix Sartre reiterdtesitea:

A book has its absolute truth within the age. Ifived like an outbreak, like a

famine. With much less intensity, to be sure, apdewer people, but in the same

way. It is an emanation of intersubjectivity, aihig bond of rage, hatred or love
among those who produce it and those who receiViatitsucceeds in commanding

attention, thousands of people reject it and déngsi everybody knows, to read a
book is to rewrite if.

But this does not mean that a text is only of usisi own time. There are always lessons
to learn and ideas and themes to discuss: ‘Latewban the age is done, it will enter into
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the relative, it will become a message. But theyjodnts of posterity will not invalidate
those that were passed on in its lifetith&thile the primary importance of art is to be
found in the present, ‘art cannot be reduced t@m®gle with the dead and with men not
yet born; that would both be too difficult and teasy’> Art is still of importance to those

who will follow, and we can learn from what has hee

To conclude this thesis | want to consider a nunatb@ther contemporary Scottish
writers and briefly examine whether and how the ehad this thesis can be fully applied
to their work. These writers engage with contempoissues, but do so in aesthetically,
and morally, individual ways. Too often differendasrespective writers’ aesthetics are
used to create division rather than make connexti®do widen the argument for the
validity and usefulness of Sartre’s theories we hhilgpok at a sample of apparently
diverse writers who have engaged with Scotland stheal, political, moral and artistic
aspects of the country — from, say, 1990-2010. Ehis examine the extent that Sartre’s
claims can be upheld more generally than the dpeaifalysis of the thesis has allowed

as well as placing Banks and Kelman among theitezoporaries.

In 1993 Irvine Welsh’sTrainspottingchanged Scotland’s cultural landscape. By
portraying the lives of a section of Edinburgh’ddarclass Welsh not only made Scottish
society aware of its existence, but allowed greatserstanding of particular social
problems and the reasons behind them. Like Kelifégish chose to write in a Scots
linguistic idiom, but this working-class Edinburgheech was one which was new to the
Scottish novel. As discussed in chapter two, tipeasentation of all sections of society in
literature is important as it gives a voice to #hnegho may previously have considered
their life experience as unimportant or worthleds. Cristie L. March notes about
Welsh’s language: ‘He creates narrative forms buth challenge non-Scottish readers
and speak familiarly to those who recognise theslikiis fiction characterise$March is
only half right. Welsh’s narrative forms challengalll readers as even those who may
have recognised the lives of the main protagomistsid never have seen their language
written in such a way. The influence of James Kelmzay have been important, but

Welsh is doing something different.

These are the opening linesTofinspotting
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The sweat wis lashing oafay Sick Boy; he wis trengbl Ah wis jist sitting thair,
focusing oan the telly, tryin no tae notice the tcuie wis bringing me doon. Ah
tried to keep ma attention oan the Jean-ClaudeDé&mme vided.

From the beginning, the reader is made aware lisig a voice that was distinctly new
to Scottish literature. Whereas Kelman’s Scots @&nihg a mix of Standard English and
West Coast Scots, Welsh would make greater usenohetic spelling to express the
language, shifting registers between internal moma¢ and external description, moving
between representations of audible speech or tbkespidiom in the representation of
thought, to the artifice of written language. P@dh& can be said that Kelman needed to
write first to allow Welsh and others to follow, tbtrainspottingseemed a self-conscious
development from what had been written before ardgnted Scotland with a new idiom
in written Scots.

Welsh also gave voice to a widespread antipatgrdeng the political situation as
many saw it in Scotland in the early 1990s. Likenks he has characters who give voice
to his feelings while also reflecting wider concerAn example of his personal statement
is to be found in this infamous passage:

Fuckin failures in a country ay failures. It's ngeod blamin it oan the english for

colonising us. Ah don’t hate the English. They'ustjwankers. We are colonised

by wankers. We can’t even pick a decent, vibraaglthy culture to be colonised
by. No. We're ruled by effete arseholes. What dbas make us? The lowest of the
fuckin low, the scum of the earth. The most wreti;hmathetic trash that was ever

shat intae creation. Ah don’t hate the English.yTjust git oan wi the shite thuv
goat. Ah hate the Scofs.

This rant is voiced by Mark Renton in the novek tharacter with whom readers are
clearly intended to identify most closely, and waegorld view is given most sympathy
and credence by the narrative of the book as aeavh®his political view when married

with the language in which it is expressed speaksa teadership who may have felt
under-represented previously, and, as Kelman l@sdstsuch a connection is important

to society’s sense of self. The individual writgaa speaks to, and for, a wider society.

Like most of Kelman’s central protagonists Renbafieves that his only chance of

freedom is escape from his current life. The mastdus section dfrainspotting mainly
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because of a longer, adapted for screen, versaighused at the beginning of Danny
Boyle’s film of the novel, is the following:
Choose us. Choose life. Choose mortgage paymembgise washing machines;
choose cars; choose sitting oan a couch watching-mimbing and spirit-crushing
game shows, stuffing fuckin junk food intae yir nttnoChoose rotting away,

pishing and shiteing yerself in a home, a totakin@mbarrassment tae the selfish,
fucked-up brats ye've produced. Choose life. Wielthoose no tae choose [ffe.

By listing these apparently free choices which amgthing but, Welsh is making
comment on the central existential belief that neurfree to choose and cannot do
otherwise. He is suggesting that many of us anedivn what Sartre would call ‘bad
faith’, believing that many individuals are expiegsfree will when in fact they are
inactive, allowing others to inform their choicabat they are ‘rotting away’ while,

simply existing, instead of exercising free will.

Welsh acknowledges existential concerns implidilya passage where Renton is
on trial, although in this case it is the philosepKierkegaard rather than Sartre that is
cited:

- So you read Kierkegaard. Tell us about him, Mr Renthe patronising cunt sais.

- I'm interested in his concepts of subjectivity anath, and particularly his ideas
concerning choice; the notion that genuine chogenade out of doubt and
uncertainty, and without recourse to the experiemaadvice of others. It could be
argued, with justification, that it's a primarilyl@ourgeois existential philosophy
and would therefore seek to undermine collectiv@etal wisdom. However, it's
also a liberating philosophy, because when suckesbavisdom is negated, the

basis for social control over the individual becemeeakened and ... but I'm
rabbiting a bit heré’

This places Renton as being an outsider to the oésthe, male, characters in
Trainspottingin that he has at least some level of educatiom,itbalso once again
highlights the prominence of the individual apdrattis a central strand in Scottish
literature, and, as with the characters found énrtbvels of Kelman and Banks, answers a
central question of this thesis; namely why an texigal examination of Scottish

literature reaps interesting critical rewards.
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The end ofTrainspottingfinds him putting himself in a position where leay is
not only desirable, but necessary: ‘He had donet wkawanted to do. He could now
never go back to Leith, to Edinburgh, even to $cuat| ever again. There, he could not be
anything other than he was. Now, free from them fall good, he could be what he
wanted to be. He'd stand and fall alohEThe Scotland of Banks, Kelman and Welsh is
one which is often defined by the fear that those Wwe their find themselves ruled by.
Just to take their respective debut novels as ampbe, Frank/Frances Cauldhame,
Robert Hines and Mark Renton’s lives are all ridgdear of one kind or another. Cairns

Craig examines Renton’s leaving and what it represse

Renton has escaped the mutual embrace of the feartlthe fearless only by
ensuring its continued existence in the place taclwvhe can never return. In that
socially mutilating personal freedom, Welsh condsua narrative which is not
simply a response to the problems of the ‘chemigaheration’ but is the
recapitulation of the confrontations of the fearthlat have been a defining
characteristic of the modern Scottish imaginatfon.

In a Sartrean sense Renton is caused anguish byetugnition of his individual

freedom, a freedom that cannot be shared or resedmn ‘Others’:

To be sure, | could not describe a freedom whicluldv/dbe common to both the
Other and myself; | could not therefore contemptateessence of freedom. On the
contrary, it is freedom which is the foundationadf essences since man reveals
intra-mundane essences by surpassing the worldddvisown possibilities®

Renton feels that he must escape his world bef@ieah realise his own possibilities.

Welsh can be thought of as a Scottish writer vghihhe child of Kelman and
Banks, in the sense that he combines the lingusatitsibilities of the former with the
graphic horror and sensationalism of the latter.i$l@lso the writer who approaches
marrying the critical kudos of Kelman with the eulil popularity of Banks, and
provided a model for what was to follow. In a madescottish canon Welsh, and
Trainspottingin particular, is a prime example of a writer andch@el which merits
inclusion. This novel comments on class, the natioorality, politics and language and

was successful both in Scotland and around thedwiVilly Maley expresses what it is
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about Welsh’s debut novel that makes it cross perdeboundaries that divide high and
populist art:
Welsh’s influences, or effluences, range acrosstecoporary film, music and
television rather than resting on the canon. Heelsxat that potent blend of
excremental and existential, ‘keech’ and Kierkeda#hnat is all the rage in new
Scottish writing, a social surrealism that takesatie from cinema and dance as
much as literatur&’
The connections are clear. Notions of aesthetidlwoould not be separated from the
novel's social impact and commercial success, edthror exaggerated by film,
theatrical and audio-book versions. It is little nder few other novels have been
examined in such detail abrainspottingin the last thirty years of Scottish literary

production.

As stated in chapter one, Sartre’s theories efdture are based on the relationship
between writer and reader. The writer's actionsseareaction in readers. They try to
influence readers’ subsequent actions. The wriesslose the world as they see it, or
how they see it should or could be, and they hepen implicitly, by the action of
writing, to convince others of their moral stan@aken at its most literal, this can be
described as journalistic, but that does not melaatvws happening is not artistic. Just as
the best journalism will be literate so literatunmay use the idea of reportage to convince
a readership of the strength of an argument. Adi@kpxample of this is to be found in
Ali Smith’s 2007 novel Girl Meets Boy The novel is concerned with gender roles and
expectations and looks to challenge the readecttiiréOne of the narrators, Anthea, and
her partner Robin, have been arrested after sgyayriaffiti around Inverness city centre.
Anthea’s sister Midge discovers more of their hamalk:

Behind me and above me on the wall the words aghathred, huge. They're in the

same writing as was on the Pure sign before thghaced it. They've been framed
in a beautiful, baroque-looking, trompe I'oeil picg-frame in gold. They say:

ACROSS THE WORLD, TWO MILLION GIRLS, KILLED BEFORBIRTH OR
AT BIRTH BECAUSE THEY WEREN'T BOYS. THAT'S ON THE RCORD.
ADD TO THAT THE OFF-RECORD ESTIMATE OF FIFTY-EIGHMILLION
MORE GIRLS, KILLED BECAUSE THEY WEREN'T BOYS. THATS SIXTY
MILLION GIRLS. Underneath this, in a hand-writingecognise, even though it's
biggelr5 than usual: THIS MUST CHANGE. Iphis and lentthe message girls
2007.
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Ali Smith is attempting to challenge her readergtestion their own moral values as a
result of her writing. But as all her readers \Wdive individual values the challenge to the
readership will vary. There will be readers who Wnihese statisti¢§ and their world
view will be confirmed. There will be readers whalwwe aware of the issues raised,
even if they are not aware of these exact statisirad may have their points of view
confirmed or even strengthened. There will be resdéno find that their world has been
challenged and they may look further into the stat that Smith has confronted them
with. Finally, there will be readers who read thigl either choose not to believe the facts
as detailed, or are content to believe them busiden that they reflect a world that they

are comfortable with. No reader will be unchanggdhe act of reading.

Even in the short Ali Smith extract above, whisldominated by the capital letters
of the spray-painted slogan, there is a subtlg etafvork to persuade the reader of the
strength of Smith’s messag@irl Meets Boyis ostensibly about two love stories and
family ties, themes that most people can identifthwand she uses this recognition to
promote the ideology she wants to promote to othesig her literary style to create
debate on matters such as sexuality, the mordligleertising, women’s rights, political
correctness, gender equality and the dysfunctigeiationship between the Third World
and the First. Literature provides an artistic aethtional context for might appear
simplistic grandstanding or sloganeering. The sjpapted words are ‘bright, huge,
red’!” Smith paints them for the reader, and frames themvell in ‘a beautiful, baroque-
looking, trompe I'oeil picture frame in gold®. However, the reader is not only to be
persuaded by the spray-painted words themselvédss eing subtly persuaded by the
words with which Smith describes them. Smith ndly @resents the world as it is (for

her), but as it could and should be.

Later in the novel Midge reaches Anthea’s latesiner machine message:

Hi. This is Anthea. Don’'t leave me a message anphone because I'm actually
trying not to use my mobile any longer since thedpction of mobiles involves
slave labour on a huge scale and also since mobi¢sn the way of us living fully
and properly in the present moment and connectnoggrly, on a real level, with
people and are just another way to sell us shodm€ and see me instead and
we'll talk properly. Thanks®
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This is another clever device to present a cegalitical point of view, but it wouldn’t
work without Midge’s internal response: ‘(For Gogake.)' 2°which undercuts Anthea’s
preachy and righteous attitude with humour, bub dg presenting the reader with a
counterpoint. Without Midge’s cynicism the novelw fail as there needs to be conflict
for debate to take place. This is literature asr8drelieves it should be, As David Caute
explains, Sartre thought that: ‘Literature shoubd lbe a sedative but an irritant, a catalyst
provoking men to change the world in which theyeliand in doing so to change
themselves® Like Banks and Kelman, Smith shows the ‘commitrhémat Sartre is
expecting from ‘the writer’, a marriage of the mloaad the aesthetic, where the latter is
used to evoke questions concerning the formerjtaadn this complex, coherent totality

of deliberately arranged language and aesthetjegiron that the writer’s art is enacted.

In Janice Galloway’s 1991 nov&he Trick is to Keep Breathirtge central themes
are those of gender politics, but also mental $fnend the way that the individual deals
with it, how society views it and how the lattefeats the former. Galloway wants the
reader to be aware of illness and to consider their prejudices. Like Irvine Welsh she
is representing people in Scottish society who Haaen underrepresented in literature,
and like Smith she is asking questions of gendéesr@and stereotypes in society,
particularly in the media.

If Welsh’s and Kelman'’s fiction is intended to giwa literary voice to those who
previously had none, thefhe Trick is to Keep Breathing about the lack of voice, an
individual's personal and social isolation. It stensibly a novel about mental health, but
is also about gender roles and expectations inléBwbtat the end of the twentieth
century. The central character of Joy Stone haslgst her married lover, a fellow
teacher from the local school, in a drowning aaaidehile they were on holiday. The
book contains short dream-like passages which pegether that dreadful event. Like
Kelman and Banks, Galloway uses the physicalityhef text to help tell the story, as
Matt McGuire explains:

In representing the reality of late-twentieth cepttemale experience the text is

highly experimental in regards to the novel asterdry form. Joy’s narrative is
interwoven with regular set pieces. These seelatody various representations of
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female identity within popular culture. The ofteontradictory and pernicious
messages provided by fashion magazines, with pheblem pages, horoscopes and
recipes, form a particular target within Gallowafition. The layout of the text is
also highly unusual. Several scenes appear as ticasgapts with the characters
becoming actors in their own lives, merely readiog their lines. We are asked to
what extent female identity is a performative el In what way does
conte;znzporary culture coerce women to appear anith @efrtain socially acceptable
ways*

Galloway uses all her aesthetic craft to presemtrheral and social arguments. Joy
Stone’s life is portrayed as falling apart and tharacter herself, and those around her,
blame no-one but herself. Crime and punishmentanéral themes in the novel, but only
as dictated by society, and guilt and self-loathamg the result. Everything Joy is and
everything she does is defined by social expectatioGalloway believes this
systematically sexist society is one of the reasiwas, until very recently, Scottish
women writers were scarce:
Scottish women have their own particular comploasi with writing and
definition, complications which derive from the geal problems of being a
colonised nation. Then, that wee extra touch. Thex. There is coping with the
guilt of taking time off the concerns of nationalliics to get concerned with the
sexual sort: that creeping fear it's somehow selisigent to be more concerned for

one’s womanness instead of one’s Scottishnesss ametking class heritage or
whatever?

The novel is about coping, particularly with thémgers of guilt, as the title suggests, but
is also about individual identity and the losstof i
Cold spots dripped on my upturned hands but | difd®l it was me crying. | could
feel no connection between these splashes andcoanécted only with the words.

They swelled and filled the whole room. | was eaded swallowed inside those
words, eaten and invisible. When it was over | knevas smiling?*

Galloway manages to convey a life where Joy is emally separate from her physical
life and where every little task becomes unimadmaloverwhelming and virtually
impossible, a state which Sartre would cite asxamgle of ‘bad faith’. The loss of Joy’'s
individuality and the refusal to accept that shizgee and responsible for her actions leads
to this state of non-being. Her situation is ostdgsparallel to that of Antoine

Roquentin, the narrator of Sartre’s 1938 noMealusea who finds that situations, and
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even inanimate objects, conspire to prevent himmfracting ‘freely’. Antoine’s
despairing self-investigation is remarkably simiathat of Joy’s:
My thought isme this is why | can’t stop. | exist by what | think and | can’t
prevent myself from thinking. At this very momenthis is terrible — if | existit is
becausd hate existing. It is lit is | who pull myself from the nothingness to which
| aspire: hatred and disgust for existence aresoshany ways ahaking meexist,
of thrusting me into existence. Thoughts are boehifd me like a feeling of
giddiness, | can feel them being born behind mylhe&
Both Antoine and Joy are paralysed by self-hatned angst and their struggle is to
accept their individual ‘freedomThe Trick is to Keep Breathing a particularly bold
novel as the sense given to the reader is thab@ayl shows no sentimental sympathy
for Joy. Joy is described objectively, even when dwen point-of-view is inhabited by
the author. It is an unsettling, challenging, tegba. The detail and the effort of Joy’s
life are beautifully rendered in Galloway’s unsemntal and often disconcerting writing.
Joy Stone’s life has become a struggle and thg@gius one that she has to deal with on

her own.

Although the secondary characters in the novelirmportant, this is Joy’s story.
Her relationships with her sister, mother, youngeloand boss see her trying to fulfil
their, and society’s, expectations. Some of thiedght roles that are expected of women
in the West of Scotland are clearly set out. Jogxigected to be a daughter, a sister, a
mother (figure), a lover and a whore. She triekilfil these roles, to be what is expected
of her. Galloway portrays Joy as someone who fa@dsis being justifiably punished for
having once put herself first. Mental illness ispatihetically and graphically depicted,
her anorexia, excessive drinking and unfulfillirexsal encounters are all aspects of her
punishment. At one moment she clarifies how shésfé€he More Something Hurts,
The More it can Teach Mé&® The use of capitals adds to the importance ofémence,
but also apes the headlines of the magazines thatrsads as another source of
instruction as to how women are meant to act. Ak Wi Smith’s writing, the mix of
literature and the journalistic adds to the strengt the message, but it takes a subtle
moment of recognition, of brief clarity, to sigrif@pe for Joy’s future. This occurs when

she says ‘No’ to her bookie boss TdWyit is the first time she says ‘No’ to anyone'ie t
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novel, and it is the moment that she begins toinegantrol of her life. It is the beginning
of the end of the novel.

Like James Kelman and Irvine Welsh, Janice Galjowgawriting to and for a
section of society that has little representatromainstream cultur&he Trick is to Keep
Breathingprovides a voice for many of the people who hatreee suffered from mental
illness, or have known others who have, and whoredognise passages from the novel.
Such recognition, the realisation that no-oneasalin suffering mental health problems,
is hugely important. The terrifying depiction ofyJtailing to cope on her own should
make the reader realise that support and undeistpagde the least that people should
expect when such illness strikes. Arguably, ithis aspect of the novel above all others
which makes it one of the most important Scottiskials of the last 30 years. It is not
only a satisfying aesthetic literary novel, it Isaa directly demanding moral, social and
political exposition.

There is a recurring theme in Scottish literatofe the damaged individual.
Something that links Banks, Kelman, Welsh, Gallovaag even Smith is that there are
aspects in most of their protagonists’ lives whagduse them anguish, to a greater or
lesser degree. This is something that Gavin Wallastes: ‘In English novels, the
deranged, desperate, the neurotic and the varicaddticted might provide the odd
deviant diversion to emphasise the reassuring rgymaf everyone else. In Scottish
novels, they are narrators and protagonists, rai€lgver, fully in control of their
existences, and morbidly aware of the fictThis makes Sartre’s theories of
existentialism and literature seem particularlytipent as the struggle which is at the
heart of Sartre’s existentialism is the struggleot@rcome living in bad faith, and to
accept and embrace individual human freedom. Sebotliterary narrators and
protagonists as described above are all struggdirapange, or escape, their lives as they
are, to recognise themselves as individuals whe tahtrol of their own lives. Even if

they fail, the story is in the struggle and the saran be said of Sartre’s philosophy.
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Conclusion

Scottish Literature is a revealing context to exsrthe role of Sartre’s ‘engaged’ writer
in society as it is a literature that has only tiedy recently received the extended
serious consideration it deserves. In his intradacto Hugh MacDiarmid’'sSelected
Poemgq1992), Alan Riach considers Scottish Literaturd e idea of canonicity:
The literature of Scotland has not, until relatweécent times, been accorded
canonical status. For good reason. Its study reguia greater degree of
contextualisation, a more extensive consideratibnmatters non-literary (and

where literary, often comparative) than the honduamd traditional study of
canonical texts.

It is not that Scotland did not previously have Wréers or texts to merit the creation of
a Scottish canon, but that they had not been serfily contextualised by literary and
non-literary criticism to be considered canonicehiScottish context. Writers such as Sir
Walter Scott, Robert Burns and Robert Louis Steverexe widely known, but are not
usually given their full Scottish literary contexparticularly with reference to their
Scottish contemporaries and in the context ofdigmproduction across the spectrum,
from high art production to popular works. Scottlghrature needed to create its own
tradition of critical appreciation to raise its pl@in the international literary world. This
was a political argument as well as an academic ame the subsequent success of the
study of Scottish literature can be seen as a wayalrd for other areas of literary study,
and not necessarily those determined by questibnatmn. There is a wish to deal in set
texts which is related to the desire to criticaltegorise as detailed in the last chapter, to
make writers ‘belong’. Often, labels such as ‘Urliamalism,” ‘Kailyard,” ‘Romantic’,
‘Feminist’ and so on are created by critics — amddommercial reasons. Subsequently,
writers are placed into these categories. Theree&oeptions, such as when a writer
deliberately adopts a pre-determined position. Hereas we include we also exclude,
and often it is the contemporary, populist and ualshat faces the greatest fight to be
taken seriously. As the study of Scottish literatprogresses it is important that it be
open to as many and diverse writers and artis{zoasible, to listen to the new voices,
whether contemporary or otherwise, but also keeyextualising and criticising the old

and established.
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It is here that Sartre’s ideas of the primary sedondary roles of literature become
practically useful. As set out in the previous dieapin ‘Situation of the Writer in 1947,
Sartre believes a work is at its most importantt its age’. It is by contextualising the
work in its own time that we can understand it pbst it is also vital to revaluate what
has gone before continually. Writers, and even frsach as the novel, which were once
regarded as populist have been re-evaluated icdh&xt of Scottish literary criticism.
As Alan Riach concludes iRepresenting Scotland in Literature, Popular Cuwtiand
Iconography: The Masks of a Modern Nati@®05) with reference to the concept of the
canon: ‘Elitist disdain of ephemeral, populist, s¥soduced work, or philistine
disregard of high art and difficult work are eqyahappropriate here. The point is, they
are connected’. This connection is one which must be examined emallenged by
Scottish literary critics in the context of a Sadit ‘canon’, one which remains open,

active and inclusive.

The terms ‘high’ and ‘low’ art give a value to &nat is perilously close to saying
‘good’ and ‘bad’ art. These terms are examined d@ynJCarey inWhat Good are the
Arts?(2005):

The metaphor of height is itself curious. It maigorate in bodily shame — ‘high’

art being that which surmounts the ‘low’ physicgpatites and addresses the

‘spirit’. It may also carry connotations of socigbhss — ‘high’ art is that which

appeals to the minority whose social class rankgddhem above the struggle for

mere survival. Paradoxically, ‘high’ art is alsongeally assumed to be ‘deep’.

However, those who use these terms do not invesh tith any real meaning.

Advocates of high art take it for granted that theeriences it gives them are

intrinsically of more value than low art gives athealthough such a claim is not
just unverifiable but meaningless.

What Carey concludes is that there are no absetiiges in art, although there may
appear to be for the reasons he states, andiificul to refute his idea that those who
make distinctions of ‘high’ and ‘low’ art are doirsgp to promote ideas of superiority in
themselves. In an existential sense we have tqattat one person’s negative criticism
of a work of art may reflect another's positive eppal of the same work, be it an
obscure poem or popular graphic novel. As Waltenj&ain attests: ‘There is no
document of civilization which is not at the sarmeet a document of barbarism. And just

as such a document is not free of barbarism, biarbdnints also the manner in which it
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was transmitted from one owner to anotffdf art is accepted as an aesthetic expression
of ideas and ideals then we must accept that ukiyall values involved will, to a great
extent, be subjective, whether moral or aesthétidis essayWhat Is Art?Leo Tolstoy
summarises these beliefs:
In aesthetic literature you will incessantly meathwopinions on the merit and
importance of art, founded not on any certain laywavhich this or that is held to

be good or bad, but merely on the considerationthenethis tallies with the art
canon we have drawn dp.

As stated in the introduction, the successful ditgrcritic, at least according to Sartre,
deals with the writer's metaphysics as well asrthesthetics, and once again as Tolstoy
states, this blurs the boundaries between moralaainstic worth. This idea of an ‘art
canon’ can be construed as a plea for a purehhaisstdistinction in art, although a
slightly different one than that between ‘high’ diav’ art. The key word Tolstoy uses
Is ‘opinions’, which we all have, but somehow féleé need for others to share them,
hence the desire for a canon. But canonicity nexda the controversial topic that it is
often held to be if we accept that any group wélé their own ‘canon’ to which they
refer; a collection of shared preferences that dhe appearance of objective value.
Argument and debate about what constitutes the ncazam only be healthy. The
arguments over what constitutes a literary canaulgshbe as constant and exhaustive as
the literature and society it purports to represé€hts is not an idea without its critics. In
Harold Bloom’sThe Western Canofi994) he sets out the importance of maintaining a
literary canon in the face of what he saw as calt@narchy: ‘Cultural criticism is
another dismal social science, but literary citiej as an art, always was, and always
will be an elitist phenomenofi’He goes on to explain the need for this elitigtrapch:
The Western Canon, despite the limitless idealistm@se who would open it up,
exists precisely in order to impose limits, to aettandard of measurement that is
anything but political or moral. | am aware thaeréh is now a kind of covert
alliance between popular culture and what calkdfitsultural criticism’ and in the

name of that alliance cognition itself may doulslget acquire the stigma of the
incorrect’

Bloom may be concerned with maintaining an aesthsttindard which is untouched by

concerns of political, moral or social readingstand which cannot be maintained as he
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promotes his ‘canon’ of predominately ‘dead whitaeles’ over ‘ethnocentric and gender
consideration$, but he is right to state that the existence difemary canon need not
ignore the importance of the modern and contemporadl that we can do now is
maintain some continuity with the aesthetic, antdyimeld to the lie that what we oppose
is adventure and new interpretatiohsHowever, it would seem that the sense of
adventure, and these new interpretations, woulg ootur in the parameters set out in

Bloom’s book.

Bloom’s attitude to literature is opposed to Sastr Bloom sees the primary
importance of literature as being in the past, wigatalls ‘the art of memony, and only
sees worth in the aesthetic, and a particular onlea ‘the aesthetic is, in my view, an
individual rather than a societal conceth’However, an apparent shared aesthetic is
something that his call for a Western Canon taatgepts, even if it is only to be shared
by literary critics. It appears that the politicile philosophical, the moral and the social
are not just secondary considerations for Bloont,ave to be, if not avoided in literary
criticism, at least relegated to secondary conatdsrs . If we consider Bloom’s view
then we have to question, if a literary canon igxest, how we make it relevant in the
society to which it belongs. As Sartre made congmtthe apparently incompatible
theories of existentialism and Marxism, so his tle=oof literature can do the same for
the desire for a literary canon and the belief trétcs should be primarily concerned
with the contemporary. This is achieved by takimg personal aesthetic that Bloom, and
Sartre, sees as of primary importance, and, astlieisis promotes, applying it in a
societal sense. Despite Bloom’s protestationtéocbntrary, any canon must be viewed
and criticised in this context if that canon, amdse who criticise it, are to remain

significant socially.

The idea of the Scottish literary canon itselfasprompt to continue asking
questions about political, moral, social, and #digalue. Only by asking such questions
constantly can any ‘canon’ be relevant in an iraéomal literary context. It must remain
open to the new while revaluing the past. Genréofi¢ such as horror, detective,
romantic fiction or the western is a literary phememon that should be considered with
the same scrutiny as more apparently ‘higher digistyle and forms. Literary, aesthetic

and commercial imperatives are not, and never baea, unconnected. This is not to say
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that every writer or novel is of equal importanadasting worth. As stated in Chapter
Five, for Sartre the writer's intention is primaty their success or otherwise. When
Sartre says: ‘Thus, there are only good and baelsd¥he is referring to that intention

rather than making any superficial aesthetic judggimHe goes on to explain further:

The bad novel aims to please by flattering, wheteagood one is an exigence and
an act of faith. But above all, the unique poinv@w from which the author can
present the world to those freedoms whose conategrka wishes to bring about is
that of a world to be impregnated always with mioeedom®*

Questions of what constitutes a ‘successful’ nowell depend on the level of
‘engagement’ with the political, moral and cultuaspects of society. As Bernard-Henri
Lévy states, it is not the subject under considmnahat is of primary importance, but the
writer's level of engagement with it. It could Heotight of as a question of seriousness.
Just how important does a writer consider his ngitio be? Kelman and, more notably,
Banks often use humour in their writing but it wabdde a mistake to think that they are
ever less than serious about the whole. Agairs itmiportant to stress that this is not
necessarily a question of aesthetic differenceifficaty, but of engagement with the
matter in hand. The obscure poem and the poputgrhgr novel are obviously different
forms of writing, but how serious their writers al®w ‘committed’, cannot be defined
by the medium they have chosen. They must bothxamimed with equal rigour before
we can make fair statement on their artistic wokélman and Banks, as we have seen,
are very different in their approach to writingterms of style, language, and setting yet
the reader is under no illusion that both men am®y gerious in the points that they are
trying to convey, and that they hope their fictisiti change — or confirm — their readers’
ideas and ideals as they consider the respectiyenents. One of the reasons for
choosing Scottish literature to examine the thsookeSartre is because there are these
complicated questions of language, place, natielfrdefinition and marginalisation. We
can talk of Scottish women writers, Scottish Gaefitters, Scottish urban writers or even
Scottish Gaelic urban women writers, yet still Igathat perceived objective sensibilities

will only be collected subjective individual ones.

By looking at contemporary Scottish fiction anegh who create it my intention

has been to examine the move from the individughéouniversal and the writer’s role in
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this move. | have been looking at how James Kelarahlain Banks in particular, have
represented and affected the ideas and valuesapigeThe areas covered — politics,
language, class, gender, religion and nation — [@lvbeen viewed through the stated
belief that by changing people’s aesthetic and madaes through art, the artist affects a
wider, political/social/cultural change. As mentohat the beginning of this thesis, in
terms of changing aesthetic and moral values, itmech the artist is to effect the latter
through the former. The reader is changed by bidtk.reader is made to view the world
differently by the writer, who has chosen his worlis actions, not only as the best for
the writer, but as the best for all. But this i¢ amne-way process. The artist is affected
by others to create, and this action of creatiomateds response, which creates change

anew.

Sartre’s theories of literature and existentialisawe largely been thought outdated
after the rise of structuralism and post-structanalin literary criticism in the 1960s and
1970s, but in the last decade they have been m=seske

The gradual turn toward the political in literatydies during recent decades has

put Sartre’s work in a different light. The ethiaad political dimensions of his

existential thought and activism; his dramaticerattive accounts of writing and
reading; and his portrait of the reader as a coxmpleman being with specific

interests and values serve as models for thoseeraréind theorists critically
engaged not just with the institution of literatydies but with the world at lardé.

Critic Linda Patrik believes that existentialisnorfied a connection between philosophy
and literature that has not since been duplicdfeBoth philosophy and literature are
concerned with understanding the world around od, existentialism has proven to be
the philosophical movement that most explicitly makledges this. Jean Paul Sartre’s
ideas of existentialism and literature gave furttdence to these ideas by setting out
the relationship between writer, reader and theewsbciety that both inhabit. In a post-
devolution Scotland these ideas allow as many réiffevoices to be heard and included
in Scottish literary criticism as there are litgraengaged, writers who are dealing with
Scottish concerns or context. Who this includes loardeduced by critics by applying
Sartre’s definition of what being an engaged wrietails. There are no longer easy
categories or answers to be had, and nor should bge The literary critic should have to
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work to contextualise those they are examining, emdn increasingly multi-cultural
Scottish society which is spread throughout thdgldhis will result in richer and more
diverse Scottish literature.

Many contemporary Scottish writers have encouragpeticriticised the recent changes in
Scotland, be they political, social or culturakaiigh an examination of the individual. In
the twenty-first century, Scotland’s literature aad continue to be a vital way of
understanding the country, and its people, andulltcriticism needs to make sure
Scotland is engaged by the whole range of culfpradluction to retain the vitality of its
own function. Such an undertaking is at the hebSartre’s belief that literature is the
most fitting way that the individual can recognieed change their society and, if in
distinctly different ways, it is what Kelman andrika both demand
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