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Abstracts 
 

The novel Nickie-BeQ¶V ClRVe is a magical realism bildungsroman that takes 
the existing Devil archetype and reimagines him in a story set in modern-day 
Edinburgh, Scotland. Through the first person perspective of our protagonist 
Morag, who goes by the initial ³M´, this novel explores the transition from 
childhRRd WR adXlWhRRd and finding Rne¶V RZn idenWiW\. The Devil XVeV M¶V lack 

of identity and determination for independence to his advantage in seducing 
her into selling her soul. As an effect of her immoral choices in Edinburgh, M 
grows in maturity and understanding of herself and the reality of her life. Nickie-
BeQ¶V ClRVe shows how easily people are willing to give their²metaphorical²
souls away for instant gratification. 
 

In SecWiRn I Rf ³The DeYil LRYeV ScRWland´, I provide a brief history of Devil 
belief in Scotland through changes in culture, society, religion, and 
enlightenment from medieval times to present day. I start with supernatural 
Scottish Border Ballads and then consider the shift in the Devil¶V 

representation with the Reformation. Then I examine how the rise of science 
changed the Devil¶V UeSUeVenWaWiRn in the modern era, and how Scottish 
literature has used the Devil to comment on these changes in belief. In Section 
II, I e[SlRUe MXUiel SSaUk¶V The Ballad of Peckham Rye and argue it is a re-
imagining of the traditional supernatural Scottish Border Ballad through 
analyzing its style, structure, and theme in relation to the Border Ballad. In 
Section III, I reflect on my novel in terms of craft and inspiration from Scottish 
Devil belief and supernatural literature, with specific examples from The 
Private Memoirs and Confessions of a Justified Sinner by James Hogg, The 
Testament of Gideon Mack by James Robertson, and The Ballad of Peckham 
Rye by Muriel Spark. 
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Lay Summaries 
 

The novel Nickie-BeQ¶V ClRVe is a magical realism bildungsroman that takes 
place in modern-day Edinburgh, Scotland when a determined 20 year old M 
steps off the plane from the United States. Study abroad is her excuse, but 
Vhe¶V Rn a TXeVW WR leaUn abRXW heU faWheU, ZhR died befRUe Vhe ZaV Rld enRXgh 

to remember him²and heU biWWeU mRWheU ZRn¶W Well heU a Whing abRXW iW. NighW 

Rne, Vhe meeWV GUaeme. He¶V aWWUacWiYe, cleYeU, and beZiWching but she 
dReVn¶W knRZ he¶V the Devil and he wants her soul. Nor does she know that 
many characters have already paid the price in exchange for wealth, beauty, 
and power²eYen M¶V faWheU and AXnW Li]. WiWh an inYiWaWiRn WR Whe daUkeU Vide 

of Edinburgh, Graeme easily seduces M towards immoral decisions. Stealing 
a wallet is thrilling. Stabbing someone with a knife makes her feel alive! Then, 
with her witness of what appears to be a sadistic murder, Graeme 
demonstrates to M his supernatural powers of raising people from the dead. 
But when M sells her soul in exchange for Graeme to bring her father back, 
Zill iW be Whe UeXniRn Vhe¶V alZa\V dUeamed Rf? 
 
In Section I of ³The DeYil LRYeV ScRWland´, I briefly detail the history of Devil 
belief in Scotland from medieval times to present-day and how it developed, 
drawing examples from The Private Memoirs and Confessions of a Justified 
Sinner by James Hogg and The Testament of Gideon Mack by James 
Robertson. In Section II, I argue that MXUiel SSaUk¶V nRYel The Ballad of 
Peckham Rye is a re-imagining of the traditional Border Ballad. In Section III, 
I reflect on my novel in terms of craft and inspiration from the Scottish setting 
to the Scottish Devil in literature.  
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Chapter 1. 

³IV WhaW \RX?´ a ZRman callV, like Vhe¶V VeaUching WhURXgh a fRg.  
I stand, one hand clutched around m\ VXiWcaVe¶V handle and Whe RWheU at 

my side, as the stout woman in Burberry wades through the crowd towards 
me. She halts just inches from my face.  

I smile politely and sWand XS VWUaighWeU. ³AXnW Li]?´ 
She looks me up and down, then exhales. ³Oh m\ da\V« YRX lRRk jXVW 

like him.´ 
I dRn¶W know what to say to that. She dReVn¶W ZaiW fRU me WR Va\ an\Whing. I 

follow her to the exit of the terminal and as the doors open, a rush of cold air 
gets sucked in, prickling my skin. 

³HRld Rn,´ I Va\. I unzip my suitcase to find the cardigan buried inside. I 
drag it out by a sleeve and I put it on over my tank top, but it does little to keep 
me warm. I knew Scotland would be colder than FlRUida, bXW I didn¶W e[SecW I¶d 
need a jacket in August. 

³I hRSe \RX haYe ZaUmeU clRWheV Whan WhaW. YRX¶Ue Vkin and bRneV,´ Li] 

says in bewilderment.   
I fake a laugh, but her mouth tightens further. 
³FlighW ZaV gRRd?´ Vhe aVkV, Zalking WZR VWeSV ahead Rf me ZiWh heU bRRWV 

clacking against the pavement.  
³Yeah,´ I Va\. ³JXVW Ueall\, Ueall\ lRng.´  
³HeUe Ze aUe,´ she says, pointing proudly towards a silver Audi. As I start 

for the passenger seat, she clXckV heU WRngXe. ³WURng Vide!´ 
My face flushes when I see the steering wheel. I try to pretend I was just 

admiring the rolling hills in the distance and slowly step around to the left side 
of the car to get in.  

³IW¶V XVXall\ a VhRUW dUiYe WR mine, bXW \RX never know with this kind of 
WUaffic,´ Vhe Va\V aV Vhe VWaUWV Whe caU. ³I¶m VXUe \RXU flighW ZaV fXll Rf 

AmeUicanV cRming fRU Whe FeVWiYal, hmm?´ 
I nod. Every August Edinburgh holds the Fringe Festival, the largest 

festival in the world. I overheard a few Americans beside me on the flight 
discussing what shows to see during their visit. 
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Liz lets out a high-SiWched Vigh. ³We have a love-hate relationship with the 
Festival. OXU ciW\ iV Waken fURm XV, bXW iW makeV XV lRRk gRRd and,´ Vhe UXbV 

her thumb and fingeU WRgeWheU, ³Ze make lRWV Rf mRne\.´   
She pulls onto the highway beside pastures of grazing sheep and cattle. 

The land is so vibrantly green that it makes the Everglades look dehydrated. 
We pass by a standalone house on top of a field, and I envy whoever lives 
there.  

³YRX¶Ue TXieW.´ Li]¶V curtness is unsettling.  
³SRUU\,´ I Va\.  
³Did \RX VleeS Rn Whe flighW? Take VRmeWhing WR knRck \RX RXW?´ 
³Yeah.´  
Before going through security at Tampa International, I threw away the 

sleeping pills my mother gave me and ate a pot brownie instead, but the high 
wore off by the time I boarded the connecting flight. 

³YRX lRRk RXW Rf iW,´ Li] Va\V. 
I eye her, checking out her profile and the way her nose slopes down and 

rounds at the bottom. I touch the point of my nose with my finger.  
She lRRkV aW me RXW Rf Whe cRUneU Rf heU e\e. ³WhaW aUe \RX lRRking aW?´ 
³NRWhing.´ 
She VnRUWV a laXgh aV if Vhe dReVn¶W belieYe me.  
³I ZaV jXVW ZRndeUing«´ I heViWaWe.  
I¶m alUead\ bUeaking m\ mRWheU¶V SURmiVe. AV m\ mRWheU hXgged me 

gRRdb\e aW Whe aiUSRUW, Vhe Vaid, ³PURmiVe me WhaW \RX ZRn¶W VSend WRR mXch 

Wime Rn Whe SaVW. YRX¶ll make \RXU RZn memRUieV.´ She ZaV VWaUing VWUaighW 

into my eyes, her hand wrapped around my wrist like a bangle. I felt so 
uncomfortable that I could only make eye contact for an instant to nod before 
pretending that it was time to go.  

³WRndeUing ZhaW?´ 
I give in. ³If Ze had Whe Vame nRVe.´  
She glances at my nRVe TXickl\. ³NR, Ze dRn¶W. I haYe a YeU\ XniTXe nRVe. 

PeRSle haYe WRld me VR.´ 
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³Oh, nice,´ I mXWWeU. ³SR m\ faWheU« ZRXldn¶W haYe had Whe Vame nRVe aV 

\RX?´  
 ³NR,´ Va\V Li]. ³Like I Vaid, mine iV XniTXe. YRX haYe \RXU faWheU¶V nRVe.´  
M\ faWheU¶V QRVe. I turn to look back out the window to hide my smile, 

pressing my nose against the glass.  
Liz turns off an exit and the fields are replaced by factories and car 

dealerships, then houses and clusters of shops like nail salons, Chinese 
takeouts, and dry cleaners. There are signs for a zoo as we bend around a 
turn. Liz makes a noise to get my attention. I take my nose off the glass to look 
ahead and see a fortress of weathered stone stretched atop the summit of a 
giganWic URck. IW¶V Whe EdinbXUgh CaVWle. 

³WRZ,´ I Va\, cRmSleWel\ VWXnned.  
Liz hums in agreement.   
The sky is clear from clouds and the sun shines but still, the castle looks 

aV WhRXgh iW¶V XndeUneaWh a gUeaW Vhade. IW¶V VR WeUUif\ing and beaXWifXl WhaW I 

can¶W lRRk aZa\, aV if iW¶ll diVaSSeaU aW an\ mRmenW. The clRVeU Ze geW, the 
higher into the sky it rises, until the buildings of the city block the view. 

Liz cuts through narrow streets, made even narrower by cars parallel 
parked on either side, so tight that sometimes we have to pull over and wait 
for an oncoming car to pass. What were once probably large stone houses are 
now flats split in half, separated by hedgerows and squares of grass barely big 
enough for a birdbath, let alone some lawn chairs and a swimming pool like 
the neighborhoods in Sarasota.  

AV Li] WXUnV Rne laVW cRUneU, Vhe annRXnceV ³HeUe Ze aUe,´ and slows to 
a stop in front of a block of stone flats with large windows.  

I take my suitcase out of the trunk and I follow her through the gate to the 
door. She fiddles with her ring of keys and stops.  

³See all WheVe flaWV?´ Vhe Va\V, Zagging heU fingeU. ³The\ all haYe VhaUed 

VWaiUZellV, bXW I¶Ye gRW a main dRRU.´ She SXffV XS heU cheVW SURXdl\. 
³CRRl.´ 
She presses her shoulder into the door, grunting against the weight until it 

opens. We step into an entryway with a leopard print welcome mat and a rusty 
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umbrella stand with one black umbrella inside it, the wooden handle poking 
out like a hook. Through the translucent glass of the next door, I can see the 
outline of something moving.  

Li] SXllV Whe dRRU RSen and a flXff\ ZhiWe caW WURWV RXW. ³HellR bebe,´ Vhe 

says to it while it weaves in and out of her legs. 
I had forgotten about the cat. Liz spoke about Hamish in her emails in a 

way that made me first think she was referring to a boyfriend, not a pet. When 
Ze VSRke Rn Whe ShRne WR Slan m\ VWa\, Whe fiUVW Whing Vhe Vaid ZaV, ³YRX¶Ue 

not allergic to cats, are you? Hamish sheds a lot. There will be hair everywhere. 
If \RX¶Ue alleUgic, When I dRn¶W²´ ³I¶m nRW,´ I Vaid. ³Oka\ When,´ Vhe UeVSRnded, 

which I thought was a weird response. NRW ³GRRd!´ RU ³PheZ!´ jXVW ³Oka\ When.´  
The dRRU inWR Li]¶V flaW RSenV WR a lRng hallZa\ ZiWh Sink SainWed ZallV and 

ivy crown mRlding. TheUe¶V aUWZRUk dRWWed alRng Whe Zall. 
³ThaW¶V an RUiginal PaWRn,´ Li] Va\V, nRdding WR Rne Rf Whe SieceV. IW¶V Rf a 

furry creature sitting on a toadstool in the grass while, underneath, a snail 
attacks miniature, naked humans. IW¶V WeUUif\ing. I lRRk aZa\ fURm iW TXickl\ and 
follow Liz into the bedroom beside it. 

³HRSe WhiV VXiWV,´ Vhe Va\V, VmRRWhing RXW Whe dXYeW. ³I jXVW had eYeU\Whing 

cleaned and dusted.  
I thank her and look around the room to check the artwork, but thankfully 

the pieces are all landscape. 
³TheUe aUen¶W an\ RUiginalV in heUe,´ Vhe Va\V. ³I UaUel\ XVe WhiV URRm. Didn¶W 

ZanW WR ZaVWe Whe VSace.´  
³HRZ lRng haYe \RX liYed heUe?´ I aVk, SeeUing RXW Whe window onto the 

street. Car tires hiss as they pass through a puddle. 
³Oh, man\ \eaUV. YRXU faWheU VleSW in WhiV bed. The maWWUeVV haV changed, 

Rf cRXUVe. I keeS m\ flaW in gRRd cRndiWiRn.´ 
I VSin aURXnd and lRRk aW Whe bed like I¶Ye Rnl\ jXVW nRWiced iW. ³BXW WhiV ZaV 

hiV URRm?´ 
³A\e, befRUe he mRYed in ZiWh \RXU mRWheU.´ 
I want to ask more but she clasps her hands together.  
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³I'll leW \RX UeVW. BaWhURRm iV jXVW WhiV dRRU Rn Whe UighW, kiWchen aW Whe end 

Rf Whe hall. Well, \RX¶ll Vee iW Zhen \RX Vee iW.´  
She turns to leave and I say, "I'm not tired anymore." When she turns back 

aURXnd, I Ziden m\ e\eV WR SURYe iW. ³BXW I cRXld XVe a VhRZeU.´ I ZanW WR ZaVh 

the America off me. 
³I VXSSRVe,´ Vhe SaXVeV, Sicking XS Whe caW, ³Ze cRXld gR fRU a Zee 

wander. Just Well me Zhen \RX¶Ue Uead\.´  
The cat wriggles itself out of Liz's arms and lands on the ground with a 

thud.  
. . . 

In Florida, I¶m used to averting my eyes from my reflection because the 
bathroom mirror is just a square barely wider than my shoulders. If I want to 
see my belly, I haYe WR VWand Rn m\ WiSWReV. BXW Whe miUURU in Li]¶V baWhURRm 

takes up an entire wall. I can see everything from the top of my head to my 
knees. The sight makes me cringe²pURWUXding SXUSle YeinV like a nXUVe¶V 

dream snake down my arms and my ribs stick out more than my A-cup breasts.  
One night, I overheard Mark, my step-faWheU, ZhiVSeU WR m\ mRWheU ³She¶V 

not eaWing. She¶V deSUeVVed!´ I ZaV in fRXUWh gUade and Ze had jXVW mRYed in 

ZiWh MaUk. M\ mRWheU ZaV SUegnanW ZiWh WheiU fiUVW child. ³She¶V nRW depressed,´ 

m\ mRWheU Vaid. ³She¶V gRW a faVW meWabRliVm. End Rf diVcXVViRn.´ She was 
right. Even now, iW dReVn¶W matter how much shit I eat, I can¶W gain weight. When 
I got to high school, the girls were convinced I was bulimic but the boys I 
hRRked XS ZiWh didn¶W caUe. 

The memory reminds me to call my mother.  
³Finall\,´ she says hoarsely when she answeUV. ³I baUely slept last night 

Whinking Rf \RX.´ 
I apologize and explain that I needed a shower. She aVkV me hRZ iW¶V gRing 

with Liz. 
³Fine,´ I Va\.  
M\ mRWheU makeV a diVbelieYing ³hXmSh´.  
The whole situation with Liz has been strange. On my thirteenth birthday, 

my mother reluctantly handed me an envelope with an airmail stamp. Inside 
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was a giant card with a painting of a Scottie dog and a blue five pound note 
fell RXW Zhen I RSened iW. ³HaSpy birthday from your home, Edinburgh. You are 
always welcome here. I hope to meet you soon in person one day. Love, your 
aXnW Li]´, iW Uead. ³Without any contacW fRU WhiUWeen \eaUV, Zh\ nRZ?´ m\ mRWheU 

asked. But I was too excited by the invitation to care. 
M\ mRWheU ZRXldn¶W leW me WUaYel WhaW faU b\ m\Velf XnWil I ZaV RldeU. ³I¶ll 

VWXd\ abURad WheUe like \RX did,´ I Vaid. ³Yeah, ma\be«´ m\ mRWheU Vaid, 

bending the corner of the envelope in her hand. I could tell she wanted me to 
forget that idea, but I never did. Instead, I obsessed over it. 

³DRn¶W be like WhaW«´ I Va\ WR heU nRZ. 
³I¶m nRW being like an\Whing. Glad \RX¶Ue Vafe and VeWWled in.´ HeU YRice 

geWV VRfWeU, ³I beWWeU gR befRUe I Zake XS MaUk. LRYe \RX.´ 
³LRYe \RX. NighW.´ I hang XS.  
My head begins to ache as a line of pressure trails from my forehead along 

the right side of my eye. I put on clothes and wrap my wet hair in a bun, pulling 
my hair so tight that it makes my head ache even more. I normally smoke weed 
Zhen WhiV haSSenV. I can¶W UemembeU Whe laVW Wime WhaW ZaVn¶W an RSWiRn, but 
I¶ll have to settle for two Advil instead.  

Liz sits on a white leather sofa in the living room down the hall, poking at 
an iPad screen with her reading glasses at the tip of her nose. When I walk in, 
she starts, looking up at me with her hand on her chest.  

³YRX aUe TXieW!´ Vhe bUeaWheV.   
I mutter an apology.  
³Be YeU\ caUefXl in heUe.´ She waves heU fingeU aURXnd Whe URRm. ³I VSilled 

a 200-pound bottle of Bordeaux last month and had to get the carpets cleaned 
and the whole sofa reupholstered!" 

"That sucks," I say, but she ignores it and points to a porcelain statue of a 
cheetah sitting on its own marble stool by the fireplace.  

³ThaW¶V fURm India.´ 
³Have you been?´ I aVk.  
She VnRUWV WhURXgh heU nRVe. ³Oh gRRdneVV nR! I gRW iW aW an aXcWiRn.´ 
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My eyes move to the bookshelves framing the window. The books have 
torn and weathered spines. Some look like photo albums. I want to investigate 
bXW VRmeWhing WellV me WhaW Li] haV a UXle abRXW eYeU\Whing, VR I ZRn¶W overstep 
my boundaries yet. 

AV if Li] WhinkV I¶m being WRR cXUiRXV, Vhe VWandV XS and annRXnceV iW¶V 

time to go. Once Ze¶Ue RXWVide, m\ Vkin inVWanWl\ SUickleV ZiWh gRRVebXmSV 

from the bitter wind. 
³YRX aUen¶W in KanVaV an\mRUe,´ Li] TXiSV aV I hXg m\ aUmV to keep warm.  
³FlRUida,´ I Va\. 
³I knRZ,´ Vhe flickV heU hand. ³I ZaV TXRWing Whe mRYie. IW ZaV a jRke. YRX 

geW iW? I knRZ \RX aUen¶W fURm KanVaV.´ 
³Oh« I didn¶W e[SecW O] WR be VR cRld.´ 
³O]?´  
³Yeah. The land Rf O].´ 
³Hm. FXnn\,´ Vhe Va\V abVenWmindedl\ and SickV XS heU Sace VR Vhe¶V 

two steps ahead of me.  
The aUea Rf EdinbXUgh WhaW Li] liYeV in iV called BUXnWVfield and iW¶V really 

just a street of coffee shops, gift shops, and hair salons. I wonder how anyone 
could pick one from the other, but certainly Liz has her favorites because she 
has something to say about everything we pass.  

³OYeUSUiced, VlRZ VeUYice, and all Whe men haYe eaUUingV and WaWWRRV,´ Vhe 

says, gesturing to the upcoming coffee shop.  
She lRRkV back aW me WR check WhaW I¶m liVWening, VR I nRd, and When Ze 

continue down the street, past a church with a spire. In between the buildings, 
I can see the Edinburgh Castle in the distance sitting high above on Castle 
Rock. 

With just the change of a street name, Liz and I are now in a different area 
of Edinburgh called Tollcross. The streets are dirtier and busier than 
Bruntsfield. Discarded trash collects by the sewer grates in the road and a 
plastic shopping bag floats in the air, spinning and changing direction with each 
passing car. We cross a small street, pass a theatre, and then Liz stops in front 
of a dark alleyway. She nods to it. 
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³TheUe iW iV,´ Vhe Va\V, beaming. ³The GUeen Lad\!´ 
Inside the alley is a wooden door with a sign above it of woman on the 

bank Rf a lake, caUeVVing heU ZhiWe haiU WhaW¶V VR lRng iW UXnV all Whe Za\ dRZn 

her green dress and dips into the water. 
³A SXb?´ I aVk. 
Liz gaVSV. ³YRXU mXm didn¶W Well \RX abRXW Whe GUeen Lad\?´ 
³She dReVn¶W Well me an\Whing. Wh\? IV iW famRXV?´ 
³ThiV iV ZheUe \RXU fRlkV meW!´ 
Here? I hold my breath. My parents met here? I start walking into the alley, 

but Liz pulls me back by my shirt.  
³WRn¶W be RSen \eW,´ Vhe Va\V, deVSiWe Whe \ellRZ glRZ I can Vee WhURXgh 

the frosted glass. ³BXW, SeUhaSV Ze can gR WRnighW?´ 
I nod my head eagerly. She presses her lips together and smiles.  
The street Vign Rn Whe VWRne Zall UeadV ³Nickie-Ben¶V ClRVe´ in faded gRld 

lettering.  
³WhaW¶V a clRVe?´ I aVk. 
³ThiV,´ Vhe mRWiRnV WR Whe alle\. ³YRX¶ll leaUn \RXU ScRWV ZRUdV VRRn 

enRXgh. LeW¶V gR.´ She XVheUV me aZa\ dRZn Whe VWUeeW. 
The closer we get to the city center and Old Town, the more the festival 

seems to have swallowed the city whole. The streets are congested with 
SeRSle and WheUe¶V nR RUdeU WR ZheUe Whe\ Zalk, Whe\ jXVW Wake XS Whe enWiUe 

sidewalk, ambling around with their noses in the maps held out in front of them. 
Liz has to take me by the sleeve multiple times and lead me onto the road just 
to cut past people. I look down to keep my balance on the wet cobblestones 
and each time my heel slips, I reach out for Liz in a panic.  

³MadneVV!´ Li] cUieV. ³I fRUgRW hRZ claXVWURShRbic Old TRZn iV.´ She fanV 

herself with her hand, though her cheeks are barely flushed.  
We¶Ye Ueached Whe GUaVVmaUkeW. The buildings surrounding us are 

different heights, different shades of brick, with thin cylinder chimneys and 
white framed windows without shades. The square in the middle is covered 
with outdoor seating for all the pubs and restaurants along the perimeter²the 
Black BXll, Mama¶V AmeUican Pi]]a, Whe WhiWe HaUW Inn, The LaVW DURS, Maggie 
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DickVRn¶V, Whe SmalleVW PXb in ScRWland, Bidd\ MXlliganV. IW¶V baUel\ midda\ 

and people are guzzling pints of beer like Whe\¶Ye been aW iW fRU hRXUV. 
We are just below the castle now. From here, I can see the esplanade 

ZheUe Whe VWadiXm¶V been VeW XS fRU Whe MiliWaU\ TaWtoo. Liz thinks it looks tacky. 
³Can Ze gR XS Whe Royal Mile?´ I aVk.  
³IW¶ll be WRR cURZded,´ Li] Va\V. ³BeVideV, I¶m famished. How about some 

lunch and then we go back?´ 
I¶m VXddenl\ VWaUYing aW Whe menWiRn Rf fRRd, VR I agUee WR heU SURSRVal 

and we find a restaurant hidden away from the main street. A man sits outside 
the entrance wrapped in a jacket, slouched over a paper cup in front of him. 
His face looks dirty and his beard is wiry and unkempt in patches along his 
cheeks.  

³Spare change please,´ he mutters.  
I¶Ye Veen hRmeleVV SeRSle befRUe, Rn Whe Rdd RccaViRn WhaW I¶d gR inWR 

WRZn, bXW iW ZaVn¶W RfWen and I ZaV neYeU Ueall\ clRVe WR Rne. I cRXld SUacWicall\ 

smell the musk coming off this man.   
³JXVW ignRUe him,´ Va\V Li]. ³AlZa\V, alZa\V ignRUe.´ She puts her hand on 

my back and guides me into the restaurant.  
After the waiter takes our orders, Liz folds her hands together, resting her 

chin on top, and clears her throat. ³SR, leW¶V Walk abRXW \RXU Slan.´ 
³M\ Slan?´ I Sick XS m\ ZaWeU and take a sip. 
³WiWh \RX. SWa\ing heUe.´  
³I¶m heUe fRU VchRRl, ZhaW dR \RX mean?´ The question irritates me. 
³University,´ Vhe cRUUecWV. ³We dRn¶W Va\ µVchRRl¶. We Va\ µXQiYeUViW\¶.´ She 

VTXinWV aW me. ³When dR lecWXUeV VWaUW?´ 
³End Rf SeSWembeU.´ 
³YRX¶ll be bRUed lRng befRUe When.´ 
³I dRXbW WhaW.´  
She VmileV WR heUVelf. ³I WhRXghW Whe Vame Zhen I mRYed heUe. I ZenW WR 

school with five other kids and after I left, I moved here. I thoXghW iW¶d be 

glamorous.´ She sways side to side and bats her eyelashes for effect. ³WiWh 

danceV and Whe WheaWUe, and Whe cinema« feVWiYalV eYeU\ Zeekend«´ Vhe 
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laXghV. ³I ZaV hRmeVick afWeU WhUee da\V.´ She hRldV heU fingeUV in Whe aiU, 

³Three.´ 
³BXW \RX didn¶W gR back hRme?´  
She fi[aWeV Rn heU dUink. ³TheUe ZaV nRWhing WheUe fRU me,´ Vhe Va\V. 
³BXW ZhaW abRXW m\ faWheU?´  
³IW didn¶W Wake mXch cRnYincing fRU him WR mRYe heUe WRR, Zhen he ZaV Rld 

enRXgh.´  
³HRZ Rld?´ 
³I Whink VeYenWeen. OU eighWeen. NR, VeYenWeen. NRZ I UemembeU« I had 

to sneak him into pubs because he looked even younger than he was. Like 
\RX. YRX dRn¶W lRRk a da\ RldeU Whan Vi[Ween.´ 

³DR I lRRk a lRW like him?´ 
³Finall\,´ Li] Ving-songs, distracted by the waiter coming over with our 

food. 
The immediate avoidance of my question reminds me of my mother, who 

constantly brushed anything I asked about my father under the rug. She made 
it clear that she regretted ever meeting him, and made me feel stupid asking 
questions, as if my father was so unimportant that I was wasting time even 
thinking about him.  

I thought Liz could give me those answers but now I just feel stupid again.  
³SR,´ Vhe Va\V, mid-chew. I put my fork down and give her my full attention. 

³MRUal Rf WhiV VWRU\ iV WhaW I gRW a jRb. And WhaW¶V ZhaW I Whink \RX VhRXld dR, 

WRR.´ 
I¶m Waken aback. ³A job? I ZRn¶W haYe Wime fRU a jRb Rnce VchRR²university 

VWaUWV.´ 
³YRX¶ll haYe SlenW\ Rf Wime,´ Vhe Va\V. ³BeVideV, I ZRn¶W be giYing \RX an\ 

allRZance. In facW, I¶Ye half a mind WR chaUge \RX a Vmall UenWing fee.´ 
³YRX¶Ue VeUiRXV?´ I aVk. The only summer job I ever had was babysitting 

my half-siblings, driving them to day camp or the beach, making sure they were 
kept busy so I could get high with whatever guy I was hooking up with at the 
time.  

³NRW a lRW. Ma\be fifW\ TXid a Zeek? FRU cleaning and fRRd.´ 
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³I can bX\ m\ RZn fRRd,´ I Va\. 
She laXghV. ³Will \RX mRS Whe flRRUV and ZaVh Whe VheeWV WRR?´ 
My jaw drops.  
³FRU gRd¶V Vake, XVe a naSkin!´ 
M\ cheekV aUe bXUning. She¶V VeUiRXV, and ZhaW chRice dR I haYe? She¶V 

leWWing me VWa\ aW heU flaW and fifW\ a Zeek iV a lRW leVV Whan I¶d haYe WR Sa\ if I 

rented my own place here.  
I put down my fork.  
³YRX¶Ue finiVhed?´ Li] aVkV, mRWiRning WR Whe lefWRYeU fRRd Rn m\ SlaWe.  
³I¶m nRW WhaW hXngU\,´ I Va\.  
³YRX dRn¶W haYe an iVVXe I VhRXld knRZ abRXW, dR \RX?´ 
³IVVXe?´ 
With her hand, she draws from her neck up to her mouth and makes a 

cRXghing mRWiRn, VWicking heU WRngXe RXW. AV if Vhe¶V imSl\ing WhaW I throw up 
my food. 

³I haYe a faVW meWabRliVm,´ I Va\ VhaUSl\. 
Her eyebrows raise up, and she mutters under her breath loud enough so 

I can heaU, ³PeUhaSV I¶Ye VWUXck a chRUd«´ 
We spend the rest of lunch in silence. Liz seems very pleased with herself, 

almost humming as she finishes her food and picks off the rest of my plate 
without asking.  

I consider calling my mother when we get back to the flat to complain, but 
I stop myself when I realize my mother will probably be thrilled at the idea of 
something to keep me distracted.  
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Chapter 2. 

The cat is sat on my chest when I open my eyes. I sit up in a daze, forcing it to 
leaS Rff me and UXn RXW Whe RSen dRRU. I¶m in a bed in a URRm I dRn¶W UecRgni]e. 

FRU a minXWe, I Whink I¶m in a dUeam, bXW aV I heaU fRRWVWeSV cUeak alRng Whe 

floor outside, my memory comes back to me.  
Li] SRkeV heU head in. ³Did \RX VleeS?´ Vhe aVkV, her glasses on the bridge 

of her nose.  
³WhaW Wime iV iW?´ I aVk. Li] WhRXghW a naS ZRXld helS bXW I feel ZRUVe Whan 

I had before. My skin is crawling. 
³Half VeYen.´ She fURZnV. ³Can \RX manage WhaW dUink WRnighW?´  
³YeV!´ 
³GRRd!´ Vhe Va\V Zhile aW Whe Vame time clapping her hands together. 
The VXn haV VeW bXW iW¶V VWill bUighW RXW Zhen Ze Zalk WR Whe SXb. MXVic 

reverberates from the tents in the Meadows, all lit up with string-lights. The 
cheers of the crowd sound like a war cry. 

³IW¶V SURbabl\ acURbaWicV,´ Va\V Li].  
Past the Meadows, in the distance on the right are two laUge hillV. I¶m 

familiaU ZiWh AUWhXU¶V SeaW, Whe Rne ZiWh WZR hXmSV, bXW I¶m VXUSUiVed b\ Whe 

size of the Salisbury Crags beside it. The flat rock curving to the right of 
AUWhXU¶V SeaW iV jXVW aV laUge in Vi]e, bXW iW¶V alZa\V cURSSed RXW Rf ShRWRV Rnline 

aV if iW¶V nRW aV imSRUWanW. 
³HaYe \RX been XS WheUe?´ I aVk, VWRSSing WR SRinW aW iW.  
³NR,´ Li] Va\V TXickl\. She lRRkV WRZaUd Whe CUagV Zhile WXgging aW a feZ 

VWUandV Rf heU haiU. ³NR, iW¶V jXVW a WRXUiVW aWWUacWiRn. NRW e[ciWing. NRW ZRUWh Whe 

Zalk. CRme Rn.´  
I feel like I¶Ye Rffended heU VRmehRZ, VR I keeS m\ mRXWh VhXW and fRllRZ. 
Just before the close is a gaunt man leaned up against the side of a 

building. He¶V hXnched fRUZaUd, lRRking dRZn aW hiV fingeUV Wangled WRgeWheU. 

When Ze Zalk SaVW, he jXmSV aV if he hadn¶W heaUd RXU fRRWVWeSV, and lRRkV aW 

us with blood-shot eyes. He untangles his fingers and reaches out to us. There 
are scabs up his arms and blood dripping from his fingernails. 

³Change fRU a hRVWel?´ he mXWWeUV.  
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³NR, nRW inWeUeVWed,´ Li] Va\V WR him. She puts her hand up as if to ward 
him off, then we turn our backs to him and keep walking.  

³Please, for fucks sake!´ Whe man cUieV. 
³He¶V SXWWing Rn a VhRZ,´ Li] ZaUnV. ³The jake\V aUe ZRUVe Whan Whe 

hRmeleVV. The\¶ll fRllRZ \RX dRZn Whe VWUeeW begging fRU mRne\ if \RX giYe 

them a second of attention²and Whe\¶ll jXVW VSend iW all Rn dUXgV.´  
I hear a bang and turn to see the jakey kicking the trashcan while his 

fingers claw at his neck. I ZRndeU ZhaW kind Rf dUXgV he¶V afWeU. 
Liz urges me away, towards the pub, and when she pulls open the door, 

the stench of beer hits me hard in the face. The lights are dim, floorboards 
splintered, and hung on the walls are antique clocks and painted portraits of 
men in kilts holding bagpipes, and on horseback, and hounds out for the hunt. 
Amber and clear liquor bottles glisten against back lighting on the shelves 
behind the bar. There are tartan benches paired with small tables, and larger, 
circular tables take up the rest of the space with groups of middle-aged men, 
each with a half-full pint in their hands. They all look like clones of each other.  

Why would my mother ever step foot in a place like this? Even if she¶V 

changed in Whe laVW WZenW\ \eaUV, I can¶W imagine heU chRRVing WhiV SXb.  
At the sound of the door shutting, everyone turns in their seat to look at 

us. I stop dead and consider turning back, but Liz waves at the table closest to 
XV, ³HallR!´  

³HallR, Li]]ie. YRX aZUighW?´ Rne Va\V.  
So, people know her here.  
A slender man, balancing a tray of dirty glasses on his palm, weaves 

through the tables to come give Liz a kiss on the cheek.   
³Oi.´ He geVWXUeV WR me. ³WhR¶V WhiV?´ 
³M\ niece. FURm America,´ Li] says in a way of showing off.    
He WakeV Rff hiV caS, diVSla\ing hiV gUeaV\ head WR me. ³YRX¶Ue a bRnnie 

laVV.´  
I smile politely.  
He smooths his hair against the back of his neck and puts the cap back 

Rn. ³GR geW a dUink. IW¶V Rn Whe hRXVe.´ 
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³Och! I can manage the bill myself, thank you!´ Li] e[claimV.  
The man WhURZV XS hiV aUmV. ³I ken \RX can! I ZaV jXV¶ being fUiendl\.´ 
³Well WhaW¶V neZ Rf \RX.´ She leWV RXW a fake laXgh and When WXUnV me 

towards the bar. 
³ThaW¶V KeiWh,´ Vhe ZhiVSeUV in m\ eaU. ³He¶V Whe RZneU. And a bRR]eU.´  
We take the two empty stools at the right end of the bar. I pull the passport 

out of my pocket and clap it against the bar top.   
³JXVW a Vec!´ Whe baUWendeU Va\V aV he SXWV a WhiUd Sint of beer onto a tray. 
He¶V cXWe, blRnde, and lRRkV abRXW m\ age. I e\e him aV he caUUieV Whe 

tray to a group of suited men at a round table. The table bellows with laughter 
aW Rne RbeVe man ZhR¶V ZaYing hiV aUmV back and fRUWh like he¶V UeenacWing 

a story. 
³BamSRW,´ Li] WXWV, geVWXUing WR him. 
³WhR¶V WhaW?´ I aVk. 
³He¶V blRRd\ XVeleVV, iV ZhR he iV. JXVW look aW him.´ 
The man tries to push back his seat to stand and his thighs get stuck 

underneath the table. As he struggles to release himself, I look away.  
³He¶V a membeU Rf Whe ScRWWiVh PaUliamenW. An MSP,´ e[SlainV Li]. ³BXW dR 

\RX Whink he eaUned Whe WiWle Rn hiV RZn meUiW?´ Vhe giYeV me a VidelRng lRRk 

WR VhRZ Vhe iVn¶W cRnYinced. ³All he dReV iV dUink, dUink, dUink. ThiV iVn¶W Wable 

service but he makes poor Lewis sweat and deliver the drinks to him. If I were 
him, I¶d Va\, µCome get the drinks yourself you lazy, fat bastard¶.´ 

The bartender rushes back to the bar and with an exasperated sigh, says 
WR XV, ³WhaW can I geW \RX²Oh, Li]! SRUU\, I didn¶W Ueali]e iW ZaV \RX.´ He leanV 

forward and gives Liz a kiss, his stubble scraping against her cheek.  
Everyone seems to know Liz here. 
She¶V iV VWill fi[aWed Rn Whe MSP. ³YRX Ueall\ VhRXldn¶W WUeaW him like WhaW. 

Let him move his fat arse and get the drinks himVelf.´ 
The baUWendeU blRZV RXW aiU WhURXgh hiV liSV. ³IW¶V nae bRWheU. ThaW¶V m\ 

caUdiR fRU Whe da\, inniW?´ He lRRkV aW me and VmileV aW hiV RZn jRke with 
crooked teeth. ³IV WhiV \RXU niece?´ 
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I¶m VWaUWled b\ Whe TXeVWiRn and giYe Li] a questioning look. How does he 
know who I am? 

³A\e,´ Li] Va\V.  
He ZiSeV hiV hand againVW hiV VhiUW befRUe e[Wending iW WR me. ³LeZiV.´ 
³M,´ I Va\, Waking hiV damS hand, and UeciWe, ³NRW E-M, like iW¶V VhRUW fRU 

Emma. JXVW M, like Whe leWWeU.´ 
Liz starts to Va\, ³ShRUW fRU MR²´ 
³NR!´ I Sanic, Ueaching WR cRYeU heU mRXWh. ³IW¶V nRW VhRUW fRU an\Whing!´ 
She jeUkV aZa\ fURm m\ hand, aghaVW. ³I didn¶W Ueali]e \RX had an aYeUViRn 

to the name your father gaYe \RX.´  
My mother was the first to call me M. She said she ZRXld¶Ye changed m\ 

name but it was part of my heritage. A Scottish name, despite its unusualness 
in Whe SWaWeV. AcWXall\, iW¶V mRUe Whan jXVW XnXVXal, iW¶V XnheaUd Rf. IW¶V 

Embarrassing. Ugly. Therefore, the nickname stuck.  
³I gR b\ M,´ I Va\ VWeUnl\.  
Liz glares at me, but once Lewis asks for our order, she seems to have 

forgotten and asks for a glass of wine. I ask for a cider and he nods without 
requesting for proof of my age. Disappointed, I cover the passport with my 
hand and, discretely, put it back in my pocket.  

My fingers graze a piece of foam poking out of the rip in the stool. I play 
with it, thinking about my father sitting here²flirting with my mother, pulling at 
Whe fRam, like a neUYRXV Wick, XndeUneaWh Whe cRXnWeU ZheUe Vhe cRXldn¶W Vee. 

She¶d be WUanVfi[ed by hiV chaUming accenW. He¶d RUdeU heU a dUink, and he¶d 

RUdeU a VcRWch and leW heU WU\ iW, and he¶d laXgh aW heU AmeUican naiYeW\.  
³DRn¶W call iW VcRWch,´ m\ mRWheU ZaUned me, ³RU elVe \RX¶ll lRRk like a VWXSid 

American tourist. They call iW ZhiVk\.´ ³Did \RX call iW VcRWch?´ I aVked. She 

blXVhed. ³YeV. BXW VeUiRXVl\, if Whe\ dRn¶W ZanW \RX WR call iW WhaW, When Whe\ 

VhRXld Va\ VR in Whe gXidebRRk!´ I¶m VXUe iW iV in a gXidebRRk, VRmeZheUe. ³Did 

my father teach you all the right words?´ I asked. ³NR,´ Vhe Vaid TXickl\. ³YRX 

jXVW Sick XS WhingV Zhen \RX¶Ye been VRmeZheUe lRng enRXgh.´ M\ mRWheU 

was meant to live in Edinburgh for only four months, but she met my father, 
got pregnant with me, and stayed in the city for almost two years. 
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When Lewis returns with our drinks, I abandon the foam. He puts in front 
of me a glass as tall as the length of my forearm filled to the brim with bubbly, 
orange liquid.  

³CheeUV.´ Li] WRXcheV heU glaVV WR mine and Ze bRWh Wake a dUink.  
³HRZ dR \RX knRZ eYeU\Rne?´ I aVk heU. 
When Vhe SXWV Whe glaVV back dRZn, Vhe cleaUV heU WhURaW. ³I XVed WR ZRUk 

here. The place was in better condition back then, but Keith and Lewis do an 
Rka\ jRb.´  

³Did m\ faWheU ZRUk heUe, WRR?´ 
³Oh nR. BXW he ZaV alZa\V in Zhen I ZaV working. Sat right here at the 

baU,´ Vhe VlaSV heU Salm Rn Whe baU WRS. ³He fRllRZed me aURXnd like a SXSS\ 

when he first moved to the city. But even after he found work, he was always 
heUe Zhen he ZaVn¶W ZRUking.´ 

I smile at the thought of him sitting in WhiV VeaW. M\ fRam SUedicWiRn cRXldn¶W 

have been far off.  
³SR hRZ did Whe\ meeW?´  
Liz puts her hand out as if to tell me to slow down, while at the same time, 

taking another sip of her wine. I turn in my seat to face her fully and wait for 
her to swallow with my hands tucked between my thighs.  

³The\ XVed WR dR SXb TXi]]eV heUe Rn Whe Zeekda\V«´ Vhe SaXVeV and 

lRRkV WR Whe ceiling. ³Wh\ did Whe\ eYen VWRS WhaW? I dRn¶W« Oh, ZaV iW Zhen 

KeiWh WRRk RYeU? Ma\be. A\e. ThaW¶ll be iW«´ I SUeWend WR ZaiW SaWiently as she 
gReV Rff Rn heU RZn WangenW, Walking WR heUVelf, Zhile inVide I¶m Whinking Get on 
with the story, woman!  

She finall\ WakeV nRWice Rf m\ Xnblinking VWaUe and cRnWinXeV, ³An\Za\. 

One day your mum and her friends came in. They were Americans, so of 
course they were useless at the trivia. It was all questions about British 
politicians and the BBC, Oasis and Blur, you know. Things we know, but 
nothing you Americans would get on the telly over there. Then, all of the 
sudden, I see Robbie going over to Whem!´ heU e\eV Ziden fRU effecW. ³He ZaVn¶W 

a YeU\ VRciable man. He didn¶W haYe an\ fUiendV²never had any steady 
girlfriends either²VR I ZaV VhRcked WR Vee him gR RYeU and ViW beVide Whe giUlV.´ 
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³Then ZhaW haSSened?´  
³The\ didn¶W Zin.´ 
³NR, I mean ZiWh m\ mRWheU.´ 
³Oh.´ Li] VniffV. ³She ZaV Whe Uing-leader of the group. She asked him on 

a daWe. He mXVW¶Ye been heU fiUVW cRnWacW ZiWh an aWWUacWiYe ScRWVman, VR Vhe 

jXmSed aW Whe chance.´  
³WhaW dR \RX mean?´ 
She giYeV me a knRZing lRRk. ³IW¶V Whe accenW Americans like. And the story 

Whe\ geW WR Well WheiU fUiendV Zhen Whe\ geW back hRme.´ 
³IW ZaV mRUe Whan a hRRk-XS,´ I Va\, feeling Whe need WR defend m\ mRWheU¶V 

intent. 
³The\ fell in lRYe,´ Vhe admiWV. 
I bring the pint of cider to my lips to hide my smile.  
The door to the pub opens and the liquor bottles shiver together on the 

shelves as the door slams closed again. Lewis gives a nod to whoever just 
walked in. It feels as though the pub goes quiet for a moment, a lull in 
conversation throughout the entire URRm, and When iW SickV XS again. I¶m 

tempted to turn around, but I continue drinking instead. 
³WhaW¶V WhiV RUange SiVh?´ aVkV a man¶V YRice beVide me.  
I start, causing cider to splash onto my chin, and quickly wipe it away 

befRUe WXUning aURXnd. I¶m maWched by two big eyes, so black and glassy that 
I can see a perfect reflection of myself staring back. 

 ³Och, WheUe \RX aUe! YRX gaYe me a fUighW!´ Li] e[claimV, heU hand 

touching her breast.  
³GRRd,´ Whe man Va\V in a ViniVWeU WRne. He UeacheV RXW hiV hand to me. 

³I¶m GUaeme. NRW GUaham,´ mimicking an AmeUican accenW.  
His eyes had been too distracting at first for me to notice how handsome 

he iV. He¶V clean-cut, pretty-boy handsome like a catalogue male model, with 
skin just a shade darker than the rest of the Scots in the room, and his jawline 
cuts smoothly across his face.  

I gingerly take his hand, and iW¶V VXUSUiVingl\ ZaUm fURm VRmeRne ZhR ZaV 

jXVW RXWVide. ³M,´ I Va\. 
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He leWV gR Rf me and UXbV hiV chin. ³ShRUW fRU VRmeWhing?´ 
³WhaW?´ 
³YRXU name. IW mXVW be VhRUW fRU VRmeWhing. YRX dinnae ZanW XV WR ken, 

eh? I beW I can gXeVV.´ 
³YRX ZRn¶W.´  
His lips form into a thin smile at the challenge, then he snaps his fingers 

RXW WR LeZiV. ³Gie XV a dUam.´  
Lewis nods his head obediently with a sRUW Rf UigidneVV he didn¶W haYe 

before. 
GUaeme WakeV Whe emSW\ VWRRl beVide Li] and dUagV aURXnd VR iW¶V beWZeen 

us and settles onto it with his legs open, knees bent on either side, posing like 
a frog.  

³SR \RX¶Ue RRbbie¶V daXghWeU,´ he Va\V.  
Liz clears her throat and I give her a look²Does everyone know who I 

am?  
³YRX kneZ him?´ I aVk, bXW I Ueali]e Whe VWXSidiW\ Rf iW. Like LeZiV, GUaeme 

dReVn¶W lRRk mXch RldeU Whan I am. 
³JXVW fURm VWRUieV,´ he e[SlainV.  
Why does Liz know so many young men? Thought of her as a cougar is 

too gross to think about for more than a second. 
Lewis puts three glasses and a bottle of Oban in front of us.  
³WhiVk\,´ I Va\ befRUe an\Rne can TXeVWiRn m\ lack Rf knRZledge.  
³GRRd giUl,´ GUaeme Va\V. ³Li]]ie¶V been Weaching \RX Zell.´  
³I didn¶W Weach heU WhaW,´ Liz says quickly.  
³WhaW RWheU ZRUdV haYe \RX leaUned?´ LeZiV aVkV aV he SRXUV RXU dUinkV.  
³CUiVSV,´ I Va\, and Whe\ laXgh. ³UniYeUViW\, nRW VchRRl. µKen¶ meanV knRZ, 

dinnae ken meanV µI dRn¶W knRZ¶«´ I WXUn WR Li]. ³But yoX dRn¶W Va\ WhRVe 

words.´ 
³ThaW¶V becaXVe Vhe¶V SRVh, nRZ,´ Va\V GUaeme. Liz tuts at him and rolls 

her eyes. 
³Dinnae ZRUU\,´ LeZiV Va\V, ³We¶ll Weach \RX the proper scots.´  
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³HeUe¶V Rne,´ GUaeme cleaUV hiV WhURaW and geVWXUeV WR Whe ceiling, ³IW¶V a 

braw bUichW mRRnlichW nichW Whe nichW!´ 
Li] VlaSV him Rn Whe aUm and giggleV like a liWWle giUl ZiWh a cUXVh, ³Oh, 

GUaeme!´  
³TU\ iW,´ he XUgeV me, ZUiggling hiV e\ebURZV. ³IW¶V a bUaZ bUichW 

mRRnlichW«´ 
As I attempt to recite it, my teeth champ together and spit flies from my 

lips. Liz and Lewis look amused, so I must be butchering it, but Graeme urges 
me to finish with a circular motion of his hand and, with the last bit of spit, he 
gives me an applause. 

³NaebRd\ Va\V WhaW,´ LeZiV Va\V. ³He¶V Sla\ing ZiWh yeh.´ 
³BXW Vhe did iW,´ GUaeme Va\V. ³She did iW Zell.´ 
He SickV XS hiV glaVV, ³Slan ja-Ya!´ and clinkV hiV glaVV againVW mine. 

³DRn¶W dUink iW \eW!´ he Va\V jXVW aV I¶m abRXW WR WRXch iW WR m\ liSV. He hRldV hiV 

glaVV XS WR Whe lighW and VZiUlV iW. ³Single malW. FRXUWeen \eaUV Rld.´ He VWickV 

hiV nRVe in iW and VniffV. ³Mmm.´  
I put my nose in my glass and the fumes sting my eyes. I shut my eyes as 

I take a sip and the liquid ignites the roof of my mouth like a lit match. The taste 
is worse than vodka. My tongue sticks out and I make an involuntary sound, 
³Uck!´  

All three of them laugh at me. My face is burning now, from the taste and 
the embarrassment of their laughter ringing in my ears. I take another sip and 
WU\ nRW WR make a face bXW I can¶W helS keeS m\ eyes from watering. 

³YRX¶Ue nR a WUXe ScRW if \RX dinnae like ZhiVk\!´ GUaeme Va\V in a 

dramatic accent.  
LeZiV nRdV in agUeemenW, ³YRX¶ll geW XVed WR iW.´ 
³I neYeU did,´ Va\V Li]. She SlaceV heU hand aZkZaUdl\ Rn m\ ZUiVW and 

VmileV. ³I¶ll leW \RX chaW ZiWh Whe \RXngeU fRlk«´ She gets up off the stool with 
her glass of wine and walks away to another table. 

When Vhe¶V RXW Rf eaUVhRW, I lean in WRZaUdV Whe men and lower my voice. 
³DR \RX gX\V VmRke?´ I aVk. 

In response, Lewis pulls a bag of loose tobacco out of his pocket.  
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³I meanW Zeed.´ 
GUaeme VnRUWV WhURXgh hiV nRVe. ³DR Ze lRRk like a bXnch µR nedV?´ 
I dRn¶W TXeVWiRn ZhaW I aVVXme iV an inVXlWing Vlang word, and shake my 

head nR. GUaeme SRinWV aW LeZiV. ³LeZ Zill gie \RX VRme, ZRn¶W \RX, LeZ?´ 
LeZiV nRdV hiV head. ³A\e. I¶ll gie \RX VRme ganj, nae SURblem.´ 
I RSen m\ mRXWh WR Whank him bXW GUaeme¶V hand VlaSV m\ back VR haUd 

WhaW I can¶W geW ZRUdV RXW. ³YRX jXV¶ cRme WR XV if \RX need an\Whing, aZUighW? 

We¶ll VRUW \RX RXW,´ he Va\V. 
He taps two fingers against the bar top for Lewis to pour him another glass. 
³SR Li] Va\V WhiV iV \RXU fiUVW Wime heUe?´ LeZiV aVkV. 
³Technicall\ m\ VecRnd.´ 
³She ZaV bRUn heUe,´ GUaeme Va\V. 
I UaiVe m\ e\ebURZ aW him, bXW LeZiV inWeUUXSWV, ³And \RX¶Ye Rnl\ jXVW cRme 

back?´ 
³Well, m\ mRm WhRXghW I ZaV WRR \RXng WR cRme RYeU Rn m\ RZn befRUe,´ 

I roll my eyes. 
³Wh\ didn¶W Vhe jXVW cRme RYeU ZiWh \RX?´ He VhakeV hiV head and hRldV 

XS hiV hand. ³SRUU\, I¶m being nRV\.´ 
I VhUXg aW LeZiV. ³IW¶V fine. I dRn¶W mind \RX aVking.´  
GUaeme addV, ³IW¶V a faiU TXeVWiRn, I Whink.´ He WXUnV WR me and SXWV hiV fiVW 

XndeU hiV chin. ³Did \RXU mRWheU nRW ZanW WR cRme back WR bonnie ScR¶laQd?´ 
³She haV bad memRUieV heUe«´  
³HRZ cRme?´ 
I¶Ye Zalked m\Velf inWR a cRUneU, bXW ZhaW haYe I gRW WR hide? WhaW dReV iW 

matter?  
³M\ faWheU died heUe,´ I anVZeU, lRRking dRZn aW m\ handV VR I dRn¶W haYe 

to watch the men pity me. 
³Oh,´ LeZiV Va\V. 
³TUagic,´ GUaeme Va\V, hiV WRne flaW. ³HRZ did he die, again?´  
WhaW a bRld Whing WR aVk. I lRRk XS, VWUaighW inWR GUaeme¶V e\eV and ZiWhRXW 

Ueali]ing iW, I¶m anVZeUing hiV TXeVWiRn. ³CaU accidenW.´ 
TheUe¶V a VlighW flickeU Rf inWeUeVW in his eyes, but it quickly dims away. 
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Lewis excuses himself to tend to customers and Graeme and I continue 
RXU VWaUing cRnWeVW. When he bUeakV fiUVW, WheUe¶V a cRRling feeling Rf Uelief WhaW 

cRmeV RYeU me, aV if I¶Ye been UeleaVed fURm a WUance.  
He leans his elbow on the bar top, rests his cheek on his fist, and looks 

sleepily at me. 
³WhaW?´ I aVk. 
He leanV fRUZaUd and bUeaWheV inWR m\ eaU, ³Morag.´  
I try to keep my composure as my body tenses.  
³Li] WRld \RX,´ I Va\. I URll m\ e\eV in an aWWemSW WR Veem like I dRn¶W Ueall\ 

care that he knows. 
³NR,´ he Va\V. ³IW ZaV a lXck\ gXeVV.´ HiV e\eV flick aZa\ fURm me and he 

takes another sip of his drink.  
³Yeah UighW.´  
³IW¶V a nice name.´ He UXbV lefWRYeU ZhiVk\ alRng hiV liSV. ³VeU\ ScRWWiVh.´ 
³NR iW¶V nRW a nice name. IW¶V a fiVh¶V name.´ Ma\be I ZRXldn¶W haYe minded 

so much if my name was Nessie, but I share the same name as the lesser 
known loch monster of Loch Morar, according to Google. My mother denies 
the connection.  

³YRX VhRXld be SURXd Rf \RXU ScRWWiVh anceVWU\.´ 
³I am. Wh\ Whe hell dR \RX Whink I¶m heUe?´ I¶m VWaUWing WR geW iUUiWaWed b\ 

him and his fixed smirk.   
³WheUe did \RX cRme fURm, FlRUence?´ He biWeV hiV liS WR SUeWend he¶V 

trying not to laugh.  
³FlRUida.´ 
³Oh, \eV. The SXnVhine SWaWe. BXW, aUe \RX VXUe WhaW¶V ZheUe \RX cRme 

from?´ He UeacheV RXW WR bUXVh hiV fingeUV acURVV m\ cheek. ³YRX dRn¶W lRRk 

like \RX¶Ye Veen VXnVhine befRUe.´ 
I VhUXg aZa\ fURm him. ³I¶Ye jXVW gRW WhaW naWXUall\ Sale ScRWWiVh Vkin.´ 
He roars with laughter, slapping the table so hard that my glass hops and 

falls on its side, spilling whisky over the bar top.  
I turn away in frustration just as a woman walks through the door. By the 

looks of her platinum blonde hair and skin-tight dress, I assume she accidently 
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stumbled into the wrong place, but as she struts across the room in her high 
heelV, Vhe ZaYeV aW eYeU\Rne like Vhe¶V famRXV. The\ VWRS mid-conversation 
to greet her eagerly. The MSP pushes his chair out to stand, this time 
managing to slip his thighs out, but she brushes past him, barely 
acknowledging him.  

When she reaches us at the bar, she folds her arms and tilts her head at 
me. 

³IV WhiV man bRWheUing \RX, hXn?´ M\ e\eV VWing fURm Whe Vmell Rf heU haiU 

SURdXcW. She WXUnV WR GUaeme and SRXWV heU liSV aW him, ³DRn¶W bRWheU innRcenW 

VWUangeUV.´   
³She¶V nR a VWUangeU,´ Va\V GUaeme. ³ThiV iV Li] SandeUVRn¶V Zee niece.´ 
³Oh. RighW,´ Vhe Va\V, giYing me a Rnce-over. She places her hand on her 

cheVW and gReV, ³I¶m Adele,´ in a WRne aV if Vhe e[SecWV I¶Ye been ZaiWing 

eagerly to meet her.  
Lewis whistles to us. He¶V VWanding aW Whe end Rf Whe baU ZiWh a URlled 

cigarette between his teeth. He motions to Graeme, who gets up and says, 
³E[cXVe XV, henV.´ 

Adele VlaSV hiV aUm Sla\fXll\. ³I haWe iW Zhen \RX call me WhaW.´  
Graeme ignores her and walks away without giving me a second glance. 

For every step Graeme takes, Lewis takes two to keep up with him. They 
disappear out the door and I wish I could join them, but Liz has returned to the 
bar.  

³IV \RXU Zee cRffee VhRS hiUing?´ Li] aVkV Adele. She SXWV heU hand fiUml\ 

Rn m\ VhRXldeU. ³M¶V lRRking fRU a jRb.´  
I stiffen. 
³YeV!´ Adele e[claimV, gUabbing hRld Rf m\ aUmV. ³We¶Ue deVSeUaWe! IW¶V 

been heaYing ZiWh WRXUiVWV Vince Whe VWaUW Rf Whe mRnWh. I WRld ChUiV Ze ZRXldn¶W 

be SUeSaUed. I WRld him all VXmmeU bXW he ZaV WRR cheaS WR hiUe mRUe VWaff.´  
³SRUU\²ZheUe iV WhiV?´ I WU\ WR aVk SRliWel\. 
³Leaf CRffee, iW¶V liWeUall\ aURXnd Whe cRUner. Making coffees, wiping tables, 

fliUWing ZiWh cXWe cXVWRmeUV.´ She ZinkV. ³IW¶V eaV\.´ 
It sounds easy enough.  
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³CRme in WRmRUURZ and I¶ll inWURdXce \RX WR ChUiV. YRX¶ll geW Whe jRb fRU 

VXUe. ChUiV Zill dR an\Whing WR SleaVe me.´ She VmackV heU liSV WRgether to 
make a popping sound. 

³BUillianW!´ Va\V Li], claVSing heU handV WRgeWheU. 
I try to smile but it turns into a yawn and Liz takes that as an excuse for us 

to leave.  
³IW¶V Whe jeWlag,´ Vhe e[SlainV.  
Adele gives us both air kisses goodbye, urging me once more to come into 

the shop tomorrow morning. 
When we walk outside into the alley, Graeme and Lewis are huddled in 

the corner of the close talking in low murmurs. 
³NighW bR\V,´ Li] callV.  
³Nice meeWing \RX, M,´ Va\V LeZiV, but GUaeme dReVn¶W Va\ an\Whing. 
Before we leave, I turn to look at them once more, but in the dark, all I see 

are the glowing tips of their cigarettes and distorted shadows against the wall.  
  



225 
 

 
 
 
 
 
 

The Devil Loves Scotland: Devil Influence in 
Scottish History and Literature, and  

Nickie-Ben¶s Close 
 

  



226 
 

  



227 
 

Section I. The Devil Dwells in Scotland: Representation of 
the Devil in Scottish Oral Tradition and Literature 

Medieval Belief 
HendeUVRn and CRZan¶V UeVeaUch in Whe We[W Scottish Fairy Belief: A History, 
suggests that most Scots living in the mid-15th century to the mid-18th century 
were certain that fairies existed: 

 
There is arguably as much evidence of one kind or another for the 
activities of the fairies from the fifteenth to the early nineteenth centuries 
as there is for the existence of either the Picts, the Britons, the Angles or 
the Scots during the first millennium of Scottish History. (8) 
 

 
Henderson and Cowan consider that this long-standing belief is attributable to 
Whe Xnchanging Za\ Rf medieYal life, ZheUe ³mRVW SeRSle VWill liYed Rn eVWaWeV 

VXbjecW WR Whe Zhim Rf Whe lRcal laiUd in hiV big caVWle´ (13). The belief that 
³ceUWain landVcaSeV faciliWaWed faiU\-VSRWWing ZaV Zidel\ held´ (18). The 
Scottish landscape itself is rich with lore, with the likes of fairy glens, pools, 
and hillV VXch aV SchiehalliRn, ³faiU\ hill Rf Whe CaledRnianV´, in Perthshire. In 
the Borders, we find the settings of popular supernatural ballads such as 
CarWeUhaXgh fRUeVW fURm ³Tam Lin´.  

IW¶V ZRUWh nRWing The Secret Commonwealth of Elves, Fauns and Fairies, 
written in the late 17th century and first published in the early 19th century, as 
an example of fairy belief coexisting with Christianity within Scotland, as the 
author, reverend Robert Kirk, was a minister of Aberfoyle, Scotland. In his 
essay, Kirk details findings and research of subterranean inhabitants and folk 
of fairyland. Andrew Lang notes in his comment to this essay: 

 

Thus all Fairydom was commonly looked on as under the same guilt as 
witchcraft. Yet Mr. Kirk of Aberfoyle, living among Celtic people, treats 
the land of faery as a mere fact in nature, a world with its own laws, which 
he investigates without fear of the Accuser of the Brethern. We may thus 
UegaUd him«aV an eaUl\ VWXdenW in folk-lore and in psychical research. 
(16) 
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With the Industrial Revolution in the 18th century came ³UeYRlXWiRnaU\ 

ecRnRmic changeV [engXlfing] bRWh UXUal and XUban ScRWland´ (13) and 
concomitant changes in belief, though ancient superstitions are still observable 
today throughout the country. Horseshoes1 are still hung on doors outside 
homes and gold and silver2 are still gifted to newborn children. 

In his book The Gaelic Otherworld, folklorist John Gregorson Campbell 
UefeUV WR Whe ScRWWiVh faiUieV aV ³Whe mRVW inWimaWel\ aVVRciaWed ZiWh men¶V dail\ 

life´ (1) of all supernatural beings, though they are dark in nature and not 
servants to humans. Fairies are defined as: 

 
a race of beings, the counterparts of mankind in person, occupations and 
pleasures, but unsubstantial and unreal, ordinarily invisible, noiseless in 
their motions, and having their dwellings underground, in hills and green 
mounds of rock and earth. They are addicted to visiting the haunts of 
men, sometimes to give assistance, but more frequently to take away the 
benefit of their goods and labours, and sRmeWimeV eYen WheiU SeUVRnV« 
Their interference is never productive of good in the end, and may prove 
destructive. (1-2) 
 

 
In his essay The Devil and his Folk in Scottish Life and Literature, Douglas 
Percy Bliss states that fairies inWeUfeUe ³in Whe affaiUV Rf mRUWal men mRUe WR 

WeaVe Whan WR deVWUR\´ (2). The\ VWeal hXman ZRmen and childUen, Uaid hRXVeV, 

and shapeshift in order to trick humans. Even the Elfin Queen herself is a 
trickster, using her beauty as a manipulation to trap the souls of men, as in the 
ballad ³Thomas the Rhymer´ in which she tricks Thomas of Ercildoune to enter 
Elfhame and keeps him there for seven years: 
 

He has gotten a coat of the even cloth 
And a pair of shune of velvet green, 
And till seven years were gane and past 
True Thomas on earth was never seen. (Mainly Norfolk) 
 

 

 
1 Cold iron is believed to ward off fairies. 
2 IW ZaV belieYed WhaW Rne cRXld bX\ Whe VafeW\ Rf a neZbRUn¶V VRXl. 
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Traditional Scottish Border Ballads are dramatic depictions that typically 
involve themes of tragedy or romance, with intense violence, fatal 
consequences, and supernatural encounters where the Devil frequently makes 
an appearance. Campbell states that ³[the Devil] is apt to appear to persons 
ready to abandon their integrity, and to haunt premises which are soon to be 
the scene of signal calamiWieV´ (160). Specific to Gaelic tradition, the Devil has 
a feZ WiWleV VXch aV ³Am feaU nach abaiU mi´ (³Whe Rne ZhRm I Zill nRW menWiRn´) 
and ³An dRnaV,´ (³the bad one´) (160) and Gaelic exaggeration of the Devil¶V 

appearance goes so far as to describe him as being a he-goat, with a voice 
like the bleating of a goat. 

The Devil comes from the supernatural world, also defined as the 
³RWheUZRUld´. Sarah Dunnigan notes in heU eVVa\ ³The Scottish Ballads´ that 
³alWhRXgh an imaginaWiYe faVcinaWiRn ZiWh Whe µRWheUZRUld¶ iV fRXnd in mRVW 

popular and traditional literatures, it has frequently been categorized as a 
peculiarly distinctive feature of the Scottish ballad tradition´ (29). In support of 
this, GeUaUd CaUUXWheUV¶ aUWicle ³The Devil in Scotland´ claimV WhaW ³Whe ScRWWiVh 

ballads of the 14th-17th centuries provide plentiful material on the Devil´ (1), 

citing ³The DaemRn LRYeU´ aV a prime example. This ballad tells the story of a 
ZRman¶V e[-lover who returns after seven years to ask for her hand. At first, 
the woman refuses to leave her husband and children but when heU ³e[´ proves 
himVelf WR be ZealWh\, Vhe immediaWel\ changeV heU mind: ³O faiU \e Zeel m\ 

ain two babes / FRU I¶ll neYeU Vee \RX again´ (³The DaemRn LRYeU´ 1). After 
they set sail, the man reveals his cloven foot, a classic characteristic of the 
Devil. ³O \Rn iV Whe mRXnWain Rf hell,¶ he cUieV, µWheUe \RX and I Zill gR´ (1) 
and sinks her in the sea. Dunnigan VWaWeV: ³The ballad iV SRZeUfXl, nRW leaVW 

because of the sudden and stark revelation of the Devil¶V idenWiW\ and Whe Za\ 

in which, in characteristic ballad style, beauty abruptly turns into horror, love 
inWR feaU´ (33). This ballad is a lesson of morality where the Devil disguised as 
the ex-lover is there to test the woman. Her avarice is quickly exposed and she 
is punished for it. 

Due to the nature of the Border Ballad as ± firstly ± an orally transmitted 
tradition, the Ballads¶ origins are unknown, and they have no original single 
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aXWhRU. AV DXnnigan VWaWeV: ³OUal WUanVmiVViRn, baVed Rn change and 

WUanVfRUmaWiRn, VXggeVWV a d\namic, cRnVWanWl\ eYRlYing kind Rf cUeaWiYiW\´ (7). 

IW ZaVn¶W XnWil Whe 19th century that ballads were first collected, written down 
and published, in famous collections such the Child Ballads3 and Sir Walter 
ScRWW¶V Minstrelsy of the Scottish Border4.  

 

Protestant Reformation 
Scots who believed in the supernatural lived in harmony with it, and fairies 
³SURYided a bUidge beWZeen WhiV ZRUld and Whe VXSeUnaWXUal ZRUld´ (HendeUVRn 

and Cowan 120), but once the Scottish Reformation began and Scotland broke 
away from the Papacy in the 16th century these changes elicited a new-found 
fear of the supernatural: 

 
As the fear of witches increased, spreading like an epidemic across most 
of Europe, the fairies swiftly became so enmeshed with witchcraft that it 
is often difficult to diVWingXiVh Whem fURm SaWan¶V XnhRl\ UegimenWV. (106) 
 

 
When John Knox brought Calvinism to Scotland, God became much more 
accessible to the public, which was revolutionary. Instead of communicating 
through the church hierarchy and its doctrine, Scots could communicate 
directly to God, with Bibles, the Word of God, translated into the common 
language, and in their own home. While this might well sound desirable, Carl 
MacDougall states in Writing Scotland: ³In theory, Knox and his followers 
wanted people to think for themselves, but they had a deep mistrust of 
imagination. It was the way of the Devil´ (137). Theatre and non-religious 
literature were oppressed in Presbyterian Scotland, therefore supernatural 
tales such as the Border Ballads were no longer encouraged. 

The Reformation foregrounded the relationship between the Devil and 
the eVVenWial eYil in hXman naWXUe becaXVe man¶V eaV\ acceVV WR GRd 

 
3 See Francis James Child, The English and Scottish Popular Ballads, 5 vol. first edition 
published 1882-1898 
4 See Sir Walter Scott, The Minstrelsy of the Scottish Border, 2 vol. first edition published in 
1802. 
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threatened easy access to the Devil as well. The Devil could be lurking around 
any corner: ³The e[WUeme, puritanically Calvinist outlook sees the world as a 
fallen, RXWcaVW Slace « a Slace ZheUe all hXman jR\ mighW be Uead aV deceiWfXl 

trick of the Devil´ (CaUUXWheUV, ³The Devil in ScRWland´, 1). Michelle BURck¶V 

research in ³InWeUnali]ing Whe DemRnic´ finds that Scots, even into the early 
18th century, still held a VWURng an[ieW\ RYeU Whe ³DeYil¶V inYRlYemenW in WheiU 

inteUnal liYeV´ (24). She VWaWeV:   
 
Reformed Protestant theologians . . . had long articulated the idea that 
all human beings, due to their innate depravity, were possessed by the 
Devil. The imSlanWaWiRn and enacWmenW Rf Vin ZaV, afWeU all, SaWan¶V 
greatest weapon, and people had sinfulness in spades. (35) 
 

 
People feared that the Devil would take over their bodies. In many accounts of 
odd behavior, such as shouting blasphemies or invading thoughts of hell, these 
actions were blamed on DeYil¶V ZRUk RYeU Zhich Whe\ had nR cRnWURl: ³« 

demonic experiences, temptation and subversion became SaWan¶V gUeaWeVW 

ZeaSRnV´ (27). For nearly two centuries²from the 16th to the 18th century²

the Devil was feared to be everywhere. 
JameV HRgg¶V classic novel The Private Memoirs and Confessions of a 

Justified Sinner is a perfect example of Calvinist influence on the Scottish 
people during the 17th century. Justified Sinner is a framed narrative, 
cRnViVWing Rf Whe EdiWRU¶V objective account of events and Whe ³VinneU´ Robert 
Wringhim¶V memoir of the same events, from his highly subjective and 
unreliable point of view. Man\ Rf Whe chaUacWeUV ZiWhin RRbeUW¶V memRiU 

illustrate this Calvinist fear of the Devil with their claims that Robert is haunted 
by the Devil. We heaU iW fiUVW fURm MU. BlanchaUd, RRbeUW¶V fiUVW YicWim: ³BelieYe 

me, Mr. Robert, the less you associate with that illustrious stranger [Gil-Martin] 
the better, for it appears to me that your creed and his carries damnation on 
Whe YeU\ fURnW Rf iW´ (102), and laWeU, afWeU RRbeUW mXUdeUV hiV bURWheU, hiV 

servant, Samuel Scrape claims:  
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They say Whe deil¶V RfWen Veen gaXn Vidie fRU Vidie Z¶ \e, ZhileV in ae 
VhaSe, an¶ ZhileV in anRWheU. An¶ Whe\ Va\ WhaW he Zhiles takes your ain 
shape, or else enters into you, an then you turn a diel yoursel. (151) 
 
 

Gradually, Robert breaks down as he feels his bRd\ iV ³SRVVeVVed b\ a VSiUiW 

RYeU Zhich iW had nR cRnWURl´ (141) and he beginV WR feaU Gil-Martin as one 
would fear the Devil. Robert attempts to be rid of this evil being by running 
away but Gil-Martin continually haunts Robert, appearing wherever he goes. 
When he hides out at a printing press, the printers claim to have seen the Devil 
assisting with the printing. Even in a stable, Robert notes the erratic behavior 
Rf Whe animalV ³VnRUWing and UeaUing aV if Whe\ ZiVhed WR bUeak through the 
hRXVe´ (174), a suggestion of diabolic presence, as it is commonly believed 
that animals have a special sense for ghosts and other things humans cannot 
sense, and that their behavior portends warning. 

RRbeUW¶V memRiU and hiV deVcenW inWR madness are not dissimilar to real 
³self-writings´ (a WeUm coined by Brock) by men and women believed to be 
possessed by the Devil in 17th century Scotland, as described in Michelle 
BURck¶V aUWicle ³E[SeUiencing SaWan in EaUl\ MRdeUn ScRWland´. Brock claims 
that the authors of these self-ZUiWingV ³SUeVenWed WheiU liYeV, and indeed WheiU 

encounters with Satan, in a very self-conscious way, trying to fashion 
WhemVelYeV aV Whe deVeUYing gRdl\ Whe\ hRSed WR be´ (28). Similarly, in Justified 
Sinner, Robert Wringhim is convinced by Gil-Martin that he is doing right by 
God by murdering sinners: ³When I VaZ and ZaV cRnYinced WhaW heUe ZaV an 

individual who was doing more detriment to the Church of Christ on earth than 
tens of thousands of such warriors were capable of doing, was it not my duty 
WR cXW him Rff, and VaYe Whe elecW?´ (103).  

The narrative of Mistress Rutherford fURm Whe eaUl\ 1600¶V, quoted in 
BURck¶V eVVa\, deVcUibeV RXWheUfRUd¶V SUeRccXSaWiRn ZiWh the Devil, believing 
him to haunt her in her dreams and in the form of her deceased grandfather, 
convincing her that she had committed unforgivable sins. The torment of guilt 
and fear encouraged Rutherford to consider suicide, though she eventually 
fRXnd Seace WhURXgh ³Whe meUc\ Rf GRd, XVXall\ gUanWed Zhile listening to a 
VeUmRn´ (31). In Justified Sinner, Robert is equally tormented by Gil-Martin to 
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the point of suicide, with the hopes that his memoir will provide explanation: 
³When m\ fleVh and m\ bRneV aUe deca\ed, and m\ VRXl haV SaVVed WR iWV 

everlasting home, then shall the sons of men ponder on the events of my life´ 

(89).  
 

Enlightenment / Madness 
From the later 18th century onwards, supernatural belief began to fade. In The 
Prince of Darkness, JeffUe\ RXVVell VWaWeV WhaW: ³The gUeaW change [in ideaV 

that diverged sharply from traditional diabology] came not with the 
RefRUmaWiRn, bXW ZiWh Whe EnlighWenmenW Rf Whe eighWeenWh cenWXU\´ (167). The 

Enlightenment introduced the scientific method and developed concepts of 
reason, skepticism, and religious tolerance. This meant that blind religious faith 
ZaV TXeVWiRned and ³eighteenth-century skeptics pointed to the Devil as an 
e[amSle Rf abVXUdiW\ Rf ChUiVWian beliefV´ (207). RXVVell nRWeV hRZ Whe 

beginningV Rf WhiV VkeSWiciVm SURYRked ³inWenVe SVychological reaction against 
belief in Whe SRZeUV Rf eYil´ (168) once people began to question the reality of 
things they could not see. In time, particularly with the development of 
psychoanalysis in the late 19th and early 20th centuries, belief in the Devil was 
no longer seen as a sign of religious faith but as a result of mental illness. 

In their ³HiVWRUieV Rf AV\lXmV, InVaniW\ and PV\chiaWU\ in ScRWland´, Chris 
Philo and Jonathan Andrews relate how, during their research in the territory, 
they discovered traces of a ³cRmSle[ and YaUiegaWed µfRlklRUe¶ and µfRlk 

medicine¶ aURXnd madneVV, iWV caXVeV and WUeaWmenWV, aUiVing in µWhe Gaelic 

aUeaV¶ and RfWen cRnnecWed WR naWXUal feaWXUeV VXch aV ScRWWiVh lRchV, VSUingV 

and cRaVWlineV´ (5). PhilR and AndUeZV quote Emily Donoho¶V 2012 WheViV5 and 
state that heU UeVeaUch VXggeVWV ³how in effect a pre-modern world drenched 
in µVXSeUnaWXUal madneVV¶ cRllided ZiWh Whe mRdeUn ZRUld Rf lXnac\ UefRUm 

occasioned by the coming of the lunatic asylums to northern Scotland from the 
1860V´ (5).  

 
5 Donoho, Emily. Appeasing the Saint in the Loch and the Physician in the Asylum: the 
Historical Geography of Insanity in the Scottish Highlands and Islands, from the Early 
Modern to Victorian Eras, 2012, pp. PQDT - UK & Ireland. 
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There was, then, a drastic shift in Scotland from accepted folk belief 
towards perceived madness, as the country began to expand its treatment of 
the clinically insane. To detail some history of the insane specific to Edinburgh, 
we look to Allan Beveridge¶V brief overview of the social and clinical 
characteristics of the patients admitted to the Royal Edinburgh Asylum while 
Thomas Clouston was Physician-Superintendent, enWiWled ³MadneVV in 

VicWRUian EdinbXUgh´. His research finds that patients suffering from general 
paralysis6 and alcoholic insanity made up a large proportion of those people 
admitted into the Royal Edinburgh Asylum in between 1873-1908. General 
paralysis included delusions of grandeur, and the most common type of 
delXViRn ³ZaV WhaW Rf SeUVecXWiRn fRllRZed b\ WhaW Rf Vin´ (³MadneVV in VicWRUian 

EdinbXUgh PaUW II´, 52). PeUVecXWing Whe VinneUV iV, of course, the Devil¶V 

assigned task, and Beveridge provides a fine example of Scottish supernatural 
fear in that period as follows: 

 
William J., a 27-year-old Assistant of Excise, believed his soul was lost, 
and paraphrasing the words of a song by Robert BurnV, mainWained ³The 
Deil iV Ueall\ aZa¶ ZiWh E[ciVeman´. (52-3) 
 

 
Thomas Clouston linked alcohol and general paralysis together, ³seeing them 
as products of the vices Rf XUban life, and leading WR µnaWiRnal degeneUac\´ 

(³MadneVV in VicWRUian EdinbXUgh, PaUW II´ 139). AW Whe end Rf BeYeUidge¶V 
study, Beveridge discusses this incUeaVe Rf inVaniW\: ClRXVWRn ³cRnWended WhaW 

society was becoming more intolerant of the mentally disturbed; its motto was 
µVaYe WURXble and geW Uid Rf Whem¶´ (³MadneVV in VicWRUian EdinbXUgh, PaUW II´ 

149).  
By observing the streets of Edinburgh today, specifically those nearest 

homeless shelters, one can see the clear connection between substance 
abuse and what might then have been termed insanity, but which is the cause 
and which is the affect is not easily distinguishable.  

 
6 First identified in the 18th cenWXU\, ³GeneUal SaUal\ViV´ is an organic disease of numerous 
mental and motor symptoms including mental enfeeblement, delusions of grandeur, a 
defective articulation of words, and incoordination. 
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Scottish Literary Examples 
The UeceSWiRn Rf HRgg¶V Justified Sinner is a great example of the development 
Rf DeYil UeSUeVenWaWiRn in ScRWland. IW¶V UeceSWiRn addUeVVeV Whe VhifW in belief 

UefeUUed WR eaUlieU, XWili]ing WhiV VhifW in Whe nRYel¶V SUeVenWaWiRn Rf narrative 
time. Though Robert believes Gil-Martin to be the Devil in the 17th century, the 
memoir was supposedly found in the 18th century and, as the Editor puts it in 
hiV clRVing WhRXghWV: ³WiWh Whe SUeVenW geneUaWiRn [18th century], it will not go 
down WhaW a man VhRXld be dail\ WemSWed b\ Whe DeYil´ (242).   

Justified Sinner gained most of its popularity in the 20th century after 
French novelist Andre Gide encountered the novel in 1944, and wrote an 
introduction to a subsequent reissue in great admiration. In SX]anne GilbeUW¶V 

eVVa\ ³HRgg¶V ReceSWiRn and ReSXWaWiRn´, Gilbert quotes an excerpt from 
Gide¶V inWURdXcWiRn WR Whe 1947 ediWiRn:  

 
How [to] explain that a work so singular and so enlightening, so especially 
fitted to arouse passionate interest both in those who are attracted by 
religious and moral questions, and, for quite other reasons, in 
psychologists and artists, and above all in surrealists who are so 
particularly drawn by the demoniac in every shape ± how [to] explain that 
such a work should have failed to become famous? (37) 
 
 

This rediscovery came with a psychological interpretation. In Elaine PeWUie¶V 

analysis of Justified Sinner, Petrie states that this new analysis suggests 
RRbeUW¶V VWRU\ WR be ³an ama]ingl\ accXUaWe exploration of a distraught mind 
e[SeUiencing SaUanRia, Vchi]RShUenia, and eYenWXall\ cRmSleWe cRllaSVe´ 

(Petrie 50). This reading rather frees Gil-Martin of any of the blame Robert lays 
upon him in his memoir: ³« iW iV cleaU WhaW RRbeUW¶V mind iV XnVWable and that 
he has both a morbid jealousy of [his brother] George and a perverted attitude 
WRZaUdV ZRmen and Ve[XaliW\´ (Petrie 50). This interpretation suggests that 
Gil-Martin is entirely invented, and a further psychoanalysis might suggest that 
Robert created Gil-MaUWin RXW Rf hiV memRU\ Rf hiV VchRRl UiYal, M¶Gill: ³Whe 

echR Rf M¶Gill¶V name in Gil-MaUWin¶V VXggeVWV RRbeUW¶V gXilW\ cRnVcience aW 
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ZRUk´ (19). WiWh UegaUd WR Whe EdiWRU¶V NaUUaWiYe, Whe SV\chRanal\Wical 

interpretation encourages the reader to reconsider Mrs. Logan and Mrs. 
Calvert¶V accRXnWs. It is probable that the women believed they saw the dead 
George Colwan aV a UeVXlW Rf ³heaWed imaginaWiRnV´ (Hogg 65). Petrie agrees: 
³« it may be that each of the women has seen what she wanted to Vee´ (27).  

A further examination of Devil belief and madness in 21st century 
Scotland is to be found in JameV RRbeUWVRn¶V 2006 nRYel The Testament of 
Gideon Mack. In an interview with Penguin Random House, James Robertson 
states that the structure of his novel²the framed structure²iV ³mRdeled´ 

(³ReadeU¶V GXide´ 1) Rn Justified Sinner. Robertson goes on to state that there 
aUe eYen ³a feZ ShUaVeV lifWed fURm HRgg WhaW aSSeaU in [Gideon Mack]´ aV Zell 

aV ³UefeUenceV WR Whe legendV Rf ScRWWiVh fRlklRUe´ (1). In Gideon Mack we find 
a clear indication of the secularization of Scottish society, as none of the other 
characters believe that Gideon has actually met the Devil, despite his 
miraculous reemergence after falling into the rapids of the Black Jaws, and 
subsequently disappearing for three days. EYen GideRn¶V fellRZ miniVWeU, 

Lorna Sprott, is more willing to believe Gideon has gone mad than believe in 
the supernatural explanation: ³He ZaV a deaU fUiend ZhR ZenW inVane,¶ Vhe 

Vaid, µand nRW all Whe SUa\eUV and caUe I cRXld RffeU cRXld dR an\Whing WR SUeYenW 

iW´ (Gideon Mack 365). Gideon is aware of the shift in belief away from the Devil 
and the unlikeliness of people believing his story, as he tells his reader: 

 
In the seventeenth century a minister who claimed to have seen and 
spoken with Satan in the flesh would have been not only believed but, 
assuming he had given a good account of himself, hailed a hero. In the 
twenty-first century such a minister is simply an embarrassment. I am not 
the face the Kirk wishes to show to the modern world. The most plausible 
way of dealing with me, then, is to find me insane. (36) 
 

 
In a psychological interpretation, it can be argued that Gideon invents this story 
of friendship with the Devil to excuse himself from his deceit as a minister who 
is secretly atheist, thus echoing a guilty conscience at work similar to events 
in RRbeUW WUinghim¶V memRiU: 
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The Devil in Whe Black JaZV miUURUV GideRn¶V e[iVWenWial cUiViV and Whe 
perception that the world does not need the input from an evil 
transcendence, because the human capacity for evil is sufficient. (Petrie 
162) 
 

 
Gideon is able to get the answers he wants from the Devil²that God has been 
missing in action: ³The facW iV, I dRn¶W knRZ ZheUe [GRd] iV. I haYen¶W Veen him 

for a long time´ (Gideon Mack 295). This gives Gideon the reassurance 
necessary to confess to the town without fear of consequence.  

In the 21st century, the Devil¶V ³meWaSh\Vical e[iVWence ZaV diVmiVVed´ 

(Russell 216) and his role has shifted. He became no longer an actual being, 
bXW an aUcheW\Se, ³a V\mbRl WhaW cRXld flRaW fUee Rf iWV WUadiWiRnal meaningV´ 

(216).   
Belief in the Devil in Scotland may have changed, but the figure himself²

this archetype²lives on within Scottish fiction. As Carruthers claims: ³Diabolic 
cover for fanaticism and for avoidance of human rather than supernatural evil 
have been a strong, valuable and enduring part of the story of Scottish 
liWeUaWXUe´ (³DeYil in ScRWland´ 6-7).  

The long history of the Devil in Scotland continues to allow Scottish 
writers to introduce a new perspective, or play with the moments in time when 
the Devil was welcomed, feared, or indeed psychoanalyzed.   
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Section II. A Fe\ in Peckham: SSaUk¶V Reimagined Border 
Ballad 

In his essay, ³FXll\ WR SaYRXU HeU PRViWiRQ´: MXUiel SSaUk aQd ScRWWiVh IdeQWiW\, 
Gerard CaUUXWheUV aUgXeV WhaW mRVW cUiWiciVm Rf MXUiel SSaUk¶V VecRnd nRYel 

The Ballad of Peckham Rye misses Whe RbYiRXV inflXence Rf JameV HRgg¶V 

The Private Memoirs and Confessions of a Justified Sinner: ³IW ZaV lRng an 

RYeUVighW in SSaUk cUiWiciVm WhaW Whe inflXence, geneUall\, Rf HRgg¶V 

Confessions of a Justified Sinner did nRW UegiVWeU´ (493). CaUUXWheUV gReV Rn in 

hiV eVVa\ WR VWaWe hRZ inWeUeVWing iW ZRXld be WR knRZ Zhen SSaUk ³became 

interested in HRgg´ (493), and WhRXgh Ze dR nRW knRZ Whe anVZeU WR WhiV, Ze 

do know that both writers are connected by the supernatural Border Ballad 
influence in their work. 

During a 2004 interview with James Brooker, Spark explains the crucial 
influence of Sir Walter ScRWW¶V Minstrelsy of the Scottish Border: 

 
The Border Ballads have this feature that they are not like the poems or 
the stories of any other English literature. They are both lyrical, tender, 
and savage. All in one verse. All in one piece. And this attracted me 
greatly and I have a touch of that in my own work, I hope. It was a great 
influence to me, The Border Ballads, from childhood onwards. (Brooker 
1036) 
 
 

Hogg was born and raised in the Ettrick valley, and his connection to the 
Border Ballads derives from exposure to stories through his grandfather, a 
well-known storyteller, and his mother, Margaret, who collected native 
ballads7. ThiV ³fRUmed Whe gURXndZRUk Rf [HRgg¶V] inWellecWXal being´ 

(MacDougall Writing Scotland, 81) and therefore, no doubt, was a great 
influence in his literary career. In JRhn VeiWch¶V History and Poetry of the 
Scottish Border, he discusses belief in the fairy realm in the time of James 
HRgg: ³nR ScRWWiVh SReW haV dealW ZiWh Whe SRZeU and Whe Uealm Rf FaiU\ mRUe 

 
7 Whilst Walter Scott prepared his ballad collection, HRgg¶V mRWheU ³gaYe¶ ScRWW VRme 
tradiWiRnal balladV and VRngV´ (DXnnigan 56). 
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vividly and impressively than the Bard of Ettrick8´ (VeiWch 105). Hence, it is 
possible that the influence of Hogg and the Border Ballads melded into one for 
Spark.  

With Peckham Rye, Spark has created a reimagining of the Border Ballad 
form for the 20th century and onward. This chapter will extend existing 
scholarship on the connection between Peckham Rye and the Border Ballad 
by illustrating some specific  formal, stylistic, and thematic ways in which Spark 
drew on the Border Ballads.  
 

Although Carruthers finds the cUiWicV¶ ³lRng RYeUVighW´ to be largely the 
influence of Justified Sinner in Peckham Rye, I would contend that the more 
substantial oversight is the obvious influence of the Border Ballads in Peckham 
Rye. It is unlikely that a true traditional, authorless ballad could arise in the 
20th century and onward, therefore Spark created a reimagining of the Border 
Ballad form with Peckham Rye.  

Alan Bold supports the argument that Peckham Rye is indeed a re-
imagining of the Border Ballad in his 1986 text, Muriel Spark:  

 
The ballad techniques can also be recast in prose by writers who plunge 
rapidly into the action, who use conversational contrasts to advance the 
narrative, and who habitually allude to other-worldly phenomena. The 
Ballad of Peckham Rye develops these devices. (53) 
 

 
However, with access to previous interviews with Dame Spark herself, we 
learn first-hand what has been influenced by the Border Ballad in Peckham 
Rye. 

To explore this idea further, we look to Martin Stannard, who analyzes a 
1960¶V UadiR interview between Muriel Spark and S.M. Craig in his essay ³The 

Crooked Ghost: The Ballad of Peckham Rye and Whe idea Rf Whe µl\Uical¶´. It 
seemV cleaU WR SWannaUd WhaW CUaig ZaV XnVXcceVVfXl in leaUning SSaUk¶V 

 
8 JameV HRgg¶V nickname 
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intentions behind her second novel The Ballad of Peckham Rye, though Spark 
admits to Whe inflXence Rf Whe ZRUd ³Ballad´ in Whe WiWle: 

 
[MS:] the idea of the book occurred to me as a ballad. The environment 
Rf Peckham [«] did VWUike me aV cRnWaining all Whe elemenWV Rf Whe balladV 
[«] fURm Whe Border Ballads, folk ballads and the modern type of ballad. 
And I wanted it to be lyrical and at the same time a bit savage and a bit 
stark. (Stannard 1536) 
 

 
SWannaUd afWeUZaUdV SRinWV RXW WhaW ³DeVSiWe CUaig¶V SUeVVing, SSaUk neYeU 

de¿neV µWhe elemenWV Rf Whe balladV¶ WhaW had inÀXenced heU´ (1536). In this 
radio interview with S.M. Craig, Spark admits that, despite the conscious plan 
WR ZUiWe Whe nRYel ³in Whe VWUXcWXUe Rf a ballad´ (1536), aV Vhe cRnWinXed WR ZUiWe, 

Vhe ³fRUgRW abRXW WhaW´ (1536) VhaSe ± perhaps the intention of writing a novel 
in the structure of a short lyrical poem proved too challenging? Despite this, 
we can still see the influence of the Border Ballad throughout Peckham Rye, 
whether it was intentional or a more subconsciously driven act.  

By analyzing the undefined elements of the Border Ballads, as well 
another types of Scottish ballads, in The Ballad of Peckham Rye, with regard 
to the lyrical style, structure, themes, and subtextual meaning, what follows 
here aims to show how The Ballad of Peckham Rye can be read as a re-
imagining of the traditional Border Ballad. 
 

Structure and Style 
Dunnigan notes the mode of ballad naUUaWiRn aV ³dramatic, usually beginning 
at the heart of the story, without any elaboUaWe µSURlRgXe¶ RU inWURdXcWiRn´ 

(Dunnigan 15). In Peckham Rye, Spark utilizes a framed structure in order to 
throw the reader straight into the conflict in Chapter One without explanation. 
The line: ³IW ZRXldn¶W haYe haSSened if DRXgal DRXglaV hadn¶W cRme heUe,¶ a 

ZRman UemaUked´ (1) provides the reader with no explanation and leads them 
to ask what Dougal Douglas did. In the 1997 interview ZiWh SWace\ D¶EUaVmR, 
Spark explains her reasRning behind WhiV: ³I realized that suspense is best 

conveyed when you break it right away: tell the reader, perhaps on page three 
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or four, what is going to happen, and then they will want to know how or why it 

haSSened eYen moUe´ (1).  
Since Peckham Rye is a novel, and not a lyrical piece, we can only 

loosely compare its structure to the design of the Border Ballad. In The Ballad 
and the Folk9, David Buchan claims that the framing structure of the ballad 
³gURZV RUganicall\ RXW Rf Whe UeVWUicWiYe cRndiWiRnV Rf RUal cUeaWiRn´ (BXchan 

95). By this, Buchan means to convey that due to the oral transmission of the 
ballad, the singer must store the ballad in his mind, and the framed structure 
helSV keeS him Rn WUack ZiWh Whe ³inWeUUelaWiRnV Rf all Whe SaUWV Rf Whe SRem´ 

(95). Buchan uses the example of this layered framing in the ballad ³Lamkin´10, 
where the beginning and ending frames (Stanzas 1-5 and 23-27) correspond 
with each other, with the nobleman of the house and the villain, Lamkin, while 
the three structures of Whe ³cenWUal acW´ do not. The nobleman is absent from 
Whe ³cenWUal acW´. The ³cenWUal acW´ inYRlYeV Whe eYenWV ZiWh Lamkin, ZhR cRmeV 

into the home of a nobleman while he¶V gRne and killV hiV bab\. Lamkin 

appears in each stanza frame while the other characters²baby, nurse²are 
kept in the central act. Peckham Rye¶V VWUXcWXUe iV VimilaU WR WhaW Rf ³Lamkin´ 

with the first and last chapter corresponding with each other as both chapters 
where Dougal is not present, but also chapters that, if put side-by-side, are in 
the same timeline²afWeU DRXgal¶V deSaUWXUe fURm  Peckham R\e. While Whe 

middle chaSWeUV Rf Peckham R\e jXmS back in Wime fURm DRXgal¶V aUUiYal WR 

his departure, providing evidence for what the narrator tells us in the first and 
last chapters. If we compare the chapters to stanzas in a ballad, Dougal is the 
cRnVWanW chaUacWeU in each ³VWan]a´ Rf Whe middle chaSWeUV, Zhile Whe WRZnVfRlk 

of Peckham are confined to snippets of the narrative. The main narrative 
fRllRZV DRXgal¶V e[SeUience in Peckham fURm Whe mRmenW he enWeUV Whe 

suburb to the moment he leaves it, with a brief description of where he goes 
afterwards.  

Other aspects of the Border Ballad¶V framed structure that relate to 
Peckham Rye are what Emily Lyle describes as the ³embedded structure´ and 

 
9 AlWhRXgh BXchan¶V UeVeaUch iV UelaWed WR NRUWh-eaVW ScRWWiVh balladV, Whe ballad¶V VWUXcWXUe 
will be the same in Border Ballads. 
10 Buchan 137 
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³incUemenWal UeSeWiWiRn´ in her study of the Scottish Ballads. Lyle explains a 
common type of embedded structure as the pairing of question and answer 
with the example fURm ³FaiU Annie´ (L\le 17):  

 
But what will bake my bridal bread, 

Or brew my bridal ale? 
And wha will welcome my brisk bride, 

 That I bring oer the dale? 
 

IW¶V I Zill bake \RXU bUidal bUead, 
 And brew your bridal ale, 

And I will welcome your brisk bride, 
 That you bring oer the dale. (Lyle 17) 
 

 
Evidence of this question and answer, call and response pairing in Peckham 
Rye is found in the way some of the townsfolk deliver information. For example, 
Mavis Crewe details a back and forth conversation between her and 
Humphrey, heU daXghWeU¶V e[-fiancé:  

 
I said to Dixie, ³WhReYeU can WhaW be?´ SR I ZenW WR Whe dRRU, and lR and 
behold there he was on the doorstep. He said, ³Hallo, Mavis,´ he Vaid. I 
Vaid, ³You just hop it, you.´ He Vaid, ³Can I Vee Di[ie?´ I Vaid, µYRX 
ceUWainl\ can¶W,¶ I Vaid. I Vaid, µYRX¶Ue a diUW\ VZine. YRX UemRYe 
\RXUVelf,¶ I Vaid, µand dRn¶W VhRZ \RXU face again,¶ I Vaid. He Vaid, µCRme 
Rn, MaYiV.¶ I Vaid, µMUV CUeZe WR \RX,¶ and I VhXW Whe dRRU in hiV face.´ 
(8) 
 

 
MaYiV¶V ³he Vaid/Vhe Vaid´ question and answer mirroring not only works 
structurally like a ballad, but also stylistically. The lack of description allows the 
character to portray his or her emotions outright through the things they say 
and how they say it. Spark does not interject the narrator in the above quote, 
to allow Mavis to perform for the characters and reader, like a ballad singer 
performs their ballad. 

L\le XVeV Whe ballad ³SiU PaWUick SSenV´ aV an e[amSle Rf ³incUemenWal 

UeSeWiWiRn´ (17) WR e[Slain WhaW, deVSiWe VlighW diffeUenceV in deWail, Whe Vame 
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fXndamenWal meaning cRmeV WhURXgh WR Whe aXdience. The laVW YeUVeV Rf ³SiU 

PaWUick SSenV´ aUe aV fRllRZV:  
 
O lang, lang may the ladyes sit, 

Wi their fans into their hand, 
Before they see Sir Patrick Spens 
 Come sailing to the strand. 
 
And lang, lang may the maidens sit, 
 Wi their goud kaims in their hair, 
A¶ ZaiWing fRU WheiU ain deaU lRYeV, 

FRU Whem Whe\¶ll Vee nae mair. (Lyle 18) 
 
 

While these stanzas differ slightly in their words, the general emotion and 
meaning remains the same. In Peckham Rye, ³incremental repetition´ is 
suggested by Spark¶V UeiWeUaWiRn Rf DRXgal¶V VWXd\ Rf Whe WRZnVfRlk¶V mRUaliW\ 

with each scene. While scenes move from one character to the next, Dougal 
Douglas remains the constant, either physically present with the characters, or 
the topic of their discussion. With every scene, DRXgal¶V motivation is 
portrayed as the same ± he¶V WheUe WR UeVeaUch Peckham¶V ³mRUal chaUacWeU´ 

(Spark, Peckham Rye 68).  
Buchan identifies three synchronic structuring formulas of the ballads: 

³stanzaic´, ³character´, and ³narrative´. With regard to longer ballads, Buchan 
VWaWeV WhaW Whe WhUee VWUXcWXUeV: ³cR-exist in a kind of structural counterpoint. In 
the longer stories they act as checks upon each other, preventing the 
complexity of any one part of the ballad from getting out of hand´ (BXchan 88) 

and, I believe, by comparison, that Peckham Rye contains elements of all three 
formulas. 

³SWan]aic´ VWUXcWXUe UefeUV WR Whe aUUangemenW Rf "VceneV Rf a Xnified 

gURXS Rf VWan]aV´ (88). We may consider the scenes in Peckham Rye as 
stanzas, with the way that each chapter contains multiple scenes that usually 
span no more than two pages. Andersen refers to this feature in traditional 
balladU\ aV Whe nRWiRn Rf ³leaSing and lingeUing´, WR ³chaUacWeUi]e Whe W\Sical 

manner in which ballad narratives focus on single scenes abruptly heaped on 
WRS Rf each RWheU´ (59).  
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If we consider Spark¶V claim that her first intention was to write Peckham 
Rye in the structure of the ballad, Peckham Rye¶V first chapter, as a standalone 
piece, embodies the structure and techniques of a ballad. The narrative events 
are as follows: The dialogue of Mavis shouting at Humphrey, post-wedding 
scandal, to leave her house, followed by the narrator explaining who 
Humphrey is: ³He ZaV WhaW fellRZ WhaW Zalked RXW Rn hiV Zedding a feZ ZeekV 

agR´ (5) ± telling the reader this in a way that makes it seem as though they 
already know the story. In between descriptions of Humphrey heading to the 
saloon bar, the narrator gives us more wedding details. We get a short scene 
of Humphrey and Trevor fighting at the saloon, and the next scene jumps back 
in time to when Humphrey leaves the house, this time viewed fURm Di[ie¶V 

perspective, discussing the incident with lots of dialogue and very little 
explanation. The next scene jumps forward again in time, to the townsfolk 
discussing all the events from the wedding to the fight outside the saloon, and 
the first chapter concludes with Whe naUUaWRU¶V e[SlanaWiRn Rf Whe ³legend´ Rf Whe 

affaiU. We dRn¶W Vee Whis same leaping structure again until the last chapter, 
which in its turn shows how many layers there are to the framing in this novel²
Chapters 1 and 10 frame the novel, but the novel contains a uniquely layered, 
framed structure within the internal chapters as well. 

WiWh UegaUd WR BXchan¶V VecRnd fRUmXla, ³character´, he notes how the 
framing structure is important for balancing the characters¶ roles within the 
ballad: ³[The] Wendenc\ WR balance Whe chaUacWeUV¶ aSSeaUanceV iV nRW cRnfined 

to adjacent scenes but is in fact found throughout the story´ (BXchan 107). In 
the internal chapters of Peckham Rye, reoccurring characters rarely appear in 
adjacent scenes. The narrator will introduce a character in a few paragraphs, 
then move on to another character, and the reader might not hear from the 
former character for another chapter or two.  

In Commonplace and Creativity, Flemming Gotthelf Andersen also points 
out how principal characters in Anglo-Scottish traditional balladry are 
fUeTXenWl\ VeSaUaWed, ³WheiU Rnl\ meanV Rf cRmmXnicaWiRn Zill W\Sicall\ be Whe 

employment of a go-between to carry the messages that are needed in the 
attempt to resolve the preVenW cRnflicW´ (54). In Peckham Rye, Dougal Douglas 
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is the messenger cRllecWing UeVeaUch inWR Whe ³inneU liYeV´ (15) Rf Peckham, 

from different characters, one scene to the next.  
The ³narrative´ formula that Buchan refers to notes that the narration of 

the ballad is unique to its VingeU: ³By alternating speech and narration the oral 
makeU µSaceV¶ hiV SRem; he iV able WR UaiVe and lRZeU Whe dUamaWic WenViRn in 

hiV aXdience b\ YaU\ing Whe SiWch´ (BXchan 133). SSaUk¶V pacing plays as the 
³pitch´ of Peckham Rye, and its rapidity is a way of manipulating the emotions 
of the reader. The violence and immoral behavior in certain scenes tend to 
elicit amusement rather than horror or sympathy due to the pace of it, as when 
Druce murders Merle: ³He came towards her with the corkscrew and stabbed 
it into her long neck nine times, and killed her. Then he took his hat and went 
hRme WR hiV Zife´ (136). The previously emotional build-up of Merle as a kind 
friend to Dougal, who the reader might pity due to her affair, reaches this 
shocking climax, then immediately disappears. Merle is not mentioned again, 
VaYe a SaVVing cRmmenW fURm Di[ie, and Ze Rnl\ leaUn Rf DUXce¶V aUUeVW 

through quick dialogue between Dougal and the police. What feeling the 
reader had for Merle and Druce is forgotten as Spark moves the narrative 
quickly along. CaUUXWheUV claimV: ³ThiV deaWh iV aW Rnce hRUUibl\ YiRlenW, afWeU 

the manner of the ballads, and mockingly reductive given the suburban 
ZeaSRn Rf hRmicide´ (³Fully to Savour´ 495). The way in which Spark moves 
from violent death to casual return to domestic life is so ridiculous that it is 
humorous, and very much a Sparkian trait. 

Another important part of ballad structure is the refrain, as Francis Barton 
Gummere notes in his text The Popular Ballad: ³« [it] is incontestably sprung 
from singing of the people at dance, play, work, going back to that choral 
UeSeWiWiRn Zhich VeemV WR haYe been Whe SURWRSlaVm Rf all SReWU\´ (74). ThiV 

echoes the necessity for the ballad to be short and repetitive so that the 
audience can sing along with those lines they are familiar with. Gummere uses 
the repetitive UefUain in ³SheaWh and Knife´ as an example:  
  

There is ships o' your father's sailing on the sea,  
(The brume blooms bonnie and says it is fair,)  

That will bring as good a sheath and a knife unto thee. 
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(And we¶ll never gang down to the brume onie mair.) 
 

TheUe iV VhiSV R¶ my father's sailing on the sea,  
(The brume blooms bonnie and says it is fair,)  

But sir a sheath and a knife they can never bring to me.  
 (Now Ze¶ll never gang down to the brume onie mair.) (84) 
 

 
TheUe aUe WZR W\SeV Rf UeSeWiWiRn WhaW SeUfRUm aV Whe ³UefUain´ in Peckham 

Rye. One is the repetition of judgmental reactions by the general public. They 
behave similarly to the chorus or ensemble in a performance, for example 
when Humphrey calls off his wedding and ³The gXeVWV in Whe SeZV UXVWled aV 

if Whe\ ZeUe all ZRmen´ (6); and later, while Dougal is dancing and putting on 
an acW in Whe ballURRm: ³EYeU\Rne ZaV Walking RU laXghing. ThRVe ZhR ZeUe 

Walking ZeUe all Va\ing Whe Vame Whing. The\ eiWheU Vaid, µTell him WR Wake mRUe 

ZaWeU in iW,¶ RU µShRXldn¶W be allRZed,¶ RU µHe¶V all UighW. LeaYe him alRne´ (57). 

Similarly, in the first chapter when the townsfolk are discussing the scandal at 
the wedding, a random man in the pub breaks out into song in a ballad-style 
aV if he¶V abRXW WR Well a VWRU\: ³µTheUe ZaV I,¶ Vang RXW an Rld man ZhR ZaV 

YiVible ZiWh hiV Rld Zife Rn Whe cRUneU bench RYeU in Whe SXblic baU, µZaiWing aW 

the church, waiting at the church¶´ (10). The people surrounding him tell him to 
stop, as they later do in the ballroom when Dougal Douglas begins to perform. 

The other form of refrain in Peckham Rye is the repetition of specific 
words, VXch aV ³immRUal´ (28) and ³ignRUanW´ (41) Zhen deVcUibing VRmeRne 

else in a passive-aggressive, judgmental undertone. For instance, Merle calls 
DUXce¶V maUUiage ³immRUal´ (28) and VRRn afWeU, Dixie sayV MeUle¶V affaiU is 
³immRUal´ (31), and WZR VenWenceV laWeU, HXmShUe\ callV abVenWeeiVm 

³dRZnUighW immRUal´ (31). TheUe¶V alVR UeSeWiWiRn ZiWh Di[ie and heU mRWheU 

MaYiV, aV Whe WZR Rf Whem cRnVWanWl\ cRUUecW each RWheU¶V gUammaU: ³µSo I come 
home.¶ µCame hRme¶ Di[ie Vaid . . . µHe WhinkV he dR, bXW iW dRn¶W gR faU.¶ µDReV. 

DReVn¶W,¶ Di[ie Vaid.´ (35). Spark appears to use this type of repetition as 
evidence in support of DRXgal¶V UeVeaUch Rf Peckham¶V mRUal chaUacWeU.  

Dougal plays with repetition by repeating after his boss, Druce: 
³µCRnVeUYe eneUg\ and Wime in feeding Whe line.¶ µIn feeding Whe line!¶ DRXgal 

Vaid. µIn feeding Whe line,¶ MU DUXce Vaid´ (14). DUXce iV WRR dull-witted to 
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understand that Dougal is not praising him by repeating his words, on the 
contrary, he is mocking him. DRXgal alVR mRckV Di[ie¶V gUammaWical 

corrections, and points out to his employer, Mr Willis, the frequency with which 
Whe WRZnVfRlk XVe Whe ZRUdV ³immRUal´ and ³ignRUanW´ (83) as his way to call 
out the pretension, immorality, and ingenuity of these materialistic townsfolk in 
suburban London.  

After examining the structural similarities between Peckham Rye and 
Border Ballads, we now look at the similarities in style. Border Ballads were 
meant to be performed to music with short, rhythmic stanzas, therefore they 
are usually short pieces, easy to memorize and sing along to, with a ³nRWe Rf 

VimSliciW\, Whe XVe Rf cRmmRn ZRUdV in cRmmRn RUdeU´ (GXmmeUe 72). 

Carruthers argues that the dialogue in Chapter One Rf SSaUk¶V nRvel ³mimicV 

Whe incUemenWal WechniTXe and SUedicWable Uh\WhmV Rf Whe ballad´ (³The 
Nouveau Frisson´ 170). We see this technique and rhythm on the first page: 

 
µGeW aZa\ fURm heUe, \RX diUW\ VZine,¶ Vhe Vaid.  
µTheUe¶V a diUW\ VZine in eYeU\ man,¶ he Vaid.  
µShRZing \RXU face URXnd heUe again,¶ Vhe Vaid.  
 µNRZ, MaYiV, nRZ, MaYiV,¶ he Vaid. (Spark, Peckham Rye 1) 
 

 
In RXWh WhiWWakeU¶V We[W The Faith and Fiction of Muriel Spark, she notes 

hRZ SSaUk XVeV WechniTXeV Rf ³SUeciViRn and ecRnRm\´ and ³RccaViRnall\ 

emSlR\V an alWeUnaWiYe VW\le Zhich, in cRmSaUiVRn, iV l\Uical and e[WUaYaganW´ 

(137). Although the techniques Whittaker refers to sound so balladic, Whittaker 
never mentions the ballad style in this section11, but focuses on the relationship 
Spark has with God as the influence behind her fiction.   

The impersonality of the narration in Border Ballads is a stylistic element 
we see in the narration of Peckham Rye. As Dunnigan explains:  

 
TheUe iV nR WUace Rf Whe ballad makeU¶V µSeUVRnaliW\¶ RU WhRXghWV, nRU dReV 
the singer impose any comment or judgement on its characters and 
events. Questions of feeling, whether emotional or moral, are entirely left 

 
11 ChaSWeU 6 WiWled: ³SWUXcWXUe and SW\le´ 
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to us, the audience; the ballad world itself refuses to be drawn on this 
accRXnW . . . EmShaViV iV Slaced Rn Whe dUamaWic ViWXaWiRn iWVelf (µWhe 
VWRU\¶), Rn acWiRn and dialRgXe, and mXch leVV Rn RWheU feaWXUeV, VXch aV 
continuity of narrative or characterization, usually portrayed by a 
minimum of detail and descriptive setting. (16) 

 
As Spark states that the main difference between Peckham Rye and her other 
novels is that: ³I never once mentioned how people feel or think, just what they 

do and say, and this gives an extraordinary effect´ (D¶EUaVmR 1), her narrative 

choice echoes the impersonal narration that Dunnigan describes in the Border 

Ballads. 
 SSaUk¶V naUUaWiYe chRiceV alVR echR Whe VenVe Rf immediac\ eliciWed b\ 

Whe balladic VWUXcWXUe and VW\le. WiWh UegaUd WR ³The GUeaW Silkie Rf SXle 

SkeUU\´12 aV e[amSle, GXmmeUe VWaWeV: ³A gUeaW deal haV been made Rf WhiV 

leaping, springing movement of ballads, the omission of details, the ignoring 
of connective and explanatory facts, the seven-league stride over stretches of 
Wime and Slace´ (90-1). In one version of this short ballad of only twelve verses, 
the silkie tells the maid that one day she will wed a gunner who will kill the 
silkie and their son. The climax of this ballad is immediate, as the very next 
verse leaps forward in time to when the maid weds a gunner and he shoots 
Whe Vilkie and heU VRn. ThiV ballad¶V VW\le and VWUXcWXUe leaYeV nR URRm fRU the 
VWRU\ WR bUeaWhe RU fRU Whe aXdience WR anWiciSaWe hRZ TXickl\ Whe Vilkie¶V 

prophecy will come.  
In comparison, Peckham R\e¶V prose itself flows with a kind of lyrical, 

quickened pace, rarely stopping for a moment on a scene to fully describe or 
explain it. In one scene, Dougal Douglas is talking to Humphrey Place in his 
URRm, bXW befRUe Ze can leaUn HXmShUe\¶V anVZeU WR DRXgal¶V TXeVWiRn: ³If 
[Di[ie] WRRk Vick, hRZ ZRXld \RX feel, ZRXld Vhe UeSel \RX?´ (27), the narrative 
moves onto the next scene, in a new setting where Dougal is taking Merle 
Coverdale on a walk to a cemetery, where another of Dougal¶V interrogations 
is soon to follow.  

 
12 ³The Silkie of SXle SkeUU\.´ ScoWV LangXage CenWUe,  
https://www.scotslanguage.com/articles/node/id/418. Accessed 6 July 2019 
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However, Spark sometimes strays from this dramatic immediacy to 
impose her unique narrative voice, when the action slows and things are 
explained directly to the reader. For instance, Spark summarizes the habits of 
Whe WRZnVfRlk in Peckham R\e: ³In Whe liWWle VhRSV in Whe Peckham b\-streets, 
the other customers take a deep interest in what you are buying. They concern 
WhemVelYeV leVW \RX aUe cheaWed´ (16), and again ZiWh UegaUd WR Whe giUlV in Whe 

ballroom:  
 
They had prepared themselves for this occasion with diligence, and as 
they VSRke WRgeWheU, Whe\ did nRW Vmile mXch nRU aWWend WR each RWheU¶V 
words. As an accepted thing, any of the girls might break off in the middle 
of a sentence, should a young man approach her, and, turning to him, 
might give him her entire and smiling regard. (55) 
 

 
Yet even with these slower, summarizing scenes, Spark still succeeds in the 
same manner as the singer of the ballad who, as James Porter writes in his 
eVVa\ ³The TUadiWiRnal Ballad: ReTXickened Te[W RU PeUfRUmaWiYe GenUe´, 
³VWUiYeV WR Rbe\ Whe UXle Rf imSeUVRnaliW\ Rf deliYeU\, WR mainWain a VWUicWl\ 

objective stance so that the plotted tale can unfold without the interposing of 
µSeUVRnal inWeUSUeWaWiRn¶´ (33).  

Another key element to the ballad style is the emotion it evokes. In 
balladV, ³iW¶V Whe langXage iWVelf WhaW haV an inimiWable magic´ (L\le 15) aV Whe 

singer moves from the narrative to the lyric for the climax of the story. Though 
Peckham Rye is not an oral work, Spark relies on dialogue and quick 
responses from the characters for emotional reward. She manages to use the 
language²what is said, and sometimes also what is not said, ellipsis or 
silence²to evoke specific emotions.  
 

Performance 
One of the more obvious differences between the traditional Border Ballad 
form and Peckham Rye is the question of origin. The anonymity of the ballad¶V 

origins allows singers to put their own personality into their performance. David 
Atkinson describes it as ³a genUe aVVRciaWed ZiWh SeUfRUmance´ Zhich is 
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³amenable to unlimited successive and evanescent renditions, and can quite 
Ueadil\ YaU\ beWZeen Rne and Whe ne[W´ (149). Thus, there is never only one 
version of a ballad, but multiples, with different verses, words, perhaps even 
different endings, and different tunes to go along with it depending on the 
creativity of the performer of the piece. It can be argued that Spark has created 
a version of a ballad with Peckham Rye, perhaps mosW VimilaU WR ³The DaemRn 

LRYeU´, aV VXggeVWed b\ ceUWain cUiWicV VXch aV Carruthers who claims that 
DRXgal ³iV cRnVWUXcWed fURm«SaWan in Whe ballad µThe DaemRn LRYeU´ (³The 

µNRXYeaX FUiVVRn¶´ 170), and Norman Page, who notes the balladic nature of 
Peckham Rye is similar because said ballad ³inWURdXceV VceneV Rf deaWh and 

RfWen Rf YiRlence and Whe VXSeUnaWXUal´ (28). HRZeYeU, SSaUk¶V WZiVW in VeWWing 

heU ballad in a mRdeUn, VecXlaU VeWWing, manageV WR achieYe ³a hybrid form, 
the contemporary English tendency toward domestic realism and the notion of 
Whe ScRWWiVh VXSeUnaWXUal WUadiWiRn´ (CaUUXWheUV ³Full\ WR SaYRXU HeU PRViWiRn´ 
496). 

To some critics, the loss of oral performance as the ballads became fixed 
in text and turned over to silent reading, loses the key connection between 
VingeU and aXdience. PRUWeU claimV ³TheUe iV nR TXeVWiRn [again] WhaW Vinging 

heightens the communicaWiYe acW in UelaWing a ballad VWRU\´ (29). While this 
might be the case, in my view Spark still manages to successfully recreate a 
ballad of a kind for the silent reader, melding the ballad style with prose in a 
setting for modern times. Spark takes the supernatural ballad and relocates it 
in the secular 20th century setting, with reactions on the part of the characters 
who, realistically, refuse to believe in the existence of the Devil. As Norman 
Page VWaWeV in hiV ZRUk Rn MXUiel SSaUk, ³Spark is less inWeUeVWed in µSXUe¶ 

UealiVm RU µSXUe¶ fanWaV\ Whan in Whe inWeUVecWiRn RU blending Rf Whe WZR´ (31).  
Though we know that Spark is the originator of her novel, in contrast to 

the anonymous ballad composers, Stannard notes how during her interview 
with Craig ³SSaUk VRmeWimeV VSeakV [of Peckham Rye] as though of a novel 
ZUiWWen b\ VRmeRne elVe´ (1532). We Vee WhiV in the aforementioned interview 
when Craig asks why Dougal is Scottish: 
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But perhaps I was thinking of the Scottish Border Ballads and then I 
wanted an alien ± a complete stranger to the environment coming in; and 
When, Rf cRXUVe, in VRme Za\V I ZanWed a UaWiRnal W\Se. I can¶W claim WhaW 
[«he] iV UaWiRnal ± bXW he¶V VRmeWimeV mRUe UaWiRnal Whan Whe Seople 
around him, I think, although he seems very odd. (1531-2) 
 

 
This answer certainly reads almost as if Spark is analyzing a piece of work 
written by someone else, RU WhaW DRXgal DRXglaV¶ chaUacWeU iV somehow out of 
her control.  

With this in mind, we can consider Alan BRld¶V VXggeVWiRn WhaW ³Dougal 
could be the author of the novel in which he features, a storyteller within a 
VWRU\´ (58), VimilaU WR Whe URle Rf CaURline RRVe in SSaUk¶V nRYel The 
Comforters. Dougal stands out in Peckham because of his appearance, his 
behaYiRU, and langXage. He¶V a SeUfRUmeU in all aVSecWV, just as the singer 
performs the ballad. VeiWch claimV WhaW: ³TheUe can be nR dRXbW, [that] giving 
expression to emotion in song was common on the Border of Scotland in very 
eaUl\ WimeV´ (VeiWch 80) and Dougal performs public acts of emotion, such as 
by crying at work over his recent break-up and saying to Merle Coverdale: ³M\ 

lRnel\ heaUW iV delXged b\ melanchRl\ and iW feelV TXiWe nice´ (SSaUk ³Peckham 

R\e´ 27). Additionally, Dougal practically admits that he is a performer when 
he tells Humphrey of a dream he has: 

 
I see the Devil in the guise of a chap from Cambridge who does motion-
VWXd\, and he¶V Whe chRUeRgUaSheU. He VingV a VRng WhaW gReV, µWe VWXd\ 
in detail the movements requisite for any given task and we work out the 
VimSleVW SaWWeUn Rf mRYemenW inYRlYing Whe leaVW lRVV Rf eneUg\ and Wime.¶ 
. . . And of course this choreographer is a projection of me. I was at the 
University of EdinbXUgh m\Velf, bXW in Whe dUeam I¶m the Devil and 
Cambridge. (47) 
 

 
Furthermore, PRUWeU e[SlainV WhaW balladic cRmmXnicaWiRn ³is tied both to 

the aesthetic manipulation of the singer and the cultural receptivity of the 
aXdience´ (33). DRXgal¶V "aeVWheWic maniSXlaWiRn´ in Peckham Rye receives 
contempt and discomfort from the townsfolk when he performs ³SeUlRcXWiRnaU\ 

acW[V]´, defined b\ J.L. AXVWin in hiV lecWXUeV ³HRZ TR DR ThingV WiWh WRUdV´ 



253 
 

aV ³ZhaW Ze bUing abRXW RU achieYe b\ Va\ing VRmeWhing, such as convincing, 
persuading, deterring, and even, say, surprising or misleading´ (2). We see 
Dougal mislead the townsfolk into believing him to be a mythical entity with 
throwaway lines such as ³nRW ZiWhRXW m\ bURRmVWick´ (Spark, Peckham Rye, 
86) and bringing attention to the cysts on his head, claiming he used to have 
horns:  

 
³YRX VXSSRVed WR be the Devil, When?´ HXmShUe\ aVked.  
³NR, Rh, nR, I¶m Rnl\ VXSSRVed WR be Rne Rf Whe Zicked VSiUiWV WhaW ZandeU 
through the world for the ruin of souls.´ (75) 
 
 

Austin argues that the response achieved by perlocutionary acts can be 
addiWiRnall\ achieYed WhURXgh inWimidaWiRn: ³It is characteristic of perlocutionary 
acts that the response achieved, or the sequel, can be achieved additionally 
or entirely by non-locutionary means: thus intimidation may be achieved by 
waving a stick or pointing a gun´ (5). SSaUk¶V naUUaWiYe VXggeVWV WhaW DRXgal¶V 

actions, along with his speech, intimidate the townsfolk. We see this when 
Dougal performs the Highland Fling in the ballroom and the manager comes 
afWeU him and aVkV him fRU ³nR mRUe, SleaVe´ (Spark, Peckham Rye, 56). 
Dougal continues to dance, this time performing mimes with the lid of a dust-
bin: 

 
[Dougal] placed the lid upside down on the floor, sat cross-legged inside 
it, and was a man in a rocking boat rowing for his life . . . he performed a 
Zulu dance with the lid for a shield . . . He sprang up and with the lid on 
his head was a Chinese coolie eating melancholy rice. He was an ardent 
cyclist, crouched over handlebars and pedaling uphill with the lid between 
his knees. He was an old woman with an umbrella; he stood on the 
upturned edges of the lid and speared fish from his rocking canoe. (57) 
 

 
The 1960¶V LRndRn townsfolk are uncomfortable with any kind of performance 
RXWVide Rf a ³cXlWiYaWed jiYe, cha-cha, and YaUianWV´ (56). In response, Dougal 
gets kicked out of the ballroom.  

Elsewhere, Dougal uses physical performance to mock the townsfolk. He 
derides Humphrey for sneaking Dixie into his room for sex by imitating the 
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nRiVeV he heaUd aW nighW: ³DRXgal benW hiV kneeV aSaUW, When VSUang XS in Whe 

aiU. He UeSeaWed WhiV VeYeUal WimeV. µCUeak-RRS,¶ he Vaid´ (46). He enacts a 
VimilaU mRWiRn Zhile mRcking DUXce¶V SRWenWial Ve[ual satisfaction from riding 
Whe jeUk\ lifWV aW Whe WeVW End: ³DRXgal VSUang inWR Whe aiU´ (31). Dougal also 
teases MeadRZV, Meade, & GUindle\¶V PeUVRnnel ManageU, Mr Weedin for 
believing him to be a ³diabRlical agenW, if nRW in facW the Devil´ (80) by offering 
him pills, dancing around the subject of work by talking of cemeteries, and 
asking if Weedin would like him to comb his hair. Weedin subsequently has a 
mental breakdown in response.  

Supernatural Theme 
It is clear that of all ballad types, Spark is most obviously echoing and 
channeling the supernatural kind. In Peckham Rye, we find the elements which 
Alan Riach states, in hiV eVVa\ ³ScRWWiVh GRWhic PReWU\´, animate the ballads: 
³M\VWeUiRXV WUaYelV, m\Whical locations, grim portents, potent images and 
narrative tension that keeSV UeVRlXWiRn VXVSenVefXl´ (78). Spark plays with the 
idea of Peckham as a mythical location by describing the scandal at Humphrey 
and Di[ie¶V Zedding as a ³legend´ (Spark, Peckham Rye, 11), and in ending 
the novel with a suggestion of an otherworld: ³The R\e fRU an inVWanW lRRking 

like a cloud of green and gold, the people seeming to ride upon it, as you might 
say there was anRWheU ZRUld Whan WhiV´ (142). ThiV RWheUZRUld cRXld be a 
reference WR Elfland, a VeWWing in Whe SRSXlaU ballad ³ThRmaV Whe Rh\meU´.  

Additionally, colors in the Border BalladV aUe highl\ V\mbRlic: ³In m\Wh 

and liWeUaWXUe V\mbRlV VeUYe aV a kind Rf imaginaWiYe µVhRUWhand´ (DXnnigan 

19), and green is a common symbol of nature, fertility, and the fairy world. 
Although Spark seems to be using this imagery as a metaphor, the ShUaVe ³aV 

\RX mighW Va\´ WeVWifieV WR Whe mRdeUniW\ and UealiVm Rf Whe nRYel, fRU SSaUk 

addV WhiV ShUaVe WR imSl\ WR Whe UeadeU WhaW iW¶V jXst an idea of the supernatural 
and that WheUe iVn¶W acWXall\ ³anRWheU ZRUld Whan WhiV´. Bold argues that this last 
line relates to the idea that humans in the urban, realistic setting sometimes 
look out for and dream of another world they can escape to. Bold also makes 
note of the use of the ZRUd ³legend´, along with the quasi-mythical ending to 
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state that: ³SSaUk aSSealV SUimaUil\ WR Whe emRWiRn, UaWheU Whan Whe inWellecW Rf 

the reader. Her prose ballad is an atmospheric work, showing an urban 
landscape undeU VXSeUnaWXUal SUeVVXUe´ (BRld 58). In the conclusion of 
Peckham Rye, iW¶V imSlied WhaW although Humphrey and Dixie have just begun 
an unhappy marriage, the nice, sunny day and the idea of another world gives 
Humphrey false hope.  

The main supernatural element in Peckham Rye is the character of 
Dougal Douglas himself, as a symbol for the Devil. As a Scot with curly red 
hair, a hump, and an Arts degree from the University of Edinburgh, Dougal is 
an outsider in Peckham Rye. Carruthers suggests that SSaUk VendV him ³to 
traumatize metropolitan modernity with his very deliberated and very Scottish 
gURWeVTXeneVV´ (³FXll\ WR SaYRXU HeU PRViWiRn´ 494). DRXgal plays with his 
Scottishness, claiming WR DUXce WhaW he¶V ³fe\. [He¶V] gRW Highland blRRd´ 

(Spark, Peckham Rye, 66)²³fe\´ meaning he haV VXSeUnaWXUal SRZeUV Rf 

clairvoyance, or that perhaps he is a fairy from the Highland tradition. He brings 
up this clairvoyance to Merle when she questions how he knows about her 
secret affair with Druce: ³I¶Ye gRW VecRnd VighW´ (28). Though the reader might 
assume Dougal is lying, the narrator does not provide any explanation as to 
how Dougal knows all of these secrets of the townsfolk. Her tactic of omitting 
thoughts and feelings from the narrative succeeds in creating mystery for the 
reader, and it forces them to create their own assumptions about DRXgal¶V 

sincerity, just as the townsfolk must do.  
There are numerous instances in Peckham Rye where Dougal refers to 

himself as the Devil. He encourages Humphrey to feel his head, insinuating 
that the cysts there are humps remaining from the horns he got removed, 
relating to the popular idea of the Devil as a two-horned entity. Alan Bold notes 
WhaW DRXgal¶V e[cXVe that he ZRn¶W cURVV Whe UiYer without his broomstick is 
similar to the witches in Robert BXUnV¶ ³Tam O¶ShanWeU´, ZhR ³a running stream 
Whe\ daUena cURVV´ (BliVV 46).  

If it is not obvious from these instances alone that Dougal is meant to be 
regarded as diabolic through his words and actions, Spark makes it pointedly 
obvious through Whe naUUaWRU¶V descriptions of his shape-shifting, like James 
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HRgg¶V Gil-MaUWin: ³DRXgal changed hiV VhaSe and became a SURfeVVRU´ 

(Spark, Peckham Rye, 14) or, his aforementioned mimetic performance in the 
ballroom. Bliss describes the Scottish Devil as fond of dancing, drinking, 
SiSing, and fliUWing: ³The Devil, as I have said, entered fully into the spirit of 
eYeU\Whing. He SiSed RU he led Whe Uing Rf danceUV, and hiV µRfficeU¶ bURXghW Xp 
Whe UeaU, µVkelSing¶ WhRVe ZhR ZeUe WRR VlRZ´ (BliVV 22). DRXgal¶V SeUfRUmance 

in the ballroom, and the dream he relates to Humphrey, are in character with 
the Scottish Devil as Bliss describes him. 

DRXgal¶V diabRlic SXUSRVe in SSaUk¶V ballad is to test the morality of the 
townsfolk in Peckham, much as the Devil in ³The DaemRn LRYeU´ tests the ex-
lover by seducing her with his wealth, or how the Queen of Elfland seduces 
True Thomas with a kiss. Each character interaction with Dougal comes with 
a morality test, which most of them fail.  

Dixie is exposed for her ³avarice´ (27), Weedin has a mental breakdown, 
MeUle¶V SUide and adulterous affair leads to her murder, Humphrey¶V inVinceUiW\ 

leads him to bUeak Rff hiV Zedding, MiVV FUieUne¶V VelfiVhneVV leadV WR a VWURke, 
and Dougal persuades townsfolk to skip work: ³Is it coincidence, says 
[Weedin], that absenteeism has risen eight per cent since Mr Douglas came 
heUe and iV VWill UiVing?´ (72).  

Ultimately fRU DUXce, DRXgal iV Whe ³gUim SRUWenW´ (Riach 78) come to 
punish him for his infidelity. Druce is convinced he¶V VS\ing Rn him: ³I¶Ye been 

gUeaWl\ Waken in b\ WhaW ScRWch fellRZ. He¶V in Whe Sa\ Rf Whe SRlice and of the 
bRaUd Rf MeadRZV Meade. He¶V been watching me for close on three months 
and putting in his reports´ (134). This paranoia leads Druce to murder Merle, 
and to his subsequent arrest. These characters who fail the Dougal-DeYil¶V WeVW 

face a similar fate as those in the traditional supernatural ballad, such as True 
Thomas, who is kidnapped and taken to Elfland, and the ex-lRYeU in ³The 

DaemRn LRYeU´, ZhR iV Waken Rn Whe DeYil¶V bRaW dRZn WR hell.  
In further support Rf DRXgal¶V URle aV the Devil, we might analyze 

Peckham Rye through VladimiU PURSS¶V analysis of Russian fairytales in 
Morphology of the Folktale, in which he identifies thirty-one ³FXncWiRnV Rf 
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dUamaWiV SeUVRnae´13 (25), typical of all fairytales, not just Russian. Despite 
DRXgal¶V likeabiliW\ fRU Whe UeadeUV, and indeed VRme Rf Whe WRZnVfRlk, 

cRnVideUing PURSS¶V naUUaWiYe fXncWiRnV VXggeVWV hiV behaYiRU WR be YillainRXV. 

When Propp describes the introduction of the villain in the tale, come to 
deceive his victim, he writes: ³[The Yillian¶V] URle is to disturb the peace . . . [He] 
ma\ be a deYil´ (27). As detailed in PURSS¶V fRXUWh naUUaWiYe XniW: ³The Yillain 

makeV an aWWemSW aW UecRnnaiVVance´ (28), thus Dougal researches 
Peckham¶V mRUal chaUacWeU. He ³UeceiYeV infRUmaWiRn abRXW hiV YicWim[V]´ (28) 

as the townsfolk are willing to tell him about their secrets and affairs. For 
instance, Humphrey, possibly DRXgal¶V XlWimaWe YicWim, admits to Dougal that 
he¶V been Vneaking aURXnd ZiWh Di[ie WR haYe SUemaUiWal Ve[. As Humphrey 
befriends Dougal, the narrator deVcUibeV DRXgal¶V ga]e: ³like a succubus 
ZhRVe mRXWh iV iWV e\eV´ (Spark, Peckham Rye 25).  

The next function of PURSS¶V VWUXcWXUal analysis iV Whe ³YicWim VXbmiWV WR 

deceSWiRn and WheUeb\ XnZiWWingl\ helSV hiV enem\´ (30), Zhich Ze Vee as 
Dougal consistently drives a wedge between Dixie and Humphrey in their 
relationship. The more Humphrey sticks up for Dougal, the angrier Dixie gets. 
In the end, iW¶V Di[ie¶V UanW abRXW DRXgal aW Whe alWaU WhaW caXVeV HXmShUe\ WR 

refuse her hand: ³µNo,¶ Humphrey said, µWR be TXiWe fUank I ZRn¶W¶´ (6). DRXgal¶V 

inflXence echReV in HXmShUe\¶V ZRUdV, aV he Va\V ZRUd fRU ZRUd ZhaW DRXgal 

had once acted out: 
 
³WilW WhRX Wake WhiV ZRman,´ [DRXgal] Vaid ZiWh a deeS eccleViaVWical 
WhURb, ³WR be Whai Zedded Zaif?´ Then he SXW Whe SlaWe aVide and knelW; 
he ZaV a ViniVWeU gRggling bUidegURRm. ³NR,´ he declaUed WR Whe ceiling, ³I 
ZRn¶W, TXiWe fUankl\.´ (112) 
 

 
There seems to be some debate with critics whether Dougal is the actual 

Devil. For example, in William BR\d¶V inWURdXcWiRn of the 1999 Penguin Edition 
of Peckham Rye, he UeVSRndV WR WhiV SRVVibiliW\ b\ VWaWing ³I dRn¶W SeUVRnall\ 

see this novel as belonging to her more allegorical or what we might now call 

 
13 The characters of a play, novel, or narrative 
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heU µmagic UealiVW¶ mRde´ (Yi). Dougal even admits himself that he¶V jXVW a 

wicked spirit wandering the world for the ruin of souls. The purpose behind 
Dougal¶V posing as the Devil is to portray the extent of the influence he has on 
Whe RWheU chaUacWeUV, caVWing ³an almRVW liWeUal VSell RYeU an\Rne he meeWV´ (Y). 

The genesis of this diabolic character, Spark tells Craig, was when she 
read about a couple in Madrid, where the bridegroom refused the wife at first, 
and she goes on to explain how that was adapted into Peckham Rye: ³[SSaUk] 

µWhRXghW Zell, ZhaW ZRXld make a \RXng man [«] dR WhaW VRUW Rf Whing? TheUe 

must be VRme deYil in him. I dRn¶W mean an eYil VSiUiW. JXVW VRmeWhing diVWXUbing 

± a diVWXUbing inÀXence´ (SWannaUd 1532). While DRXgal ma\ Veem like the 
Devil, SSaUk iV cleaU in heU inWeUYieZ WhaW he iV nRW: ³[H]e¶V a SRVeU, and he 

poses as the Devil and people who pose as the Devil have got the Devil in 
Whem . . . He¶V jXVW miVchieYRXV´ (1531). However, this admission does not take 
away from the argument of Peckham Rye as re-imagined ballad.  

Dunnigan considers in her essay WhaW ³VRmeWimeV ZhaW iV mRVW WR be 

feared in the ballad world is simply emotional cruelty, and not supernatural 
enchanWmenW´ (44). She UefeUV WR Whe SV\chRlRgical effecW Rf a VXSeUnaWXUal 

ballad, as over and above the entertainment value of a diabolical character. 
The purpose of such a character can be just as important for didactic teaching. 
To further illustrate this point, Riach explains:  

 
The ballads give Scottish poetry a key coordinate point of Gothic 
authority, both in didactic purpose and freedom of development, which 
evades the extremes of, on the one hand, orthodoxies in religious 
solemnity and piety, and on the other, the ephemerality of frivolous 
entertainment. What they have to teach does not come in the form of 
repeatable dogmatic formulae but arises from the experiences they 
depict through characters in contexts of uncertainty. (79) 
 

 
The didactic purpose of Peckham Rye is surely to show the corruption and 
immorality of these characters who are overtly concerned with themselves and 
their desires, but also by how others perceive them. There is no resolution or 
transformation fRU Whe WRZnVfRlk¶V mRUaliW\ when Dougal departs. Instead, they 
appear to continue living life as they had before he arrived, especially Dixie, 
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who does not acknowledge her immature behavior in front of Dougal but 
instead blames Dougal for her failed relationship with Humphrey and for 
DUXce¶V mXUdeU: ³MU DUXce liked him and lRRk what Mr Druce has come to´ 

(139). The irony for Dixie is that she worked so hard to keep up appearances 
and get married, only to feel aV if Vhe¶d been maUUied ³WZenW\ \eaUV inVWead Rf 

WZR hRXUV´ (141)²her husband feels pity for her, and the reader can see that 
as the beginning of a very mundane life ahead. 
 

SSaUk¶V Other Works 
We find possible elements of the traditional Border Ballad carried over to 
SSaUk¶V future works. CaUUXWheUV VWaWeV: ³a well of Gothic elements is drawn 
upon throughout [SSaUk¶V] oeuvre to inform her rich fictional recipe of horror 
and ordinariness, terrible lieV and WeUUible WUXWhV´ (³The Nouveau Frisson´ 179). 
As noted, Spark makes it clear that she purposefully did not include thoughts 
or feelings in Peckham Rye. Although she produces a narration with such 
interiority in her other novels, there are still elements from Peckham Rye that 
carry over into them. For instance, Spark likes to include violent action and an 
abrupt scene change without giving the reader time to fully grasp what has 
happened, which elicits shock from the reader. In her 1974 novel The DUiYeU¶V 

Seat, Spark gives us another fast-paced, action-filled novel with a non-linear 
structure. This abrupt and violent reveal appears in the first paragraph of 
Chapter 3: 

 
She will be found tomorrow morning dead from multiple stab-wounds, her 
wrists bound with a silk scarf and her ankles bound with a man¶V neckWie, 
in the grounds of an empty villa, in a park of the foreign city to which she 
is traveling on the flight now boarding at Gate 14. (21) 
 

 
Whittaker notes that The DUiYeU¶V SeaW is where Spark begins using present 
tense, and describes the advantage of present tense as similar to the action-
fRcXVed VW\le Rf a ballad: ³The SUeVenW WenVe giYeV immediac\ and WenViRn WR 

Whe SlRW, and an illXViRn Rf VSRnWaneRXV acWiRn´ (130).  
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Numerous other examples of sudden shocking incidents handled by 
Spark in a cursory manner come to mind: in The Girls of Slender Means 
(1963), the girls are forced to slip out of a window to escape from the fire and 
watch as Joanna falls to her ironic death while reciting Bible verses; in Aiding 
and Abetting (2000), a civilized conversation about cannibalism is followed by 
clXbbing LXcan WR deaWh: ³SXch a TXanWiW\ Rf blRRd´ (164), Va\V DU. KaUl JacRbV 

WR deVcUibe iW; in SSaUk¶V laVW nRYel, The Finishing School (2004), Chris throws 
a liYe elecWUic heaWeU inWR RRZland¶V baWh in an aWWemSW WR kill him.   

Similar to the hint of something supernatural at the end of Peckham Rye, 
Spark begins and ends Slender Means ZiWh Whe ZRUdV ³lRng agR´: ³The 

opening words, then, suggest the possible parabolic nature of the novel, within 
a UealiVWic cRnWe[W´ (Whittaker 95). Despite its rooting in the grim reality of post 
World War II Britain, these words play with time as if we are being told a re-
imagined fairytale.  

SSaUk¶V 1990¶V nRYel Symposium cenWeUV aURXnd anRWheU "VXSeUnaWXUal´ 

red-haired Scot like Dougal, named Margaret. This novel contains direct 
UefeUenceV WR BRUdeU BalladV, aV MaUgaUeW¶V Uncle MagnXV²Mad Magnus²

UeciWeV BRUdeU BalladV WR heU. Che\eWWe VWaWeV WhaW ³[Z]iWh UefeUence WR Whe 
apparently ghoulish figure of Margaret Damien (ne ғe Murchie), Symposium 
continues this use of the ballad tradition as an alternative means of perceiving 
Whe ZRUld´ (119). 

We see the Border Ballad influence on Spark as a writer and how she 
used the essence of the Border Ballad in her work, most evident in Peckham 
Rye through framed structures, quickened pacing, impersonal narration, 
DRXgal¶V SeUfRUmaWiYiW\, and Whe Wheme Rf Whe VXSeUnaWXUal²the Devil. 
Therefore, as its title states, The Ballad of Peckham Rye iV SSaUk¶V BRUdeU 

Ballad for the modern era. 
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Section III. The Devil¶V AdYRcaWe: A Self-Reflection 

Introduction 
IW¶V nR VXUSUiVe WhaW EdinbXUgh¶V gRWhic beaXW\, rich with history, madness, and 
ghost stories, encouraged me to write Nickie-BeQ¶V ClRVe, but it was also my 
own connection to its creepiness that fueled this story. My understanding of 
ghosts and hauntings developed at an early age and has always been tied to 
the city of Edinburgh ± my father was born in BR¶neVV, a Vmall WRZn 20 mileV 

west of Edinburgh and my family would visit from the United States often.  
In 1995, when I was only three years old, we rented a flat for three weeks 

on Ann Street in Stockbridge, known for its wealthy residents and as the 
inflXenWial VeWWing fRU J.M. BaUUie¶V Sla\ ³QXaliW\ SWUeeW´14. My siblings, barely 
teenagers at the time, were afraid of the flat and claimed that the walls had 
portraits whose eyes seemed to follow you, and that old dates were scratched 
into the windows. My cot was in the living room and my sister would hear me 
talking in the middle of the night. When asked about it in the morning, I replied 
³I ZaV Walking WR m\ fUiend.´ FURm When Rn, m\ famil\ lRYed WR Well me ³YRX 

spoke to a ghost. You said it was your µfUiend¶!´ TR back XS WhiV WheRU\, every 
developed photo taken in that room had a white orb in it²³accRUding WR 

legend´, this was true of various cameras from different family members who 
visited us while we were there. Years later, on another trip to Edinburgh, we 
read an article in a newspaper in which the owner of this flat claimed it was 
haXnWed. (In WhaW Vame neZVSaSeU, Ze Uead VRmeRne fell Rff AUWhXU¶V SeaW and 

died.)  
My own intrigue with the supernatural began as a teenager after watching 

Whe mRYie ³PaUanRUmal AcWiYiW\´ in 2009. In WhaW Vame \eaU, I began WR geW Sanic 

attacks and started taking medication for anxiety and depression. While my 
anxiety increased in daily life, so did a newfound obsession with the 
paranormal15. It was as if the Devil obsession was my outlet because it was a 
fear I felt I had control over. 

 
14 See Tait, 111 PlaceV iQ EdiQbXUgh ThaW YRX ShRXldQ¶W MiVV, Place 2, Ann Street. 
15 I almost got arrested for trespassing in a famously haunted graveyard in Easton, 
CRnnecWicXW in VeaUch Rf famed ShanWRm, ³The WhiWe Lad\´. 
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During a visit to Edinburgh in 2010, I attended a Vaults ghost tour that 
required a descent five stories underground (and is the inspiration of the Vaults 
in Nickie-BeQ¶V ClRVe). My aunt joined me and spread the story of my 
encounter with a ghost on Ann Street through the group of tourists, hoping it 
would warm their anxieties with the excitement of potential paranormal 
sightings. I had a panic attack quickly after we reached the Vaults and the 
guide had to escort me out. This was my firsthand experience of madness and 
supernatural belief intermingling, as my aunt had led the tourists to believe I 
was affected by a paranormal presence.  

As Allan Beveridge VWaWeV in hiV eVVa\ ³The PUeVenWaWiRn Rf MenWal 

DiVWXUbance in MRdeUn ScRWWiVh LiWeUaWXUe´, ScRWWiVh ZUiWeUV Wend ³to treat 
disturbing subjects in a comic manner, which is often a way of coping with 
Whem´ (85), so I would like to think that by teasing the tourists into believing in 
the paranormal, it was my way of coping with my anxiety. Likewise, writing a 
disturbing novel about the Devil gives me a sense of control over the fear of 
things that go bump in the night.  

 

Craft 
Two things I knew for certain when I began Nickie-BeQ¶V ClRVe: I wanted to 
write a supernatural story and I wanted it set in Edinburgh. The story of an 
American girl moving to the city and experiencing something supernatural and 
dark was there, but the plot was not. First, I wanted M to be a vampire²a 
Baobhan sith²and meet other Scottish mythical creatures in the city. This 
changed into a modern-day retelling of Burke and Hare, two men that 
negatively influence M into joining their grave-digging escapades, but I had 
trouble working out the logistics.  

IW ZaVn¶W XnWil I had Uead JameV HRgg¶V The Private Memoirs and 
Confessions of a Justified Sinner that I created my Devil, Graeme, and after 
Ueading MXUiel SSaUk¶V The Ballad of Peckham Rye WhaW I cUeaWed GUaeme¶V 

motives and my Peckham-esque list of characters.  
The plot develops quickly from there into what I believe to be a successful 

supernatural tale. There are many elements that make a good novel, and the 
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plot cannot carry the novel alone. The way the story is told is just as important, 
if not more important, in evoking the right kind of atmosphere, and thus emotion 
from the reader. In this case, I want my story to be suspenseful. I want the 
reader to question what they know about their reality. If they were M, what 
would they do? Can they empathize with her or will they scorn her? By making 
specific decisions about tense, point of view, pacing, and characterization, 
Nickie-BeQ¶V ClRVe fully came to life.  

Eli]abeWh Hand¶V 1996 aUWicle in ³The WUiWeU´ WiWled ³WUiWing Whe 

supernatural novel´ SRinWed RXW YaUiRXV aVSecWV Rf Whe VXSeUnaWXUal nRYel WhaW 

I realize are present in Nickie-BeQ¶V Close. First, we look at the setting. Hand 
notes how many fantasy novels rely on imagined worlds but the most 
successful supernatural novels are the ones set in RXU RZn ZRUld: ³Their 
narrative tension, their ability to frighten and transport us, derives from a 
conflict between the macabre and the mundane, between everyday reality and 
the threatening order ± whether revenant, werewolf, or demonic godling²that 
seekV WR deVWUR\ iW´ (1). I believe that the closer the supernatural is to reality, 
the more exciting the story is, as it lets the reader consider the real possibilities. 
Therefore in Nickie-BeQ¶V ClRVe, I¶Ye SXW a ficWiRnal chaUacWeU in a UealiVWic 

Edinburgh to explore what would happen if she learned that the Devil really did 
exist. It encRXUageV Whe UeadeU SXW WhemVelYeV in M¶V VhReV, to experience a 
reality similar to our own and the consequences arising when that reality is 
undermined. IW¶V mRUe fXn Zhen Whe line beWZeen fanWaV\ and UealiW\ iV blXUUed. 

Edinburgh is the perfect supernatural setting for Nickie-BeQ¶V ClRVe, as 
Hand VWaWeV WhaW ³Whe URRWV Rf VXSeUnaWXUal ficWiRn lie in Whe gRWhic URmances of 
the eighteenth and nineteenth centuries with their gloomy settings, imperiled 
naUUaWRUV, and ghRVWl\ YiViWaWiRnV´ (1). Although my novel takes place in the 
present-da\, Whe daUk aWmRVSheUe haV Uemained in EdinbXUgh¶V Old TRZn 

since medieval times. The city is known, if only to entice tourists, as one of the 
most haunted cities in the world with accounts of paranormal phenomena and 
dealings with the Devil on nearly every street of Old Town. What was once 
home to the tragedy of the Black Death, as it¶V UXmRUed WhaW SlagXed SeRSle 

were bricked up in their homes beneath Old Town, is now the site of tourist 
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attractions and university bars. The city is split upwards and sideways, with 
buildings stacked on top of one another and bridged from medieval to 18th and 
19th century architecture with Old Town and New Town, while the lush gardens 
of Princes Street Gardens and the Meadows are believed to once have been 
bXUial SiWV. IW¶V nR VXUSUiVe WhaW WRXUiVWV flRck WR Whe ghRVW WRXUV Rff Whe VWUeeWV Rf 

the Royal Mile. The entertainment and the beauty we enjoy in Edinburgh today 
iV a cRYeU RYeU deaWh and VXffeUing, miVchief and mXUdeU. IW¶V ZhaW makeV 

Edinburgh captivating to a modern Devil who wishes to hide in plain sight.    
Each and every aspect of Edinburgh made an important contribution in 

Nickie-BeQ¶V ClRVe, starting with the close²a dark, narrow alley, usually with 
cobblestones that lead towards a steep descent. To walk down one of these 
closes Rff Whe RR\al Mile makeV \RX feel aV WhRXgh \RX¶Ye VWeSSed inWR Whe 
past.  

The gentrification of the city allows the upper-class and lower-class to 
intermix²allowing M to travel from heU aXnW¶V XSVcale flaW WR Whe Vaults off 
Cowgate within a thirty-minute walk. The small size of the city allows M to 
choose who she wants to associate with. If she wants to be a university 
student, she can, but if she wants to play with the misfits instead, she can run 
Rff camSXV and VWUaighW inWR GUaeme¶V aUmV. The ciW\ makeV iW eaV\ WR UXn or 
hide, easy to be whomever you want to be, and WhaW¶V e[acWl\ ZhaW M ZanWed 

when she left Florida. Not to mention, the city also helps Graeme become a 
believable Devil. 

The decisions of which tense and point of view to use were difficult to 
make and required many drafts to test out all of my options. Ultimately, first-
person present tense was the narration that I felt had the most success in 
telling the suspenseful story I wanted to tell.  

In Rimmon-Kenan¶V nRYel Narrative Fiction, she discusses the way in 
which the author uses focalization to evoke the reaction he or she wants in 
their intended reader:  

 
The We[W can diUecW and cRnWURl Whe UeadeU¶V cRmSUehenViRn and aWWiWXdeV 
by positioning certain items before others. Perry sums up the results of 
psychological tests which have shown the crucial influence of initial 
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information on the process of perception. Thus, information and attitudes 
presented at an early stage of the text tend to encourage the reader to 
interpret everything in their light. The reader is prone to preserve such 
meanings and attitudes for as long as possible. (121) 
 

 
By using first person, present tense narration focalized through my main 
chaUacWeU, M, I¶m able WR keeS Whe UeadeU XnaZaUe and XnVXVSecWing Rf ZhaW¶V 

to come, just as M is, for as long as possible. I begin Nickie-BeQ¶V ClRVe just 
as M lands in Edinburgh and spend Chapter 1 introducing her new 
surroundings to her while setting up a potentially normal and mundane 
semester abroad with the talk of getting a job and starting school: 

 
I consider calling my mother when we get back to the flat to complain, but 
I stop myself when I realize my mother will probably be thrilled at the idea 
of something to keep me distracted. (Pierce 21) 
 

 
TheUefRUe, Whe mRWiYe behind M¶V YiViW iV neYeU TXeVWiRned b\ Whe UeadeU.  

I ZanW Whe UeadeU WR e[SecW a VWRU\ abRXW M¶V jRXUne\ WR find heU idenWiW\, 

instead of forming hypotheses that might give away the coming surprises, 
undermining what Rimmon-Kenan notes as the inevitable impatience of the 
reader, who never waits until the end to understand a text. After all, a story is 
a story for a reason²WheUe¶V alZa\V gRing WR be a bXild XS WR a clima[. 

Rimmon-Kenan Va\V, ³From this perspective, reading can be seen as a 
continuous process of forming hypotheses, reinforcing them, developing them, 
modifying them, and sometimes replacing them by others or dropping them 
alWRgeWheU´ (122). In Nickie-BeQ¶V ClRVe, I provide small hints that encourage 
the reader to form hypotheses. These are hints noticed only by M but are 
usually too insignificant or at odds with her secular worldview for her to 
consider a supernatural explanation. 

M is what Rimmon-Kenan defines in her text Narrative Fiction as an 
inWeUnal fRcali]eU: ³The knowledge Rf an inWeUnal fRcali]eU«is restricted by 
definition: being a part of the represented world, he cannot know everything 
about it´ (80). Rimmon-Kenan uses an example of the character-focalizer in a 
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locked room to explain how the reader would not be able to see anything 
outside of the room. This sounds claustrophobic for the reader and, ideally, 
this discomfort enhances the supernatural story. 

Hand reaffirms this point when she explains why the first-person narrator 
is prevalent in supernatural tales:  

 
it is not enough that the protagonist compel our interest. Readers must 
also be able to truly identify with him, to experience his growing sense 
of unease as his familiar world gradually crumbles in the face of some 
dark intruder, be it spirit or succubus. (2)  
 
 

Hand also states that in mRVW Xncann\ nRYelV, Whe main chaUacWeU¶V ³normalcy 
is what sets them apart from others. Like us, they do not believe in ghosts, 
which makes it all the worse when a ghRVW acWXall\ dReV aSSeaU´ (2).  In Nickie-
BeQ¶V ClRVe, the 21st century reader should be able to identify with M because 
she begins the story with a secular view of the world. A 2019 article by Pacific 
Standard Magazine16 states that the U.S. Generation Z17²M¶V geneUaWiRn²is 
the least religious compared to previous generations, so it makes sense that 
M¶V ZRUldYieZ iV deYRid Rf UeligiRn, leW alRne VXSeUnaWXUal magic.  

M cannot be so easily convinced that the Devil e[iVWV, and I ZRXldn¶W 

expect a 21st century reader to be convinced either so, in turn, M must question 
everything for the sake of the reader. She ignores small clues in the first half 
of the novel, such as the odd appearance of Erik Wilson in Leaf Coffee, or the 
lipstick and heels when M meets Graeme at the university. When the darker, 
more gruesome events occur, M tries to grasp at any rational explanation for 
ZhaW Vhe ZiWneVVeV, inclXding dUXgV, ³a paper-mache dRXble´ (Pierce 159), or 
WhaW Vhe¶V in some kind of dream state. When Hand stateV nRW belieYing ³makeV 

iW all Whe ZRUVe´ (2), I believe she means that the resistance to belief in the 
supernatural is even more painful and exhausting than accepting the reality 
that the Devil does exist. Ultimately, the mental exhaustion put upon M by 

 
16 Manning, J. ChUiVWel. ³Gen Z iV Whe LeaVW ReligiRXV GeneUaWiRn. HeUe¶V Wh\ ThaW CRXld 
Be a GRRd Thing.´ Pacific SWandaUd, 6 Ma\ 2019, hWWSV://SVmag.cRm/ideaV/gen-z-is-the-
least-religious-generation-heres-why-that-could-be-a-good-thing 

17 Born between 1995-2010 



267 
 

Graeme and the other characters forces her to give in to what she believed to 
be impossible, or rather, nonexistent.  

I chose M as my protagonist because she is an impulsive twenty-year old 
WeeWeUing Rn Whe line beWZeen childhRRd and adXlWhRRd. She¶V YXlneUable and 
impressionable to anything that encourages her idea of independence. In 
short, she is the perfect kind of character for a devil to play with. I want the 
reader to get inside the head of a young adult in her early twenties. From my 
experience and observation as an American teenager in Northeastern USA, 
there seems to be an existential change in a person as they transition from 
teenage years to their twenties. People I know have used their age as their 
reason behind deserving independence and respect, before they gain any real 
life experience. Their childhood fantasies determine their starting point, and 
Rnl\ ZiWh Wime and e[SeUience dR Whe\ diVViSaWe. M¶V childhRRd fanWaV\ iV WR 

have a father and live independently in Scotland, which leads her to the 
irrational decision of giving away her soul for the father of her dreams. I hope 
WhaW WheUe Zill be WimeV in m\ nRYel Zhen Whe UeadeU TXeVWiRnV M¶V chRiceV and 

considers her immature and, even possibly, dislikable. If this happens, then I 
have succeeded in creating a believable twenty-year old American girl.  

It's important that the pacing of Nickie-BeQ¶V ClRVe feels immediate, 
eVSeciall\ dXUing YiRlenW VceneV like Adele¶V mXUdeU RU the attack on No-Chin 
in Greyfriars Kirkyard to elicit the right response from the reader. In order to 
XndeUVWand M¶V UeacWiRnV WR WheVe VceneV, I¶Ye UeflecWed Rn VimilaU VcenaUiRV 

in my own life. One in particular is when my friend fell off a moving golf cart 
and cut open his head. For a moment, I thought he was dead and reacted with 
pure adrenaline, unable to reflect on the entire scene until hours later. I took 
what I remember from that experience and acted out how I believed I would 
react if I witnessed a suicide, as with when M encounters Alex Bell. The body 
UeacWV befRUe Whe mind can SURceVV iW, and iW¶V a TXick UeacWiRn. I WRRk WhRVe 

feelings and wrote them down with shaking fingers as my heart raced, and I 
want the reader to feel the adrenaline as effect, not the rationality, through the 
swift pacing of those scenes. 
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Dialogue also helps quicken the pace of my novel. Since everything is 
being told in present tense, M has conversations with other characters with 
liWWle WR nR UeflecWiRn in beWZeen, and Whe Rnl\ deVcUiSWiRnV aUe WhURXgh M¶V 

eyes. Dialogue has been my greatest tool for presenting the characters to the 
reader. IW¶V m\ inWenWiRn fRU Whe chaUacWeUV WR SeUfRUm fRU Whe UeadeU, inVWead Rf 

the narrator telling the reader who they are. What they choose to say and how 
they choose to say it are important, especially when their behavior counteracts 
WheiU ZRUdV. FRU inVWance, LeZiV¶V affecWiRnaWe fUiendVhiS ZiWh M WakeV Rn a 

new meaning once the reader learns of his loyalty to Graeme:  
 
³CRme back heUe,´ he Va\V. He VmiUkV aW me aV he adjXVWV hiV cURWch. ³I 
giYe a VhiW abRXW \RX.´ 
³NR, \RX dRn¶W.´ I giYe him Whe fingeU and Zalk RXW Whe dRRU. (167) 
 

 
Everything the reader learns about Liz is through her behavior and words, from 
the way she brags about her materialistic objects to the way she brushes off 
M¶V TXeVWiRnV about her father. IW¶V RbYiRXV, ZiWhRXW iniWiall\ leaUning Whe UeaVRn 

behind it, that Liz is self-centered. It was my aim to show glimpses of similar 
self-centeredness in all of the characters who sold their soul to Graeme. Upon 
first impression, their behavior is merely strange, and the immediacy of the 
naUUaWiRn dReVn¶W leW M RU Whe UeadeU UeflecW XSRn that before the story moves 
onto the next scene. After the reader learns of their true natures, the reader 
can reconsider the story and then Vee Whe chaUacWeUV¶ behaYiRU fURm a diffeUenW 

perspective.  
Hand VWaWeV WhaW hRUURU nRYelV ³deSend heaYil\ XSRn Whe mechanics of 

plot, less-than-subtle characterizations, and shock value [therefore] most 
hRUURU nRYelV lRVe WheiU abiliW\ WR chill Whe VecRnd Wime aURXnd´ (1), and Zhile 

Nickie-BeQ¶V ClRVe will obviously lose its shock value during a second reading, 
I intended the novel to be read again in order for the reader to see the story 
differently. The reader can see Graeme as the Devil and interpret his behavior 
in that light. For example, in re-reading, when the annoying drummer in the 
Meadows breaks his drum, the reader might well see it as a supernatural force 
fURm GUaeme, and Zhen M VeeV Whe liSVWick Rn GUaeme¶V liS, Whe UeadeU might 
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consider WhaW iW¶V nRW fURm a kiVV, bXW becaXVe GUaeme had VhaSeVhifWed inWR a 

woman wearing lipstick and heels. 
Ending a story has always been a challenge for me, and ending Nickie-

BeQ¶V ClRVe was no different. In DRXglaV BaXeU¶V adYice Rn cUafW WiWled The 
Stuff of Fiction, he VWaWeV WhaW a VXcceVVfXl ending ³bRWh cXlminaWeV and aW Whe 

Vame Wime cRnWinXeV Whe VWRU\´ (168). I agUee ZiWh this statement because even 
though the story the reader is being WRld cRmeV WR an end, Whe chaUacWeU¶V VWRU\ 

still continues off the page. Just as in reality, our lives are continuous stories 
with beginning and ending points, often overlapping, and constantly growing.  

So²how does one end a story that never ends? In theory, I could keep 
ZUiWing M¶V VWRU\ fRUeYeU, or at least until her death, bXW WhaW¶V SURbabl\ nRW ZhaW 

the reader wants. The reader wants closure but also the freedom to dream of 
what happens ne[W fRU Whe chaUacWeUV. BaXeU aUgXeV WhaW afWeU Whe VWRU\¶V 

climax:  
 
the flat-out volume again begins to fall and the harmony starts to simplify, 
the layers of participation²the elements of the plot²peeling away, 
leaving those last and once more solitary notes to be sung. (168) 
 

 
In Nickie-BeQ¶V ClRVe¶V caVe, WhiV clima[ iV M SXVhing heU faWheU Rff Whe CUagV. 

The pacing then slows down as M is left on her own the next morning for her 
WR UeflecW Rn all WhaW¶V haSSened and cRme WR WeUmV ZiWh iW. The narrative jumps 
forward in time to Thanksgiving, because once M agrees to stay in Edinburgh 
for Graeme, that is the culmination, as Bauer terms it, of this story. M 
succumbs to a soulless life, but also begins to rebuild her relationship with her 
mother Jules. In turn, Jules has grown from avoiding her past in Edinburgh to 
the willingness to embrace it. To continue the novel, M is now stuck in 
Edinburgh walking away hand in hand with Graeme. This ending suggests that 
her priorities have changed and she will be living in Edinburgh, not as a student 
leaUning abRXW heU heUiWage, bXW aV Rne Rf GUaeme¶V man\ hRSeleVV fRllRZeUV. 

IW¶V a biWWersweet ending, but mostly bitter. 
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Inspiration 
Inspiration for Nickie-BeQ¶V ClRVe came from different sources in Scottish 
literature and its VXSeUnaWXUal VWRUieV, mRVW eVSeciall\ JameV HRgg¶V The 
Private Memoirs and Confessions of a Justified Sinner and JameV RRbeUWVRn¶V 
The Testament of Gideon Mack. In Gideon Mack, Gideon asks the Devil why 
he dwells in Scotland and the Devil replies:  

 
I do like Scotland, though, I spend a lot of time here . . . I like the miserable 
weather. I like the miserable people, the fatalism, the negativity, the 
YiRlence WhaW¶V alZa\V jXVW below the surface. (Robertson 282) 
 

 
GideRn¶V DeYil makeV a faiU aUgXmenW, and I believe Graeme in Nickie-BeQ¶V 

Close would have to agree. 
The ciW\ Rf EdinbXUgh iV Whe main VeWWing fRU HRgg¶V Justified Sinner, 

where protagonist Robert Wringhim meets his Devil, Gil-Martin. Despite the 
iconic locations in the Grassmarket, down the closes off the Royal Mile, and 
The Meadows, the most influential setting in Justified Sinner for writing my 
novel is that of Holyrood Park, where Hogg sets a supernatural altercation 
between brothers Robert Wringhim and George Colwan. As George goes up 
AUWhXU¶V SeaW alone, he sees a demonic vision in the clouds:  

 
Gracious Heaven! What an apparition was there presented to his view! 
He saw, delineated in the cloud, the shoulders, arms, and features of a 
human being of the most dreadful aspect. The face was the face of his 
brother, but dilated to twenty times the natural size [. . .] George 
cRnceiYed iW WR be a VSiUiW. He cRXld cRnceiYe iW WR be nRWhing elVe¶ and he 
took it for some horrid demon by which he was haunted. (Hogg 32-3) 
 
 

This scene is particularly successfully set in Holyrood Park, because of its 
existing combination of beauty and danger. Not many cities boast extinct 
volcanos with such gorgeous views in the center of it. Therefore, walking up 
AUWhXU¶V SeaW iV Rne Rf Whe WRS WRXUiVW e[SeUienceV, bXW iW dReVn¶W preclude the 
occasional news story of a hiker falling to their death.  
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It makes sense that Graeme would invite M to partake in this tourist 
attraction on a surface level, but then the reader learns a deeper meaning 
behind the Salisbury Crags and Holyrood Park to M, which Graeme knew all 
along. Graeme enjoys toying with an oblivious M by leading her up the Crags. 
MXch WR hiV amXVemenW, M eYen aVkV if an\Rne haV eYeU fallen Rff: ³Some 
survive«¶ [GUaeme] pauses. µSRme dRn¶W´ (51). This journey up the Crags is 
the catalyst for M discovering how her father actually died, when Adele spills 
Whe VecUeW: ³Adele cRnWinXeV, µKeeping secrets. Taking heU XS AUWhXU¶V SeaW, 
after what happened to her da¶´ (130). 

The scene with M following her father up the Crags in the middle of the 
night pays homage to Hogg¶V nRYel: GeRUge¶V encRXnWeU ZiWh Whe demRnic 

apparition as mentioned earlier, and RRbeUW WUinghim¶V encRXnWeU aW SW. 

AnWhRn\¶V Well jXVW befRUe he fRllRZV GeRUge XS AUWhXU¶s Seat: 
 
A lady robed in white, who hastened towards me. She regarded me with 
a severity of look and gesture that appalled me so much I could not 
address her; but she waited not for that, but coming close to my side said, 
ZiWhRXW VWRSSing: ³PUeSRVWeURXV ZUetch! How dare you lift your eyes to 
Heaven with such purposes in your heart? Escape homewards, and save 
\RXU SRXl, RU faUeZell fRU eYeU!´ . . . I SeUVXaded m\Velf WhaW I had Veen a 
vision. (Hogg 122) 

 
When Robert first sees M approach him, he exclaims: ³Demon! Get away from 
me!´ (211). M also believes a demonic figure is present through the phantom 
wind that pushes her and her father closer to the edge. Although Graeme does 
not reveal himself after M pushes her father over the edge, he confirms her 
suspicion that he was there by appearing at her window the next morning: ³YRX 

were WheUe, ZeUen¶W \RX? The Zind«¶ He dReVn¶W need WR UeVSRnd´ (214).  
In Elaine PeWUie¶V anal\ViV Rf Justified Sinner, Vhe nRWeV WhaW WhiV ³lad\ 

URbed in ZhiWe´ who warns Robert iV an image ³VXggeVWiYe Rf SXUiW\´ and WhaW 

³in fRlklRUe, ZellV RfWen haYe VXSeUnaWXUal gXaUdianV´ (39). As Hogg may have 
used folklore to inspire his novel, I too added Scottish folklore into my novel. 
The title, and the name of the close, comes from the Scots name for the Devil, 
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alVR inclXded in RRbeUW BXUnV¶ SRem ³AddUeVV WR Whe Deil´18, along with the 
names ²³AXld HRUnie´, and ³ClRRWie´ (Burns 1). Scottish folklore also inspired 
the name of the Green Lady pub, as the name has been taken from the tutelary 
spirit (guardian of a geographic region), the glaistig. Campbell refers to the 
glaistig as: 

 
In the shape of a little woman who was thin and grey (tana glas), with 
long yellow hair reaching to her heels, dressed in green, haunting certain 
sites or farms [. . .] She is called a¶ ghlaiVWig XaiQe (³Whe gUeen glaiVWig´) 
from her wan looks and dress of green, the characteristic Fairy color. (82) 
 

 
The glaistig is just one of many different kinds of otherworldly beings believed 
to dwell in ScoWland¶V WeUUain. Ideall\, I ZRXld¶Ye liked WR incRUSRUaWe mRUe 

supernatural creatures into Nickie-BeQ¶V ClRVe but ultimately decided to make 
the novel Devil-orientated, while paying homage to Scottish myth with the 
setting of the pub.  

Further inspiration for Nickie-BeQ¶V ClRVe came fURm MXUiel SSaUk¶V 

1960s novel, The Ballad of Peckham Rye. The characters who sell their souls 
to Graeme in Nickie-BeQ¶V ClRVe were inspired by the seven deadly sins in 
ChUiVWianiW\ and Whe ³faWal flaZV´ ascribed to the people of Peckham b\ SSaUk¶V 

character, Dougal Douglas. As noted earlier, in Peckham Rye Dougal arrives 
from Scotland in the London suburb of Peckham, and exposes the hypocrisy 
Rf Whe WRZnVfRlk WhURXgh SRinWing RXW WheiU ³faWal flaZV´, VXch aV ³Lacking in 
YiViRn´ (63) and ³aYaUice´ (27). TheUe¶V SUide, h\SRcUiV\, enY\, gUeed, and 

wrath depicted through the characters in Peckham Rye, and Dougal brings 
these failings to the surface. I used such attributes as inspiration for the 
characters in Nickie-BeQ¶s Close who sell their souls in exchange for power, 
material possessions, control, and a false freedom from their sins. For 
example, Robert sells his soul to avoid jail, Liz sells hers in exchange for 
wealth, and Lewis sells his to escape being tied down in a relationship. Other 
examples include more minor characters such as Keith who gets control of the 

 
18 Graeme writes this poem on the whiteboaUd dXUing M¶V claVV. (PieUce 136) 
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Green Lady pub; Adele, who gets eternal beauty; Alex Bell, who gets a man to 
love her against his will, and Doug Davidson who becomes a Minister due to 
a fixed election.    

ThRVe WhaW GUaeme deVcUibeV aV Whe VRXlleVV ZhR dRn¶W haYe Whe mental 
stamina, ³µIW¶V nRW VR bad nRW haYing a VRXl. ThRXgh, VRme dRn¶W haYe Whe 

stamina for it. Those jakeys, for one¶´ (Pierce 175), have been influenced by 
the real people I see on the streets of Edinburgh daily. Growing up in an 
affluent New England town, I had a distinct lack of exposure to homelessness 
and limited exposure to the incapacitated, outside of my fellow college 
students on campus. It was difficult to grasp the stark contrast in drinking 
culture between the United States and the United Kingdom, until I moved to 
EdinbXUgh and ZiWneVVed SeRSle, defined WR me aV ³jake\V´, SaVVed RXW Rn Whe 

street in the early afternoon. A ³jake\´, I leaUned, iV a deURgaWRU\ WeUm fRU an 

alcRhRlic, WhRXgh I¶Ye Veen Whe WeUm XVed in EdinbXUgh fRU SeRSle ZhR acW a 

specific way on the street, with or without evidence that they are actually 
alcoholics. They are commonly recognized by their haggard appearance and 
sketchy behavior. They disappear down dark closes, they huddle together 
aURXnd Whe cRUneU Rf Old TRZn¶V WRS WRXUiVW aWWUacWiRnV, and VRmeWimeV Whe\¶ll 

shout to each other, or to passersby, aV if Whe\¶Ue SXWWing Rn a SeUfRUmance. 

Just as the general public, including myself now, ignore the ³jakeys´ in 
Edinburgh, the characters in Nickie-BeQ¶V ClRVe ignore the soulless and their 
intense suffering: 

 
³He¶V SXWWing Rn a VhRZ,´ Li] ZaUnV. ³The jake\V aUe ZRUVe Whan Whe 
hRmeleVV. The\¶ll fRllRZ \RX down the street begging for money if you 
give them a second of attention²and Whe\¶ll jXVW VSend iW all Rn dUXgV.´ 
(Pierce 23)  
 
 

FURm BeYeUidge¶V UeVeaUch that the mentally ill in the Royal Edinburgh Asylum 
suffered delusions of grandeur, I Sla\ ZiWh Whe idea WhaW Whe ³mad´ jake\V Rn 

the street are not delusional and are, indeed, haunted by the Devil.  
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The creation of the Devil character in Nickie-BeQ¶V ClRVe was a difficult 
task. As Eva Marta Baillie describes in her work Facing the Fiend: Satan as a 
Literary Figure: 

 
Satan fulfils a certain function in the narratives he appears in. He is easily 
recognizable through his physical features, behavioral patterns, and his 
most famous haunts. He is the stranger we are somehow familiar with 
because we have encountered him in other stories. (54)  
 
 

With this archetypal consistency of character function in mind, I am forced to 
recreate an already-existent figure, and somehow make him my own.  

At times during the writing stage, I considered making Graeme appear 
more humane or more sincere to M, but remembered that Graeme is derived 
from an archetype, therefore adding morality to him would outright change the 
character I intended to create. While I agree with the point Baillie makes in her 
statement regarding the Devil character: 
 
 

It seems that at times, the writer or narrator loses control, needing to 
admit that the satanic character escaped the creative parent to act out 
the ascribed character traits without restraint. (7) 
 

 
I take issue with the secRnd half Rf Baillie¶V VWaWemenW:  

 
 
One might argue this is the case with any literary figure²and indeed with 
any creation: the creator can set the seed, can draft and plan the 
creature, but once it comes to life, he can merely be a spectator. (7) 
 
 

I believe that non-archetypal literary characters are more fully in the control of 
the author. What I believe holds fiction writers back is the fear of not sounding 
³UealiVWic´ enRXgh, Zhen, in WUXWh, ficWiRn can be ZhaWeYeU Whe ZUiWeU ZanWV iW WR 

be. That is what makes fiction ³fictional´. The idea that a character is shaped 
into something and then takes control over the writer implies that human 
beings are predictable²which is absolutely not true. On the contrary, the 
archetypal character can take control over the author because it is a re-
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imagining of an already existing character and not an emulation of a human 
being.  

Most devilish aspects of Graeme came out of a combination of the 
already existing deYilV in Whe ScRWWiVh ZRUkV Rf JameV HRgg¶V The Private 
Memoirs and Confessions of a Justified Sinner and JameV RRbeUWVRn¶V The 
Testament of Gideon Mack. When writing Graeme, I was deeply inspired by 
Whe SeUVXaViYe and VedXcWiYe TXaliWieV Rf HRgg¶V Gil-MaUWin and RRbeUWVRn¶V 

Devil. I wanted my Devil to be mesmerizing, persuasive, terrifyingly confident, 
and physically attractive. The reader should be instantly attracted to him, 
despite what he represents. As Petrie notes in her analysis of Justified Sinner 
in UelaWiRn WR HRgg¶V Gil-Martin as the Devil:  

 
We are reminded how vulnerable each of us is since the Devil does not 
come breathing fire and brimstone: he is personable, eloquent, an adept 
shape-changer and may pop up in different places without our knowing. 
(Petrie 49-50) 
 

 
RoberW WUinghim¶V infaWXaWiRn ZiWh Gil-Martin is instant the moment he 

meeWV him: ³B\ degUeeV he acTXiUed VXch an aVcendenc\ RYeU me WhaW I neYeU 

ZaV haSS\ RXW Rf hiV cRmSan\´ (HRgg 102). Gil-MaUWin¶V maVWeUly seduction 
manipulates Robert into carrying out the murders of Reverend Mr Blanchard 
and his brother George Colwan: ³He mRcked aW m\ cRZaUdice, and began a-
reasoning on the matter with such powerful eloquence that, before we parted, 
I felW fXll\ cRnYinced WhaW iW ZaV m\ bRXnden dXW\ WR Vla\ MU. BlanchaUd´ (102). 
In Nickie-BeQ¶V ClRVe, Graeme manipulates people into doing what he wants 
of them. Lewis bends to his every demand, including killing a friend with a 
cricket bat. Graeme convinces Robert to speak to Jules at the Green Lady, 
and iW¶V imSlied during the phone conversation that M eavesdrops on that 
Graeme is feeding Liz instructions on how to deal with M19: ³µOkay,¶ [Liz] says. 
µOka\« YeV I knRZ bXW dR \RX Ueall\ Whink Vhe¶ll²¶ she pauses. µ¶CRXUVe I WUXVW 

\RX. µCRXUVe. I jXVW ZanW iW WR happen soon¶´ (119).  

 
19 Li] and GUaeme aUe ZRUking WRgeWheU WR geW M WR Vell heU VRXl fRU RRbeUW¶V UeWXUn. 
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In RRbeUWVRn¶V 2006 novel, inspired in part by Justified Sinner, the Devil 
maniSXlaWeV GideRn WhURXgh VedXcWiRn, UaWheU Whan feaU. GideRn¶V lRYe fRU hiV 

DeYil iV mRUe UeminiVcenW Rf an RbVeVViRn like SWRckhRlm S\ndURme, and he¶V 

reluctant to return to Monimaskit after the Devil heals him. The Devil 
encourages Gideon to go back to Monimaskit and write his testament about 
WheiU encRXnWeU: ³DR ZhaW \RX haYe WR dR´, with a promise that they will be 
UeXniWed and ³eVcaSe fURm Whe ZRUld´ (297). DeVSiWe Whe WhUeaWening backlaVh 

that would come when a minister admits he is an atheist and he had just met 
the Devil, Gideon is willing to do whatever it takes to be reunited with the Devil 
again. ³YRX¶Ue gRing WR miVV me, GideRn, \RX knRZ WhaW?´ (296) the Devil says, 
and he is proved right, for Gideon does not stop thinking of the Devil once he 
goes back to Monimaskit. He refers to the Devil aV ³m\ DeYil´, ³M\ DeYil ZaV 

suave and fit-lRRking . . . I ZenW WR bed and UemembeUed Whe Za\ Ze¶d been 

WRgeWheU. I miVVed him´ (312). Once GideRn and the Devil SaUW, GideRn¶V main 

goal is to reunite with the Devil again and run away with him.  
GUaeme VXcceedV in maniSXlaWing M WhURXgh VedXcWiRn. While GUaeme¶V 

confidence in his ability to bring back her father is extremely convincing to her, 
her attraction to Graeme also plays a part in her submission. Part of the reason 
she agrees to make a deal with him is because she is afraid of losing him:  

 
His answer surprisingly makes my stomach twist with fear. Fear of loss 
WhaW I¶Ye neYeU felW befRUe. IV WhiV ZhaW lRYe iV like? Am I in lRYe ZiWh 
Graeme? Infatuated? ObVeVVed? I dRn¶W knRZ, bXW Whe feeling iV VR 
SainfXl WhaW I can¶W beaU iW. He¶V alUead\ gRW hiV hRld Rn me. (Pierce 178) 
 

 
M gives into the lack of control she feels, a feeling similar to Robert Wringhim 
in Justified Sinner, who gradually breaks down as he feels his body is 
³SRVVeVVed b\ a VSiUiW RYeU Zhich iW had nR cRnWURl´ (141). Robert attempts to 
be rid of this evil being by running away but Gil-Martin continually haunts 
Robert, appearing wherever he goes. Untrustworthy, manipulative, and all-
knowing, Gil-Martin is a terror Robert believes he can only escape through 
suicide. In contrast, Gideon Mack wants the Devil to haunt him, and it's implied 
that GideRn¶V suicide is his way of reuniting with his Devil. In Nickie-BeQ¶V 
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Close, M dReVn¶W UeceiYe Whe haSS\ ending ZiWh heU faWheU WhaW GUaeme 

insinuated, but she is still complacent enough to stay in Edinburgh afterward. 
The consequence to selling her soul is the never-ending feeling of emptiness, 
Rnl\ fXlfilled b\ GUaeme¶V SUeVence and regard. Perhaps the feeling of being 
whole is all M has eYeU deViUed. HeU faWheU cRXldn¶W giYe WhaW WR heU, bXW GUaeme 

can. 
 GUaeme¶V VhaSeVhifWing abiliWieV ZeUe inVSiUed b\ Whe accRXnWV b\ 

horrified witnesses in Justified Sinner of Gil-Martin as disguising himself as 
VRmeRne elVe. In Whe EdiWRU¶V NaUUaWiYe, Miss Logan and Bell Calvert are in 
shock to see Gil-Martin disguised as the deceased George Colwan walking 
with Robert: ³µIt can be none other but he. But, no, it is impossible! I saw him 
stabbed . . . And how is it, how can it be, that we again see him here, walking 
arm in arm with his murderer?¶´ (HRgg 64). M has a similar reaction when Erik 
Wilson comes into Leaf Coffee and does not identify her as the pick-pocket: 
³The blRRd dUainV WhURXgh m\ bRd\. An\ VecRnd nRZ, he¶ll nRWice ZhR I am 

and shout: µCall the police! This bitch stole my wallet! Arrest her! Send her to 
jail! Kick her out of the country!¶´ (PieUce 82). However, it is Graeme 
shapeshifting into EUik WilVRn WR meVV ZiWh M¶V mind for his own entertainment. 
M and the reader receive a hint of this uncanniness with the repetition of the 
phraVe ³kind eVWabliVhmenW´ (85) spoken by Graeme in the guise of Erik 
Wilson, and then reiterated by Graeme in his usual fRUm laWeU WhaW da\. AW M¶V 

university, Graeme becomes a university secretary in order to coerce M into a 
room alone with him. The reader is given a few hints to this ability, such as the 
lefWRYeU liSVWick Rn GUaeme¶V face and Whe kiWWen heelV he dUagV ³XndeUneaWh 

the table with his VhRe´ (138) aV he¶V VSeaking WR M. In ChaSWeU 25, M is not 
fazed when the stranger she speaks to in the bookstore becomes Graeme, 
and at this point in the narrative, the reader should fully understand, as does 
she, how it is that Graeme appears there. 

While HRgg¶V Gil-Martin never outright claims to be the Devil, the Devil in 
Gideon Mack UefXVeV WR be an\Whing bXW. I enjR\ed Whe Za\ WhaW RRbeUWVRn¶V 

Devil proved who he was through storytelling and behavior. The Devil claims 
to have helped some women who believed to have been witches in North 
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BeUZick, ³The\ ZeUe bXUnW fRU iW, SRRU cRZV´ (Gideon Mack 282), insinuating 
that he was alive during the North Berwick witch trials in 1590, and alive to 
know John Knox and Robert Kirk. In Nickie-BeQ¶V ClRVe, Liz proves to M that 
Graeme is immortal by showing her a photo of him in the 1995 looking exactly 
the same as he does in present-time. Graeme explains to M that he changes 
his appearance and name every so often: ³I¶m ZRUking m\ Za\ down the 
alShabeW again´ (PieUce 175), referring to the names Duncan, Fergus, and 
Graeme20. Sa\ing ³again´ imSlieV WhaW he¶V been aURXnd lRng enRXgh WR haYe 

used all the letters in the alphabet for names more than once.  
GideRn¶V DeYil iV mRVW like a chaUacWeUiVWic DeYil Zhen he lRVeV hiV 

WemSeU: ³I WhRXghW Whe URRf ZaV cRming dRZn Rn XV and UaiVed m\ aUmV WR 

cover my head. It was only as the echoes were dying away that I realized that 
Whe URaU had cRme fURm hiV mRXWh´ (Gideon Mack 281). I¶Ye Waken inspiration 
from this scene to show Graeme¶V daUkeU Vide. One RccaViRn is where Graeme 
VnaSV aW a ZaiWUeVV in a ³YRice WhaW VRXndV inhXman´ (190). AnRWheU inVWance 

is when he screams at Adele in the VaXlWV: ³The walls shake with the sound 
like a train barreling through the building. I cover my head in terror and brace 
myself as the dust sprinkles from the ceiling, but nothing comes crashing in. It 
ZaV GUaeme¶V YRice, VcUeaming aW Adele WR geW RXW´ (PieUce 170).  

In Gideon Mack and Nickie-BeQ¶V Close, both set in the 21st century, the 
devils must prove their identity by actions, when words are not enough. 
GideRn¶V DeYil proves who he is b\ SXWWing hiV aUm ³elbRZ-deeS in fiUe´ (Gideon 
Mack 283), and When SURceedV WR SXW hiV hand inVide GideRn¶V broken leg to 
fix it. In Nickie-BeQ¶V ClRVe, Graeme proves to M that he has supernatural 
abilities by killing Adele and raising her back from her purgatorial state.   

With Liz and Graeme pushing M to make a decision through a 
bombardment of mental and emRWiRnal WRUmenW, M dReVn¶W haYe Whe Wime RU 

mental capacity to consider the consequences of selling her soul. She clings 
onto the one spark of hope and happiness²bringing back her father. The 

 
20 I mighW¶Ye, VXbcRnVciRXVl\, chRVen Whe DeYil¶V name VWaUWing ZiWh Whe leWWeU G WR Sa\ 
homage to Gideon Mack and Gil-Martin 
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afWeUlife iV Rnl\ menWiRned in UegaUd WR Ale[ Bell, ZhR ZRXld¶Ye gURZn XS in a 

more religious time-period: 
 
When I VWRS Walking and Wake a deeS bUeaWh, he Va\V, ³Dinnae beaW 
\RXUVelf XS abRXW iW. She belieYeV in HeaYen.´  
He pulls out a cigarette. 
³Then Zh\ did Vhe geW VR XSVeW?´ 
He lighWV Whe cigaUeWWe, When WakeV iW fURm hiV mRXWh and Va\V, ³BecaXVe 
she also believeV in Hell.´ (98) 
 

 
Other soulless characters are not concerned with the afterlife, possibly 
implying WhaW Whe\ dRn¶W belieYe in iW RU, mRUe likel\, Whe\ aUe mRUe cRnceUned 

with living a fulfilling present life than suffering in a possible afterlife. Only until 
after M sells her soul will the reader see the consequence take form as 
GUaeme¶V inYiVible, eWernal hold on her. 
 

Conclusion 
To consider the development of Scottish supernatural and Devil belief, I 
interviewed my father about his memories of the supernatural while growing 
XS in ScRWland dXUing Whe 1950¶V. He VSRke Rf ³Spring-heeled Jack´, a man 
with springs in his heels who jumped very high and terrorized people in the 
night. It was a tale my father and his cousins were told to scare them from 
staying out too late. The first official sighting of Spring-heeled Jack was in 1838 
when The Times published ³a leWWeU fURm an anRn\mRXV µPeckham UeVidenW¶ 

who wanted to bring news of a supposedly supernatural attacker to the 
aWWenWiRn Rf Whe aXWhRUiWieV´ (Bell 1). The attacker ZaV deVcUibed aV ³a clRaked 

being with fiery eyes, who could vomit blue flames from its mouth, and whose 
VhaUS meWal WalRnV WRUe Whe fleVh Rf iWV YicWimV´ (1), and he could shapeshift 
from ghost, to bear, to devil.  

The story of Spring-heeled Jack had traveled and developed throughout 
Great Britain like a Scottish Border Ballad, as witness accounts turned into: 
³fRlklRUiVW accRXnWV, VWUeeW balladV, VeYeUal VeUieV Rf µSenn\ dUeadfXl¶ VWRUieV 

(and illustrations), other literary texts which co-opted the character for their 
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RZn XVe, jRXUnalV, maga]ineV, neZVSaSeUV, cRmicV, cRXUW accRXnWV´ (19). The 
fiUVW accRXnW Rf Whe ³Peckham GhRVW´ in EdinbXUgh came in 1872, aV a being 

SRVVeVVing ³UemaUkable agiliW\´ (37) ZaV able WR leap across the Canal and 
vault over a cab.  

With regard to Peckham Rye, is this just a remarkable coincidence that 
Spring-heeled Jack iV Whe ³Peckham ghRVW´, or was this tale known to Spark? 
M\ faWheU ZRXld¶Ye heaUd WhiV VWRU\ in ScRWland aW Whe Vame Wime Peckham Rye 
was being written and published²is it possible that Dougal Douglas is SSaUk¶V 

YeUViRn Rf Whe ³Peckham ghRVW´? 
What terrified my father and his cousins growing up has become a 

running joke in our family. Spring-heeled Jack, along with other threatening 
characters he was also warned about: Jenny Herring-teeth, and Flannel-feet, 
elicit immediate hysterics in my family for the ridiculousness of their descriptive 
names, and the idea that a man with springs attached to his heels or a man 
with flannel wrapped around his shoes could ever be frightening. These 
characters appear cRmical Zhen SXW beVide nameV like ³Jack Whe RiSSeU´.  

The development of this character from true threat in the 19th century as 
a ghRVW, WR childUen¶V fable in Whe 20th century, to humorous family story in the 
21st century again illustrates the change in supernatural belief since the 17th 
century as seen from Justified Sinner to Peckham Rye to Gideon Mack to 
Nickie-BeQ¶V ClRVe.  

M\ famil\¶V UeacWiRn WR SSUing-heeled Jack also demonstrates why the 
Devil trope makes for a great story. We do not believe this character is real but 
we are entertained, fascinated even. For Nickie-BeQ¶V ClRVe, I did not write 
about the Devil for religious or psychological reasons, but because I felt it 
would be an entertaining story to read. When stories like my novel teeter in-
between reality and the supernatural, they invite the reader to play with their 
RZn imaginaWiRn and aVk ³WhaW if WhiV Ueall\ haSSened«?´  

This idea of being between reality and the supernatural is exactly why 
Edinburgh was essential as a setting in Nickie-BeQ¶V ClRVe. As stated earlier, 
Edinburgh is a city whose history is always present, visible in its landscape 
and streets. It boasts supernatural tales, both of fiction and of legend. I believe 
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that Nickie-BeQ¶V ClRVe is effective as a supernatural story because of its 
Scottish location and Scottish characters, especially the Devil himself²a 
Scottish trickster like Dougal Douglas. Furthermore, Scotland itself and the 
Scottish characters in supernatural Scottish literature were essential to my 
writing. These influences are what make Nickie-BeQ¶V ClRVe the supernatural 
story that it is.  
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